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TRANSFORMING TRADITIONAL
DANCES INTO THREE-DIMENSIONAL
DIGITAL EDUCATION MATERIALS:
CASE STUDY “SAKARYA GEYVE
DANCES”

Res. Asst. GUL KAPLAN EKEMEN, PhD
Sakarya University, Turkey

SUMMARY

Using the possibilities provided by the technological infrastructure of the
21st century, many efforts are being made worldwide to archive and
preserve traditional dances, and digital archives are being created in this
context. As academicians of Sakarya University State Conservatory Turkish
Folk Dances Department, we are conducting a study on collecting Turkish
Folk Dances as digital data with motion capture technology, transferring
them to three-dimensional digital models and transforming these data into
educational materials. Within the scope of this study, the motion data of
six traditional dances from Sakarya Geyve region were collected with
motion capture technology, transferred to the designed three-dimensional
model and processed in Unity game engine to work in harmony with virtual
reality glasses. With this study, it is aimed to create a digital database of
dance data obtained from the source people and to eliminate problems
such as blind spots or missing movement details that occur in two-
dimensional image records used during the compilation of traditional
dances. It is thought that the educational material to be developed using
21st century technologies and interdisciplinary collaborations will radically
change the processes of learning and teaching folk dances and make dance
education more interesting with interactive applications.

REZUMAT

Folosind posibilitdtile oferite de infrastructura tehnologicd a secolului al
XXl-lea, se fac multe eforturi pe plan mondial pentru arhivarea si
conservarea dansurilor traditionale, context in care se creeazd arhive
digitale. In calitate de cadre didactice la Conservatorul de Stat al
Universitdtii din Sakarya, Departamentul de Dansuri Traditionale Turcesti,
efectudm un studiu despre culegerea Dansurilor Traditionale Turcesti sub
formd de date digitale prin tehnologii de captare a miscdrii, transferandu-
le in modele digitale tridimensionale si transformdnd aceste date in
materiale educationale. In sfera acestui studiu, datele de miscare a sase
dansuri traditionale din Geyve, regiunea Sakarya au fost culese prin
tehnologii de captare a miscdrii, transferate in modelul tridimensional



proiectat si procesate in motorul de jocuri Unity pentru a fi sincronizate cu
ochelari VR. Prin acest studiu, se doreste crearea unei baze de date digitale
de dans obtinute de la persoane-sursd si eliminarea problemelor cum sunt
punctele oarbe sau inregistrarea incompletd a miscdrilor, care apar in
arhivele cu imagini bidimensionale folosite in timpul culegerilor de dansuri
traditionale. Se crede cd materialul educational care va fi dezvoltat folosind
tehnologiile secolului al XXI-lea si colabordrile interdisciplinare va schimba
radical procesele de invdtare si predare a dansurilor traditionale si va face
educatia coregraficd mai interesantd, cu aplicatii interactive.

Keywords
Dance, Education, Interactive, MoCap, Sakarya.

INTRODUCTION

Traditional dances are performances that carry the historical memory,
cultural identity and common values of a particular community, usually performed
in social or ceremonial contexts and passed down from generation to generation.
Traditional dances, which we can see as moving archives carrying the historical
memory of the society, are not only an aesthetic heritage but also factors that
ensure the continuity of social memory. For this reason, it is of great importance
to preserve traditional dances and teach them to new generations.

One of the main characteristics of traditional dances is that they are based
on practical forms of transmission through observation and repetition. In many
institutions providing education in the field of traditional dance, the classical
method, which can be defined as show-and-tell, where the instructor and the
student are together in the same environment, is still used. In recent years, the
use of the possibilities provided by technological developments in the field of
communication in the field of dance has enabled a number of arrangements that
eliminate space and time constraints. Thus, dance, which can only be experienced
in the ‘moment’ in which it is performed, can be recorded and preserved, and can
be shown again at different places and times. This situation has reshaped the
classical face-to-face training model of traditional dances. Especially in recent
years, with the introduction of the internet and video sharing sites, traditional
dance images have spread globally, and even virtual trainings where traditional
dances are taught have been published. This has facilitated access to international
resources, enabling interaction with artists and instructors from different cultures
and enabling individuals to be included in a global learning network.

All these developments have encouraged conservatory academics like us,
who provide education in the field of traditional dance, to think in this field. In
addition to operating as art schools, it is inevitable that institutions providing
traditional dance education use the opportunities provided by these technologies
to protect and transfer cultural identity. Considering the 21st century students’
interactions with technology, some innovations should be made in the
understanding of education. Acting on the question ‘How can traditional dance
education conducted face-to-face at Sakarya University State Conservatory be
made more efficient?,” research has been carried out on different models in which
21st century technologies are used in the field of dance education around the
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world, and many sample applications have been identified. Some of these are as
follows:

Hachimura et al. (2004) created a prototype support system for dance
education and training with mixed reality technology and motion capture,
proposing a new technique that can be used in the field of dance education.

Thallman et al. (2008) created an E-Learning platform to provide a new
training method for traditional folk dances with a research project called Open
Dance, in which folk dances from different parts of Europe were simulated in 3D
and presented on the web. Within the scope of this project, five dances from
England, two dances from Bulgaria and one dance from Greece, which were
recorded and modelled in 3D in the studio environment at MIRALab at the
University of Geneva, were used as interactive educational materials over the
internet.

Chan et al. (2011), proposed a new dance training system based on motion
capture and virtual reality (VR) technologies and developed a prototype in which
a student can imitate the movement shown by a virtual teacher projected on a
wall screen. During the application, the student’s movements were captured and
analysed by the system and feedback was given to the student.

Another study was conducted at the University of Cyprus by Stavrakis et
al. (2012). At the beginning three traditional Cypriot male solo dances, the first
Antikristos  (mpwtog avtikplotdg), the second Antikristos (SeUtepog
avTikpLotog), and Zeimpekiko ({eiumeékiko), were recorded using motion capture
technology and the data was later processed to be taught through a mobile game.
The team, which has continued its work since the beginning, has created the
“Dance Motion Capture Database™ and the “Virtual Dance Museum?”, digital
platforms where dances can be archived and 3D models can be accessed. The
Dance Motion Capture Database currently contains 29 dances recorded using
motion capture technology. Stavrakis and his colleagues continue to work in this
field and make important contributions to the field of traditional dance.

In a study conducted by Hegarini et al. (2016) in Indonesia, data of five
traditional dances, namely Saman (Aceh), Cokek (Betawi), Yapong (Betawi),
Merak (West Java) and Incling (East Java), were collected using motion capture
technology to digitally archive traditional dances. Within the scope of the study,
it was aimed both to preserve the culture and to use it in different 3D models, and
it was emphasised that dance training method can be provided by integrating it
into motion capture-based education systems for further studies.

Another study by Chen et al. (2023) explored the potential of capture
systems in improving high school students’ dancing skills. The findings of the
study show that using a motion capture system and high-speed camera improve
dancers’ skills through self-practice, enhances the effectiveness of dance teaching
and incorporating these technologies into dance art is becoming necessary for
achieving peak performance.

1The link of the database: https://dancedb.eu/main#
2 The link of the museum: https://dancemuseum.cs.ucy.ac.cy/index.html
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Each of these studies is extremely valuable and necessary, and is an
important indicator of awareness about increasing the quality of education. Based
on this idea, the academics of Sakarya University Turkish Folk Dances Department
initiated a study with the idea of creating a digital archive and increasing the
quality of education with new technologies. Within the scope of this study, it is
aimed to obtain three-dimensional data of traditional dances using motion
capture technology, to process this data to prepare educational materials and to
open the created archive to be used in different disciplines. Thus, it is aimed to
provide the opportunity to observe the difference between the traditional and
classroom environment of dance by making the movement data obtained from
the source persons who are the performers and transmitters of traditional dances
available to the students. In this way, the students will be able to see first-hand
the traditional dance form taught in class and the choreographic arrangements
applied on stage, as well as the performance form in a traditional environment.
Suchwise, the data obtained from valuable source persons will be protected, each
student will be able to experience the performance of the source person, and the
data obtained will be available for use in later studies. This report has been
prepared to introduce the educational material that emerged during the
preliminary research process of the prepared project and to provide an idea about
the possible transformation in the field of education in the future.

FIRST CHAPTER: DEVELOPING THE STUDY

This study emerged during the preliminary research process of the project
“Digital Transformation of Turkish Folk Dances: Compilation, Archiving and
Education Model Creation,” which is being developed for “The Scientific and
Technological Research Council of Turkey (TUBITAK)- Scientific and
Technological Research Projects Support Program.”

This research initiated by Sakarya University Turkish Folk Dances
Department colleagues, prepared under the leadership of Umut Erdogan, is
conducted by Kerem Cenk Yilmaz, Giil Kaplan Ekemen and Semih Ozbilgi. Neslisah
Durgut and Berat Giileryliz, who are both masters’ students in the Turkish Folk
Dances Department, took part in the research and development process of the
project. Collecting motion data from the source person and transferring it to the
computer environment, supply of Motion Capture (X-Sense) Equipment and
software support were provided free of charge by Sedat Yilmaz, who works as
Sense4Motion Firm Sales Engineer. Volkan Uyanik, who works as a Freelance
Game Artist, was hired to carry out 3D model designing and its mapping with the
motion data. Writing general controller codes, applying data to VR environment,
integrating VR to Unity are done by Seyma Altiparmak (Bachelors Student -
Sakarya University, Software Engineering Department). User interface designing,
writing time codes, reconstructing 3D model and fixing errors are done by
Oguzhan Ergiin (Bachelors Student - Sakarya University of Applied Sciences, the
Computer Engineering Department).
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Fig. 1. Our project team

In this research, the Gyeve region in Sakarya Province was determined as
the pilot region for traditional dances since it is the region where our university is
located. Ahmet issever, who made great efforts in the compilation of the dances
of Geyve in Sakarya Province, bringing them into the field of folk dances and
staging them, was determined as the source person (Picture 3).
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Fig. 2-3: Sakarya Districts (Wikipedia), Ahmet issever (Writers’ Union of Turkey)

Ahmet issever was born in Tarakl district in 1944, and during his teaching
career, which he started in 1966 and finished in 1992, he organised folk dance
teams consisting of students in many schools where he worked. Ahmet issever, a
treasure who has devoted his life to the values of his city and his people, has tried
to carry the folk dances, traditions and customs, folk songs, and folk sayings of
Geyve region from the past to the future, and he has two books named Tarakli
Agz1 (Tarakl Dialect) and Geg¢misten Gliniimiize Tarakli (Tarakli from Past to
Present) in which he published his long years of work in this field.

igsever has been a great support to us in this project as a source person,
as he understands the importance of education in terms of protecting cultural
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heritage and transferring it to future generations and he is a person who is very
open to innovations. In the preliminary study process of the research, movement
data of six dances, namely Geyve Zeybegi, Karsilama, ince Hava, Kara G6zliim, Kasap
Oyunu and Konak Getirme, were collected from the source person. We would like
to thank Neset Cakir for accompanying our source person during the face-to-face
performance of these dances.

SECOND CHAPTER: PHASES OF THE STUDY

The educational material development process was carried out in five
stages. These stages are collecting data, processing data, synchronisation
process, creating educational material and pilot application.

Collecting Data

In this research, data collection was carried out with motion capture
technology. Different techniques such as optic-magnetic-mechanic
equipments can be selected according to the characteristics of the material to
be obtained in the motion capture process and the budget available. In this
study, X-Sense Magnetic System was preferred. The reason for this is that the
system is more accessible, low budget and allows the collection of sufficient
motion data for this phase of the research. In addition, the sensors used in the
X-Sense magnetic system are attached to the body with adjustable straps,
making it possible to use it for source persons with different body sizes.

In the magnetic motion capture system, small sensors (magnetic
receivers) placed on the person detect low-frequency electromagnetic waves
generated by the fixed transmitter in the system and measure their intensity,
direction and changes. Thus, the system uses the data detected by the sensors to
determine the position in space (x, y, z) and orientation (angle, tilt, rotation) of
the joint to which each sensor is connected. The data obtained are transferred to
the computer and monitored in real time in 3D environment through software.

Fig. 4-6. Front view, Back view, X-Sense Software Preview Screen
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In this study, a total of 14 sensors were placed on the source person: one
on the head, two on the shoulder blades, one on the waist, six on the arms above
the elbows, wrists and hands, four on the legs above and below the knees and
finally two on the feet (Picture 4-5). After the calibration process (Picture 7) of the
sensors is completed, the movements of the source person’s joints, position and
rotation data were recorded by means of these sensors (Picture 8).

Fig. 7-8. QR Code for Calibration Video, QR Code for Mocap Video

Processing Data

In order to process the data collected from the source person with motion
capture technology, firstly, a three-dimensional character was designed to
transfer the data. Blender software was used in the design process, and the
traditional clothes of the Gevye region were modelled on the ‘male base mesh’
body (picture 9-10), which belongs to the three-dimensional default character
created with the existing plug-in. The physical structure of the 3D model was
modelled with reference to the source person, but not copied exactly, and the
avatar (picture 11) was designed.

b\ A A

Fig. 9-11. Male base mesh, Designed 3D Model, Designed 3D Model

Synchronising Data
After the skeletal system was established with the Mixamo program, the Retarget
plug-in was used to follow the established skeletal system to the X-Sense skeletal
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system (Picture 12). With AutoRig Pro3, the equivalent of all bones on the
character was matched with the X-Sense bone data in the Retarget system
(Picture 12). Thus, the motion data obtained from the sensors were transferred to
the 3D model.

Fig. 12-13. QR Code for Establishing Skeletal System,
QR Code for Movement Matching

Creating Educational Material

The three-dimensional model matched with the movement data obtained
from the source person was transferred to the virtual reality environment. Oculus
Quest 2 glasses were used to transfer the designed 3D model to the virtual reality
environment and the user’s perspective was controlled via XR* Origin. The XR
Hands library was added to the program so that the user can use their arms on
the media player written in C#.%> In order to develop user interface interactions, XR
Plugin Management and XR Interaction Toolkit were downloaded to the Unity
game engine. Oculus Touch Controller and Meta Quest Touch Pro Controller
profiles were added for testing the product developed with Oculus Rift in
OpenXR. TextMeshProUGUI library was used for directives and some textual
expressions in the game engine.
In order to eliminate any movement and music incompatibilities that may occur
during the playback of the model, two separate delay codes were written for
movement and music, thus preventing possible animation slippage. By adding
different animator panels to the character, fluidity was achieved in scene
transitions. The obtained training material was tested, necessary corrections
were made and the training application for 6 dances was completed.

Pilot Application
At this stage, the prepared training material was tested by Berat Giileryiiz, who is
a master’s student in our department. Firstly, the functions of the buttons on the

3 Auto-Rig Pro is an addon for Blender to rig characters, retarget animations, and provide Fbx/Gltf
export, with settings for Unity, Unreal Engine, Godot
(https://superhivemarket.com/products/auto-rig-pro). AutoRig Pro integrates the reference
bones into the created rig. This makes the process more robust and ensures that you never lose
your reference bones.

4 XR (Extended Reality) is the combination of real and virtual worlds and human-machine
interaction.

5 C#, also known as C Sharp, is a programming language developed by Microsoft for .NET Technology
and designed to run systems widely used in areas such as website applications, desktop
applications, game creation, etc.
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Occulus Touch Controller were explained. The student was allowed to control the
functions of the Occulus Touch Controller buttons by wearing the Occulus Quest
2 virtual reality glasses.

Pilot Application

At this stage, the prepared training material was tested by Berat Giileryiiz,
who is a master’s student in our department. Firstly, the functions of the buttons
on the Occulus Touch Controller were explained. The student was allowed to
control the functions of the Occulus Touch Controller buttons by wearing the
Occulus Quest 2 virtual reality glasses.

oy el \ £ 3
Fig. 14-16. Functioning Occulus Touch Controller, Wearing Occulus Quest 2 VR
glasses, Berat Giilerytiz ready to test pilot application

The student played the prepared training material back and forth with the
help of the control panel, walked around the three-dimensional model and
watched the movement data from the angle he/she wanted, zoomed in and out
for the movement details he/she wanted to see, stopped and replayed it
whenever he/she wanted, and repeated it as many times as he/she wanted. As a
result, the student performed the dance, which he/she learnt by watching in the
virtual reality environment, simultaneously with the 3D model. Below, the camera
image taken during the performance of the dances named Karsilama (Picture 17)
and Geyve Zeybegi (Picture 18) by the student and the image flowing through the
student’s eyes in the virtual reality environment are seen side by side.

[=] i =]

Fig. 17-18. QR code for Karsilama QR code for Geyve Zeybegi
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CONCLUSIONS

Innovations brought by the digital age are reshaping the methods and
tools of traditional dance education. Many studies worldwide are being
developed on recording traditional dances with different methods, converting
these records into digital archives, and using the obtained data in different
disciplines, including the field of education. Inspired by these studies, we have
undertaken a preliminary study process to design the process of transforming our
local traditional dances into three-dimensional educational materials.

Some difficulties were encountered during our work. The most important
of these were financial difficulties. In particular, the supply of equipment required
for the use of technologies such as motion capture and obtaining technical
support for the software to be used requires a certain budget. In addition, three-
dimensional graphic modelling and matching motion data with this model is an
area that requires expertise, and since these tasks are carried out through service
procurement, high costs are involved. Necessary preparations are ongoing to
obtain financial support to solve these problems. In addition, we are trying to
establish interdisciplinary partnerships that will share our work in the fields of
three-dimensional modelling, animation, computer and software engineering.

During the preliminary research process, some details necessary for data
collection were postponed. For example, movement data of dances performed
opposite each other could not be determined as paired. Similarly, in Geyve dances,
rhythm is kept by playing spoons with hands, however, the glove equipment
required for hand movements has not been used yet due to high costs. Since the
study has a compilation phase, the high-tech equipment is likely to create tension
on the source persons. Another problem is the risk of losing valuable source
people who are getting older. All these problems mentioned constituted the
limitations of the study.

The strengths of our study are that it aims to create a database to be used
for different purposes in various disciplines and to make this database accessible.
With this educational material to be produced using high technology, the
processes of learning and teaching folk dances can be redefined. With motion
capture technology and interactive applications, dance education can be made
more interesting and interactive. The new teaching methods to be developed
with the use of motion capture technologies in folk dance education offer a new
perspective in terms of transferring traditional data first-hand in the most
accurate way. For this reason, it is important in terms of enabling the transfer of
information directly from the source to the student. By transferring 3D models
into virtual reality, this approach offers a strong and innovative perspective on
traditional dance learning and teaching. It has the potential to attract the interest
of younger generations, bring tradition bearers into the classroom environment,
and provide effective solutions for distance education contexts.

Besides, this project aims to preserve, teach and transmit traditional folk
dances that are part of our intangible cultural heritage, to create and share a
digital database collected through field researches and to offer a new perspective
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on traditional dance learning and teaching techniques through 3D models
transferred to the virtual reality by using the advantages provided by developing
technological conditions. This project, which is in the writing phase to be
submitted to TUBITAK, has not yet received any final support, but so far, 6
traditional dances from the Geyve region have been captured and the obtained
data converted into pilot training material. Also, a master’s thesis has been
prepared under the title of “Application of motion capture technology in the field
of Turkish folk dances, Sakarya/Geyve folk dances example” by Neslisah Durgut.

Such studies will enable many innovations to be realised in the field of
education in the future. The technical development processes of conservatory
students can be monitored more systematically through digital recording and
analysis systems. Measurement and evaluation systems in dance education can
be updated through three-dimensional movement analysis programmes, and
students can use these applications to receive feedback, correct their mistakes,
improve their body awareness and thus strengthen the individual learning
process. Through technology-supported simulations, students’ stage experience
can be increased in pre-performance preparation processes and can offer
significant advantages in predicting and correcting technical errors. Therefore,
the use of technology for conscious purposes and based on pedagogical
principles can offer a future that increases the quality of conservatory education
and diversifies artistic production.

TRANSFORMAREA DANSURILOR TRADITIONALE iN
MATERIALE EDUCATIONALE DIGITALE
TRIDIMENSIONALE: STUDIU DE CAZ ,,DANSURILE DIN
REGIUNEA GEYVE, SAKARYA”

Cuvinte cheie
Dans, educatie, interactiv, MoCap, Sakarya

INTRODUCERE

Dansurile traditionale sunt spectacole care reprezinta memoria istorica,
identitatea culturala si valorile comune ale unei anumite comunitati, de obicei
executate in contexte sociale sau ceremoniale si transmise din generatie in
generatie. Dansurile traditionale, pe care le putem considera arhive in miscare ce
transporta memoria istorica a societatii, nu sunt doar o mostenire estetica, ci si
factori care asigura continuitatea memoriei sociale. Din acest motiv, este extrem
de important sa pdstram dansurile traditionale si sa le predam noilor generatii.

Una dintre principalele caracteristici ale dansurilor traditionale este faptul
ca sunt bazate pe forme practice de transmitere prin observare si repetare. in
multe institutii care ofera programe de studiu Tn domeniul dansului traditional se
foloseste inca metoda clasica, pe care o putem defini drept ,,arata-si-spune”, unde
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instructorul si elevul se afla impreuna in acelasi mediu. In anii din urma, utilizarea
posibilitatilor oferite si in sfera dansului de progresele tehnologice din domeniul
comunicatiilor a permis aplicarea unor solutii care elimina constrangerile de timp
si spatiu. Astfel, dansul, care poate fi experimentat doar in ,,momentul” in care
este executat, poate fiinregistrat si pastrat, pentru a putea fi prezentat din nouin
locuri si timpuri diferite. Aceasta situatie a restructurat modelul clasic de predare
fata-in-fata a dansurilor traditionale. Mai ales in ultimii ani, odata cu introducerea
internetului si a website-urilor de video sharing, imagini ale dansurilor traditionale
s-au raspandit la nivel global si au fost publicate chiar si tutoriale virtuale cu lectii
de dans traditional. Acest aspect a facilitat accesul la resursele internationale,
facand posibild interactiunea cu artisti si instructori din diverse culturi si permitand
utilizatorilor sa fie inclusi intr-o retea globald de invatare.

Toate aceste progrese au fincurajat cadrele didactice universitare
specializate in predarea dansului traditional, ca noi, sa se implice in acest domeniu.
Pe langa activitatea lor ca scoli de arta, in mod inevitabil, institutiile care predau
coregrafia dansurilor traditionale folosesc oportunitatile oferite de aceste
tehnologii pentru a proteja si transfera identitatea culturala. Luand in considerare
interactiunile pe care le au cu tehnologia elevii si studentii din secolul al XXI-lea, ar
trebui intreprinse unele inovatii in intelegerea educatiei. Pornind de la intrebarea
,»Cum se poate realiza mai eficient predarea dansului traditional realizata fata in
fata la Conservatorul de Stat al Universitatii din Sakarya”, s-au efectuat cercetari
pe diverse modele in care se folosesc tehnologii ale secolului al XXI-lea in domeniul
predarii dansului in intreaga lume si au fost identificate multe aplicatii
exemplificatoare. Unele dintre acestea sunt prezentate mai jos:

Hachimura et al. (2004) au creat un sistem-prototip de sprijin pentru
predare si formare in domeniul dansului, cu tehnologii de realitate mixta si captare
a miscarii, propunand o noua tehnica utilizabila in domeniul studiului coregrafiei.

Thallman si colab. (2008) au creat o platforma de e-learning ca noua
metoda de instruire pentru dansurile traditionale prin intermediul unui proiect de
cercetare numit Open Dance, in care dansuri traditionale din diferite parti ale
Europei au fost simulate in 3D si prezentate pe web. In cadrul acestui proiect, cinci
dansuri din Anglia, doud dansuri din Bulgaria si un dans din Grecia, care au fost
inregistrate si modelate in 3D in mediu de studio la MIRALab la Universitatea din
Geneva, au fost utilizate ca materiale educationale interactive pe internet.

Chan et al. (2011) au propus un nou sistem de antrenament de dans bazat
pe tehnologii de captare a imaginii si realitate virtuala (VR) si au dezvoltat un
prototip in care un elev poate imita miscarea demonstrata de un profesor virtual
proiectat pe un ecran. In timpul aplicatiei, miscarile studentului au fost captate si
analizate de sistem, studentul primind ulterior feedback.

Alt studiu a fost realizat la Universitatea din Cipru de Stavrakis et al.
(2012). La inceput, s-au inregistrat trei dansuri traditionale cipriote barbatesti:
primul Antikristos (mpwto¢ avtixplotdg), al doilea Antikristos (8eutepog
avtieplotdg) si Zeimpekiko (eiuménino), folosind tehnologia de captare a
miscarii, iar datele au fost procesate ulterior pentru a fi predate printr-un joc pe
mobil. Echipa, care si-a continuat munca de la inceput, a creat Dance Motion
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Capture Database® si Virtual Dance Museum’ — platforme digitale unde dansurile
pot fi arhivate si se pot accesa modele 3D. Dance Motion Capture Database contine
in prezent 29 de dansuri nregistrate folosind tehnologia de captare a miscdrii.
Stavrakis si colegii sai continua sa lucreze in acest domeniu, aducand contributii
importante in sfera dansului traditional.

Intr-un studiu realizat de Hegarini et al. (2016) in Indonezia, date din cinci
dansuri traditionale, si anume Saman (Aceh), Cokek (Betawi), Yapong (Betawi),
Merak (Java de Vest) si Incling (Java de Est) au fost culese folosind tehnologie de
captare a miscarii in scopul arhivarii digitalizate. In cadrul studiului s-a urmarit atat
conservarea culturii, cat si utilizarea ei in diverse modele tridimensionale,
subliniindu-se ca metoda de predare a dansului poate fi utilizata prin integrarea ei
in sisteme de educatie bazate pe captarea miscarii, pentru continuarea
cercetarilor.

Alt studiu realizat de Chen et al. (2023) a explorat potentialul sistemelor
de captare in perfectionarea aptitudinilor de dans ale elevilor de liceu. Rezultatele
studiului demonstreaza ca folosirea unui sistem de captare a miscarii si a unei
camere de mare viteza Tmbunadtateste aptitudinile dansatorilor prin practica
individuala, creste eficienta predarii dansului, iar incorporarea acestor tehnologii
n arta dansului devine necesara pentru atingerea performantei de varf.

Fiecare dintre aceste studii este extrem de valoros si necesar si reprezinta
un indicator important al constientizdrii necesitatii de crestere a calitatii educatiei.
Pe baza acesteiidei, cadrele didactice ale Departamentului de Dansuri Traditionale
Turcesti al Universitatii din Sakarya au initiat un studiu cu scopul de a crea o arhiva
digitald si de a creste calitatea educatiei cu ajutorul noilor tehnologii. In cadrul
acestui studiu se urmdreste obtinerea de date tridimensionale ale dansurilor
traditionale folosind tehnologie de captare a miscarii, procesarea acestor date
pentru a pregati materiale educationale si deschiderea arhivei create pentru
utilizare Tn diverse discipline. Astfel, scopul este sa se ofere ocazia de a observa
diferenta dintre mediul traditional si din clasa al practicarii dansului prin punerea
la dispozitia studentilor a datelor de miscare obtinute de la persoanele-sursa care
sunt interpretii si transmitatorii dansurilor traditionale. In acest mod, studentii vor
putea vedea Tn mod direct forma de dans traditional predata la clasa si
aranjamentele coregrafice aplicate pe scend, precum si modul de executie al
dansurilor intr-un mediu traditional. Astfel, datele obtinute de la persoane-sursa
valoroase vor fi protejate, fiecare student va putea avea acces la interpretarea
persoanei-sursd, iar datele obtinute vor putea fi folosite in studii ulterioare.
Raportul a fost pregatit pentru a introduce materialul educational care a aparut
in timpul procesului de cercetare preliminara a proiectului pregatit si pentru a
oferi o idee despre transformarile posibile in domeniul educatiei in viitor.

6 Link-ul bazei de date: https://dancedb.eu/main#
7 Link-ul muzeului: https://dancemuseum.cs.ucy.ac.cy/index.html
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CAPITOLUL I: DEZVOLTAREA STUDIULUI

Studiul de fata a aparut in timpul procesului de cercetare preliminara al
proiectului ,,Transformarea Digitala a Dansurilor Traditionale Turcesti: Culegere,
Arhivare si Crearea Modelului Educational”, dezvoltat pentru ,,Consiliul pentru
Cercetare Stiintificd si Tehnologica al Turciei (TUBITAK) - Programul-Suport
pentru Proiecte de Cercetare Stiintifica si Tehnologica”.

La aceasta cercetare initiata de colegii din Departamentul de Dansuri
Traditionale Turcesti al Universitatii din Sakarya, pregatita sub conducerea lui
Umut Erdogan, participd Kerem Cenk Yilmaz, Giil Kaplan Ekemen si Semih Ozbilgi.
Neslisah Durgut si Berat Gllerytiz, ambii masteranziin cadrul Departamentului de
Dansuri Traditionale Turcesti, au participat la procesul de cercetare si dezvoltare
al proiectului. Colectarea datelor de miscare de la persoana-sursa si transferul
acestora in mediul informatic, furnizarea echipamentului de captare a miscdrii (X-
Sense) si asistenta software au fost oferite gratuit de Sedat Yilmaz, care lucreazd
ca inginer de vanzdri la firma Sense4Motion. Volkan Uyanik, care lucreaza ca
dezvoltator de jocuri independent, a fost angajat pentru a realiza proiectarea
modelului 3D si maparea acestuia cu datele de miscare. Scrierea codurilor
generale ale controlerului, aplicarea datelor in mediul VR si integrarea VR in
motorul Unity au fost realizate de Seyma Altiparmak (studenta la nivel licenta -
Departamentul de Inginerie Software al Universitdtii din Sakarya). Designul
interfetei utilizatorului, scrierea codurilor de timp, reconstructia modelului 3D si
corectarea erorilor au fost realizate de Oguzhan Ergiin (student la nivel licenta -
Departamentul de Inginerie Informatica al Universitatii de Stiinte Aplicate din
Sakarya).

Fig. 1. Echipa noastra de proiect

Tn acest studiu, regiunea Geyve din provincia Sakarya a fost aleasa drept
regiune-pilot pentru dansurile folclorice traditionale, fiind regiunea unde se afla
universitatea noastra. Ahmet issever, care a depus mari eforturi pentru culegerea
dansurilor din Geyve, Provincia Sakarya, introducandu-le in domeniul dansurilor
traditionale si punandu-le in sceng, a fost ales drept persoana-sursa (Imaginea 3).
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Karasu

Tarakh

Fig. 2-3. Regiunile din Sakarya (Wikipedia), Ahmet
din Turcia)

Ahmet issever s-a nascut in districtul Tarakli in 1944 si in timpul carierei
sale didactice, pe care ainceput-on 1966 si a finalizat-o 1n 1992, a organizat echipe
de dansuri traditionale formate din elevi in multe scoli in care a lucrat. Ahmet
Issever, un tezaur uman viu care si-a dedicat viata valorilor orasului si poporului
sau, a Incercat sa aduca din trecut n viitor dansurile traditionale, traditiile si
obiceiurile, cantecele folclorice traditionale si zicatorile din regiunea Geyve si a
publicat doud carti intitulate Tarakl Agzi (Dialectul Tarakli) si Ge¢gmisten Gliniimlize
Tarakli (Tarakl din trecut pana in prezent), in care a scris despre lungii sai ani de
munca in acest domeniu.

Issever a fost un sprijin nepretuit pentru noi in acest proiect, in calitate de
persoand-sursd, deoarece intelege importanta educatiei Tn ceea ce priveste
protejarea patrimoniului cultural si transferul acestuia catre generatiile viitoare si
este o persoana foarte deschisa spre inovatii. In procesul de studiu preliminar al
cercetadrii, au fost colectate de la persoana- sursa date de miscare din sase dansuri,
si anume Geyve Zeybegi, Karsilama, ince Hava, Kara Gézliim, Kasap Oyunu si Konak
Getirme. Dorim sa fi multumim lui Neset Cakir pentru ca a insotit persoana-sursa in
timpul interpretarii acestor dansuri.

CAPITOLUL II: ETAPE ALE STUDIULUI

Procesul de dezvoltare a materialului educational s-a desfasurat in cinci
etape. Aceste etape sunt culegerea datelor, procesarea datelor, procesul de
sincronizare, crearea materialului educational si implementarea pilotului.

Culegerea datelor

In studiul de fat3, culegerea datelor s-a efectuat cu ajutorul tehnologiei
de captare a miscarii. Se pot selecta diferite tehnici si echipamente, ca de pilda
optic-magnetic-mecanic, in functie de caracteristicile materialului care
urmeaza sa fie obtinut in procesul de captare a miscarii si de bugetul disponibil.
In studiul nostru am preferat sistemul magnetic X-Sense. Motivul acestei
alegeri este faptul cd sistemul este mai accesibil, mai putin costisitor si ne-a
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permis sa culegem suficiente date de miscare pentru aceasta etapa a
cercetarii. In plus, senzorii folositi in sistemul magnetic X-Sense sunt atasati pe
corp cu benzi ajustabile, ceea ce fi face utilizabili pentru persoane-sursa cu
diferite dimensiuni corporale.

In sistemul magnetic de captare a miscarii, senzori mici (receptori
magnetici) plasati pe corpul persoanei detecteaza unde electromagnetice de
frecventd joasa generate de transmitatorul fix din sistem si le mdsoara
intensitatea, directia si modificarile. Astfel, sistemul utilizeaza datele detectate de
senzori pentru a determina pozitia in spatiu (x, y, z) si orientarea (unghi, inclinatie,
rotatie) articulatiei la care este conectat fiecare senzor. Datele obtinute sunt
transferate catre computer si monitorizate in timp real in mediu 3D cu ajutorul
software-ului.

Fig. 4-6. Vedere din fata, Vedere din spate, Ecranul de previzualizare al X-Sense

In studiul nostru au fost plasati pe persoana-sursa un total de 14 senzori: unul
pe cap, doi pe omoplati, unul pe talie, sase pe brate deasupra coatelor,
incheieturilor si mainilor, patru pe picioare deasupra genunchilor si sub genunchi
si in final doi pe labele picioarelor (Imaginile 4-5). Dupa incheierea procesului de
calibrare (Imaginea 7) a senzorilor, miscarile articulatiilor persoanei-sursd, datele
de pozitie si rotatie au fost inregistrate cu ajutorul acestor senzori (Imaginea 8).

(=] [m] [=]

[=]

Fig. 7-8. Coduri QR pentru filmul de calibrare, pentru filmul de captare a miscarii

El

Procesarea datelor

Pentru a procesa datele colectate de la persoana-sursa cu ajutorul tehnologiei de
captare a miscarii, a fost proiectat mai intai un personaj tridimensional pentru
transferul datelor. In procesul de proiectare s-a folosit programul Blender, iar
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hainele traditionale din regiunea Gevye au fost modelate pe modelul de baza
tridimensional al unui corp masculin (Imaginile 9-10), care apartine personajului
tridimensional implicit creat cu plug-in-ul existent. Structura fizica a modelului 3D
a fost realizatd pornind de la persoana-sursa, dar nu copiata exact, si s-a proiectat
apoi avatarul (imaginea 11).

Fig. 9-11. Modelul de baza tridimensional al corpului masculin, Modelul 3D
proiectat, Modelul 3D proiectat

Sincronizarea datelor

Dupa ce s-a stabilit sistemul scheletic cu ajutorul programului Mixamo, s-a
folosit plug-in-ul Retarget pentru a coordona sistemul scheletic al avatarului cu cel
al persoaneireale realizat de X-Sense (Imaginea 12). Cu AutoRig Pro®, echivalentul
tuturor oaselor personajului a fost coordonat cu datele oaselor din X-Sense in
sistemul Retarget (Imaginea 12). Astfel, datele de miscare obtinute de la senzori
au fost transferate catre modelul 3D.

[=ly:S[m] | [m]y' [m]
¥ .
[=] [x]

Fig. 12-13. Coduri QR de stabilire a sistemului scheletic, pentru corelarea miscarii

Crearea materialelor educationale

Modelul tridimensional, corelat cu datele de miscare obtinute de la
persoana-sursa, a fost transferat in mediul de realitate virtuala. S-au utilizat
ochelarii Oculus Quest 2 pentru a transfera modelul 3D proiectat in mediul de

8 Auto-Rig Pro este o extensie pentru Blender care permite rigging-ul personajelor, retargetarea
animatiilor si exportul Fbx/Gltf, cu setari pentru Unity, Unreal Engine, Godot
(https://superhivemarket.com/products/auto-rig-pro). AutoRig Pro integreazd oasele de referinta
n rig-ul creat. Astfel procesul devine mai robust si garanteaza ca nu veti pierde niciodatd oasele
de referinta.
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realitate virtuald, perspectiva utilizatorului fiind controlata prin intermediul
conceptului XR? Origin. Biblioteca XR Hands a fost adaugata in program, astfel
incat utilizatorul sa isi poata folosi bratele pe playerul media scris in Do#'. Pentru
a dezvolta interactiuni cu interfata utilizatorului, XR Plugin Management si XR
Interaction Toolkit au fost descarcate in motorul de joc Unity. S-au addugat
profilurile Oculus Touch Controller si Meta Quest Touch Pro Controller pentru
testarea produsului dezvoltat cu Oculus Rift Tn OpenXR. S-a folosit libraria
TextMeshProUGUI pentru instructiuni si unele expresii textuale in motorul de joc.
Pentru a elimina orice incompatibilitati de muzica si miscare ce pot apdrea
in timpul redarii modelului, au fost scrise doua coduri de intarziere separate
pentru miscare si muzica, prevenind astfel posibile desincronizari in animatie. Prin
adaugarea unor panouri diverse de animatie personajului, s-a obtinut fluiditate in
tranzitiile dintre scene. Materialul de antrenament obtinut a fost testat, s-au facut
corectiile necesare si a fost finalizata aplicatia de antrenament pentru 6 dansuri.

Aplicatia pilot

In aceastd etapa, materialul de antrenament pregétit a fost testat de Berat
Glleryiiz, student masterand in departamentul nostru. Mai intai, au fost explicate
functiile butoanelor de pe telecomanda Occulus Touch. Studentul a avut
posibilitatea sa controleze functiile telecomenzii Occulus Touch purtand ochelarii
pentru realitate virtuala Occulus Quest 2.

o) B “x‘
Fig.14-16. Telecomanda Occulus Touch functionald, Purtarea ochelarilor de VR
Occulus Quest 2, Berat Giileryiiz gata sa testeze aplicatia pilot

Studentul a derulat materialul de antrenament pregatit Thainte sinapoi cu
ajutorul panoului de control, s-a deplasat in jurul modelului tridimensional si a
urmarit datele de miscare din unghiul dorit, a marit si micsorat detaliile miscarii pe
care dorea sa le vada, a oprit si a redat din nou imaginea oricand a dorit si a

9 XR (Extended Reality) este combinatia de lumi reale si virtuale si interactiuni om-masina.

'© Do#, sau do diez, este un limbaj de programare dezvoltat de Microsoft pentru .NET Technology
si proiectat sa opereze sisteme folosite pe scara larga in domenii ca aplicatiile pentru site-uri
web, aplicatiile pentru desktop, crearea de jocuri etc.
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repetat-o de cate ori a dorit. Rezultatul a fost ca studentul a executat dansul pe
care l-a invatat privind mediul de realitate virtuald, simultan cu modelul 3D. Mai
jos, imaginea surprinsa in timpul executdrii dansurilor numite Karsilama (Imaginea
17) si Geyve Zeybegi (Imaginea 18) de catre student si imaginea care se deruleaza
prin fata ochilor studentului in mediul de realitate virtuala sunt vazute una langa

[kl | =S e
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Fig 17-18: Coduri QR pentru Karsilama, Codul QR pentru Geyve Zeybegi

CONCLUzZII

Inovatiile aduse de era digitala remodeleaza metodele si instrumentele
implementate in studiul dansului traditional. La nivel mondial se dezvolta multe
studii pe tema inregistrarii dansurilor traditionale cu diverse metode, convertirii
acestorain arhive digitale si folosirea datelor obtinute Tn diferite discipline, inclusiv
in domeniul educatiei. Inspirati de aceste studii, am initiat o etapa preliminara de
studiu pentru a planifica procesul de transformare a dansurilor noastre
traditionale locale in materiale educationale tridimensionale.

Ne-am confruntat cu unele dificultati in activitatea noastra. Cele mai
importante au fost de facturd financiara. In special furnizarea de echipamente
necesare pentru folosirea tehnologiilor de captare a miscarii si obtinerea
suportului tehnic pentru software-ul folosit necesitd un anumit buget. In plus,
modelarea grafica tridimensionala si sincronizarea datelor de miscare cu modelul
este un domeniu care necesita experientd, si din moment ce aceste sarcini sunt
indeplinite de furnizori de servicii, apar costuri mari. Sunt in derulare pregatiri
necesare pentru a obtine sprijin financiar pentru rezolvarea acestor probleme. Tn
plus, Tncercam sa stabilim parteneriate interdisciplinare pentru colaborari in sfera
modelarii tridimensionale, animatiei, ingineriei calculatoarelor si programelor.

Pe parcursul procesului de cercetare preliminard, unele detalii necesare
pentru colectarea datelor au fost amanate. De exemplu, datele de miscare ale
dansurilor executate fata in fata nu au putut fi incadrate ca dansuri in perechi. La
fel, in dansurile din Geyve, ritmul se bate cu linguri tinute in maini, dar
echipamentul-manusa necesar pentru miscarile mainilor nu a fost inca folosit
datorita costurilor mari. Deoarece studiul are o faza de culegere, echipamentele
de Tnalta tehnologie vor crea probabil tensiuni pentru persoanele-sursa. O alta
problema este riscul de a pierde persoane-sursa valoroase care imbatranesc.
Toate aceste probleme mentionate au reprezentat limitari ale studiului.

Punctele forte ale studiului nostru sunt cd isi propune sa creeze o baza de
date utilizabila pentru diverse scopuri in diverse discipline si sa faca aceasta baza
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de date accesibila. Cu ajutorul unui astfel de material educational care se poate
obtine prin intermediul tehnologiei inalte, procesul invatarii si predarii dansurilor
folclorice traditionale poate fi redefinit. Cu tehnologia de captare a miscarii si
aplicatiile interactive, studiul dansului poate deveni mai interesant si interactiv.
Noile metode de predare care se pot dezvolta cu ajutorul tehnologiilor de captare
a miscarii In sfera dansului traditional ofera o noua perspectiva in privinta
transferdrii datelor traditionale direct, in cel mai exact mod. Din acest motiv, este
important in ceea ce priveste posibilitatea de transferare a informatiei direct de la
sursa catre student, aducand o perspectiva solida si inovatoare in tehnicile de
studiu al dansului traditional prin transferul modelelor 3D in realitatea virtuala,
atragerea interesului si atentiei generatiei mai tinere, mutarea persoanelor-sursa
n sala de clasa si luarea de masuri pentru situatii de educatie la distanta.

In plus, acest proiect isi propune s conserve, sd predea si s3 transmita
dansuri folclorice traditionale care fac parte din patrimoniul nostru cultural
imaterial, sa creeze si sa distribuie o baza de date digitala compilata din cercetari
n teren si sa ofere o noua perspectiva asupra tehnicilor de invdtare si predare a
dansului traditional prin modele 3D transferate in realitatea virtuala, folosind
avantajele oferite de dezvoltarea conditiilor tehnologice. Acest proiect, care se
afl3 in faza de scriere pentru depunere la TUBITAK, nu a primit inca sprijin final,
dar, pana acum, au fost captate 6 dansuri traditionale din regiunea Geyve, datele
obtinute fiind convertite Th materiale de antrenament pentru versiunea pilot.
Totodatd, Neslisah Durgut a pregatit o disertatie cu titlul ,,Aplicatii ale tehnologiei
de captare a miscdrii Tn domeniul dansurilor traditionale turcesti, exemplificate
prin dansurile din regiunea Sakarya/Geyve”.

Astfel de studii vor permite realizarea multor inovatii in domeniul
educatiei in viitor. Procesele de dezvoltare tehnica ale studentilor de la
conservator pot fi monitorizate mai sistematic prin intermediul sistemelor digitale
de finregistrare si analiza. Sistemele de mdsurare si evaluare din educatia
coregrafica pot fi actualizate prin programe tridimensionale de analizd a miscarii,
iar studentii pot folosi aceste aplicatii pentru a primi feedback, a-si corecta
greselile, a-si imbunatdti constientizarea corporala si a-si consolida astfel procesul
individual de Tnvatare. Prin simulari asistate de tehnologie, experienta studentilor
pe scend poate fi amplificata prin procese de pregatire anterioare spectacolelor si
poate oferi avantaje semnificative in anticiparea si corectarea erorilor tehnice.
Prin urmare, utilizarea tehnologiei in scopuri constiente si pe baza unor principii
pedagogice poate oferi un viitor care creste calitatea educatiei din conservatoare
si diversifica productia artistica.
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WHAT IS IN THE REHEARSAL OF A
BULGARIAN DANCE GROUP IN THE
UNITED STATES AND CANADA? AN
INTERDISCIPLINARY APPROACH

DANIELA IVANOVA-NYBERG, PhD

Bulgarian Cultural and Heritage Center of Seattle, United States

SUMMARY

This article examines rehearsal practices among Bulgarian dance groups in
diasporic communities across North America. Based on surveys and long-
term engagement, it argues that rehearsals function not only as sites of
program preparation but also as deeply meaningful cultural events.
Rehearsals are conceptualized as dialogic, embodied practices shaped by
homeland traditions, migration, and community life. The study identifies
three principal rehearsal models—ensemble-based, performance-oriented,
and community-centered—each defined by distinct leadership structures,
objectives, and group dynamics. Drawing on an interdisciplinary framework
that includes ethnochoreology, semiotics (Lotman, Eco), sociocultural
theory (Wenger, Goffman), and performance studies, the article positions
rehearsals as spaces of cultural transmission, identity negotiation, and
belonging. Theoretical insights from Ronstrém, Deleuze, and others further
illuminate how rehearsals draw on traditions from the homeland while
evolving into distinctive diasporic cultural forms. In this context, rehearsals
emerge as vital touchstones, reinforcing heritage, fostering pride, and
shaping transnational continuities across bodies, memories, and
generations.

REZUMAT

Articolul de fatd analizeazd modul in care se desfdsoard repetitiile in cadrul
ansamblurilor bulgare de dans in comunitdtile din diaspora nord-
americand. Pe baza unor chestionare si a unei implicdri de duratd, articolul
argumenteazd cd repetitiile functioneazd nu doar ca locatii de pregdtire a
programului, ci si ca evenimente culturale cu semnificatii profunde.
Repetitiile sunt concepute ca practici dialogice, incorporate modelate de
traditii din tara natald, migratii si viata comunitadtii. Studiul identificd trei
modele principale de repetitie—bazat pe ansamblu, orientat spre spectacol
si centrat pe comunitate—fiecare definit de structuri de leadership,
obiective si dinamici de grup distincte. Fundamentat pe un cadru
interdisciplinar care include etnocoreologie, semioticd (Lotman, Eco),
teorie socioculturald (Wenger, Goffman) si studii de performativitate,
articolul defineste repetitiile ca spatii de transmitere culturald, negociere a
identitdtii si apartenentd emotionald si culturald. Perspective teoretice din
Ronstrém, Deleuze si altii evidentiazd si mai mult modul in care repetitiile
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sunt ancorate in traditii din tara natald, dar evolueazd in forme culturale
diasporice distincte. In acest context, repetitiile se contureazd ca repere
vitale, consolidind patrimoniul, cultivand mandria si  modeland
continuitdtile transnationale prin corpuri, amintiri si generatii.

Keywords
Bulgarian dance, diaspora, rehearsal, embodiment, community, identity, North
America

INTRODUCTION

Dance rehearsals within diasporic communities are complex cultural
entities that invite multiple interpretative lenses—historical, ethnochoreological,
sociological, semiotic, psychological, and more. Each perspective brings insights
into the lived experiences of migration and cultural continuity. This article focuses
on rehearsals of Bulgarian folk dance groups in the United States and Canada,
asking: What is the structure and process of these rehearsals? What do they mean,
beyond mastering steps and figures, for the dancers, leaders, and communities
involved? What do they do? The motivation behind this study is rooted in both a
long-term engagement with dance research and a broader disciplinary
commitment to understanding dance within cultural contexts.

In the early 2000s, when Bulgarian dance activities in North America were
still relatively limited, only a small number of cultural centers and dance schools
had been established by recent immigrants. This landscape began to change
around 2011 with the emergence of new Bulgarian community organizations and
the launch of the Verea Folk Festival in Chicago, which became an important
gathering point for diasporic dance groups. Over the past fifteen years, Bulgarian
folk dance activity in North America has expanded considerably, giving rise to
performances, festivals, and community events. Yet rehearsals—the behind-the-
scenes processes through which performances are shaped and sustained—have
remained largely undocumented and undertheorized.

This study brings those rehearsal spaces into scholarly focus. It suggests
that Bulgarian dance rehearsals in North America, while drawing on traditions
from the homeland, have evolved into distinctive diasporic cultural forms shaped
by migration, adaptation, and community life. Based on surveys, interviews,
observation, and sustained engagement with Bulgarian dance communities in
North America, rehearsals are examined not simply as preparation for
performance but as significant social and cultural practices.

Theoretical Framework

Lotman’s concept of the semiosphere (1992") offers a compelling lens
through which to view rehearsals: each rehearsal—or fragment of cultural text—

" See also Eco (2001).
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contains mechanisms through which an entire cultural system may be
understood. In this framing, rehearsal functions both as a connection to the home
culture and as a dynamic site of transformation within a new environment.
Lotman’s opposition of “center—periphery” may be reimagined as “yesterday-
today,” especially visible in the inclusion of ensemble pieces from the 1960s and
1970s—often selected when the choreographer comes from an “old-school”
background. These repertoires, now recontextualized through rehearsal, are
becoming part of the dancers’ personal and collective bodily and cultural memory.
At the same time, new choreographies are introduced and adopted into the
group’s repertoire, shaping both the sound and image of contemporary diasporic
life.

Eco’s (1984) ideas on plurality of interpretation and intertextuality further
expand the scope of analysis. In such a framework, each rehearsal may be viewed
as a text in dialogue with other texts of memory, migration, identity, and
traditions. Simultaneously, the rehearsal itself is of a dialogic nature (Ivanova-
Nyberg 2015").

Additional insights emerge from Deleuze and Guattari’s “vegetal model of
thought,” which favors the rhizome over arborescent thought (Deleuze 1994;
Deleuze & Guattari 1987). This rhizomatic perspective helps me see diasporic
rehearsals not as branches of a single cultural tree, but as distinct cultural nodes
with their own histories, meanings, and trajectories (lvanova-Nyberg,
forthcoming). At the same time (via Lotman), each such node may function as a
fragment of a cultural text, containing mechanisms capable of reconstructing an
entire cultural system. In this framing, rehearsals are not merely vehicles for
sustaining Bulgarian cultural heritage, but also creative spaces in which cultural
meanings are reinterpreted, negotiated, and newly produced through embodied
participation and social interaction.

Rehearsals are also viewed as transformative experiences (Paul 2014),
sites of physical engagement with Bulgarian dance, and as cultural events that
generate meaning through embodied participation. These experiences unfold
within communities of practice (Wenger 1998). They are shaped by particular
patterns of social interaction (Goffman 1956), and are sustained through ongoing
processes of cultural engagement.

This broad interdisciplinary approach is also informed by the frameworks
proposed by Ronstréom (1989) and Buckland (1988). The latter enables the
examination of the dual nature of rehearsal, seen as both a processual activity
aimed at mastering a performance product and a singular cultural event. Each
rehearsal is uniquely experienced, provoking specific affective resonance (Survey
2025).B

2 My paper on the dialogic structure of rehearsals (Ivanova-Nyberg, 2015), was inspired by Bakhtin
(1986), and focused on the choreographer’s utterances.

3 The interdisciplinary framework could be expanded even further (in exploring the methodology
of the anthropology of experience, for example (see Turner & Bruner 1986).
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This research builds upon two streams of study: one in Bulgaria, which
provides historical and cultural context (lvanova-Nyberg 2011), and another in
North America.

PREVIOUS RESEARCH

Rehearsal models in Bulgaria

The Bulgarian folk dance practice encompasses three distinct rehearsal
models: the folk dance group, the ensemble, and the dance club. Although these
models share certain practices and occasionally influence one another, they
emerged in different social and institutional contexts and should not be
understood as stages of a single developmental trajectory. Rather, they represent
distinct approaches to organizing dance activity, each characterized by its own
goals, rehearsal structures, aesthetic principles, and understandings of
performance.

The folk dance group rehearsal model

The folk dance group rehearsal model is rooted in the tradition of
organized amateur dance activity and is primarily oriented toward public
performance. Since the 1960s and 1970s, many such groups have been led by
professional choreographers, often accompanied by a co-repetiteur, most
commonly an accordionist. Rehearsals emphasize coordinated movement, shared
aesthetics, and collective stage presentation, while remaining less formalized
than those of ensemble formations. Although warm-up exercises and technical
preparation may be included, rehearsals generally do not incorporate the fully
developed training system characteristic of ensemble practice.

The ensemble rehearsal model

The ensemble rehearsal model was established within the system of
Bulgarian professional folk ensembles in the 1950s. Historically, the
term ensemble referred to professional tripartite formations comprising
instrumentalists, singers, and dancers. Since the 1970s, however, the term has
also been adopted by highly accomplished amateur and semi-professional groups
seeking to emphasize the artistic unity and collective character of their
performances. Consequently, in contemporary Bulgarian usage, the
designation ensemble does not necessarily imply a professional tripartite
formation but may refer more broadly to a dance group with a developed
performance profile and a strong sense of collective artistic identity.

The ensemble rehearsal model is characterized by a highly formalized
structure and a professional approach to training and performance. Rehearsals
are led by professional choreographers and accompanied by a co-repetiteur.
Training typically includes character exercises that blend ballet and folk
movement, initially known as trenazh and later more commonly referred to
as ekzersiz, as well as barre work, diagonal exercises, combinations (sections of a
dance), and choreographies. Formal rehearsal etiquette, including bows
performed in unison at the beginning and end of rehearsals, specialized attire, and
a strong emphasis on discipline, precision, and collective performance, is integral
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to this model. Advanced amateur dance ensembles often adopt and closely follow
this rehearsal model.

The dance club rehearsal model

Emerging in the early twenty-first century, the dance club rehearsal model
developed into a hybrid cultural form that combines recreational, social, fitness-
oriented, and performance-related elements. Although primarily conceived as a
leisure activity, club rehearsals adopted certain practices associated with both
folk dance groups and amateur ensembles while developing their own distinctive
practices and organizational life. The repertoire consists predominantly of folk
dances (hora—pl. of horo) intended for broad participation, whether derived
from archival sources or newly choreographed compositions. Rehearsals place
particular emphasis on enjoyment, social interaction, physical activity, and
collective engagement, while also fostering the development of dance skills and
group performance. A distinctive feature of the Bulgarian club model, compared
to many recreational dance clubs elsewhere, is its strong orientation toward
competitions, stage performances, and even international tours.

In contemporary Bulgaria, these three rehearsal models coexist and
continue to shape dance practices in different ways. While distinct in structure,
purpose, and orientation, all contribute to the transmission, reinterpretation, and
ongoing vitality of Bulgarian folk dance.

THE NORTH AMERICAN FIELD RESEARCH (2011-)

On the Typology of the Rehearsal Models (2024-2025 survey’s outcomes')

The survey was distributed among members of groups whose
performances (“products”) | have come to know through the folk festival
“Verea” and other contexts.” Along with information about one’s group and
personal details, the Survey aimed to collect responses regarding how this regular
practice is named, its structure and flow, various technical details, and
descriptions of the time after the practice ended. A specific set of questions
addressed warm-up practices and rehearsal clothing. Another set was devoted to
dancing and motivation, inviting a reflection on the impact of rehearsal on one’s
life abroad.

The scope of the survey extends far beyond the limits of a single article.
So too are the possible interpretations of responses. Here, let us focus on one
aspect: rehearsal models.

4 In English:
https://www.academia.edu/129440939/Rehearsal_Practices_of Bulgarian_Dance_Groups_in_No
rth_America_Survey

In Bulgarian:

https://docs.google.com/forms/d/e/1FAIpQLSeSXZHWTwGMR8zy-9JzEhmP1tX9IQfzOrwG_KsSQ-
rINYiyOw/viewform

s Among these are groups from Chicago (lllinois), San Francisco, San Jose, San Diego California),
Atlanta (Georgia), Minneapolis (Minnesota), Denver (Colorado), Boston (Massachusetts),
Montreal (Quebec), Vancouver (British Columbia), Seattle, Washington, New York, NY, and
more.


https://www.academia.edu/129440939/Rehearsal_Practices_of_Bulgarian_Dance_Groups_in_North_America_Survey_
https://www.academia.edu/129440939/Rehearsal_Practices_of_Bulgarian_Dance_Groups_in_North_America_Survey_
https://docs.google.com/forms/d/e/1FAIpQLSeSxZHWTwGMR8zy-9JzEhmP1tX9IQfzOrWG_KsSQ-rINYiyOw/viewform
https://docs.google.com/forms/d/e/1FAIpQLSeSxZHWTwGMR8zy-9JzEhmP1tX9IQfzOrWG_KsSQ-rINYiyOw/viewform
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The ensemble rehearsal model

Along with demographic factors, the group leader’s qualifications are of
crucial importance. In a state such as lllinois, with a Bulgarian population
comparable to that of an average Bulgarian city, many first-generation
immigrants have either a professional dance background or lifelong experience in
dance groups or ensembles in Bulgaria. As observed, such Chicago groups (and
groups in other larger states) established ensembles whose practices are deeply
influenced by the Bulgarian school of choreographic training and stage
performance. This presents the ensemble rehearsal model, which incorporates
most of the key elements listed earlier: uniform attire, complete character
exercises (in some cases, set to recorded music prepared explicitly for this
purpose), focused attention on each detail, and numerous repetitions to achieve
dancing in unison.

A notable difference is the absence of the accordionist as co-repetiteur.
Another is that bows at the beginning and end of rehearsals are not always
practiced. In Bulgaria, such a “ritual” includes a bow to the choreographer and a
bow to the musician at the beginning and end of the rehearsal—a metaphorical
wrapping of the rehearsal into a time devoted to artistic practice, with the closing
of the door to the world outside the rehearsal hall. Some, back in Bulgaria, like
choreographer Todor Bekirski, viewed the bow as a gesture of gratitude for
shared time and space. My recent survey showed that most North American
respondents bow only in preparation for a performance, as part of stage
etiquette.

Performance group rehearsal model

The performance group rehearsal model is led by someone with
experience in Bulgarian folk dance, sometimes with formal training from the
National School of Dance Art in Sofia or another higher institution. Such leaders
often build on the methods and repertoire of their former teachers or
choreographic schools, adapting them with the help of digital resources or
support from former dance teachers or choreographers from Bulgaria.

Most participants are new to folk dancing, developing their dance skills
over the years. The warm-up loosely incorporates elements of the ensemble’s
exercise, although this largely depends on the dance leader’s background and the
group’s profile.

As a rule, leaders with no formal training rely more heavily on YouTube
and social media for finding an appealing repertoire.

Community-centered model

Opposite the ensemble rehearsal model lies the community-centered
dance gathering model. This is the model closest to the Bulgarian club, although
these groups rarely perform (unlike the clubs in Bulgaria, which compete and
perform regularly). In these settings, warm-ups may include simple physical
movements or popular line dances like Pravo horo. Or the warm-up may be
skipped entirely. Such groups may or may not have a professional choreographer.
In the latter case, decisions regarding structure and repertoire are negotiated
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among members. YouTube often serves as a primary resource for dance learning,
providing a wide range of videos from Bulgaria and the global Bulgarian diaspora.

Further distinctions

In ensemble-style diaspora rehearsals, professional terminology from the
Bulgarian choreography school is often retained. In the performance and more
community-driven models, terminology evolves organically, reflecting group
dynamics and preferences.

While the ensemble model developed a strict character exercise, some
respondents from other groups in the survey said that they do not warm up with
exercises but instead begin dancing a slow horo. Some groups did not develop a
warm-up part.

Often, former professional dancers and choreographers establish two
kinds of groups—performance-oriented and a group for learning popular hora. In
these cases, the type of dance gatherings varies. However, when attendees are
part of both the performance and recreational groups, the practice may also take
the path of arehearsal.

Shared features across diasporic dance practices and rehearsal models

Despite the diversity of dance practices and rehearsal models, several
themes emerge across the material, including identity and visual markers,
rehearsal rhythm and space, public performances, language use,
intergenerational participation, and leadership.

Most group members believe that the uniform makes the dancers’
membership in a particular group visible, thus strengthening the group’s identity
awareness. Creating T-shirts with the group’s name and logo became the most
common practice. Logos symbolize either a dancing couple, figure(s), or an
element of Bulgarian traditional textile or clothing (gaytani, kanatitsa, and
others).”® Belonging to a group (that, according to the group’s members, has
something beautiful to offer to the world—the Bulgarian music and dance)
increases both individual and collective pride.” Wearing the group’s T-shirt
outgrew the function of a suitable outfit for dance practice and became a marker
of pride (individual and collective), even a statement: “This is who we are, and this
is what we do in representing our culture.”

Most performance-oriented groups meet once a week. Rehearsals are
commonly structured around three components: warm-up, learning new
steps/figures/choreography, and refreshing some of their old material. The way
each group balances these parts varies significantly. Rarely do groups own their
rehearsal space (the rented places include dance studios, church salons,

6 Logos are subject for a separate study that is under development.

'7 For a further discussion, see Sullivan (2014).

18 “Because every ensemble is a team and a small, close-knit community that has come together to
do something together;” “The playing attire respects and is an important part of the overall
perception of the team, both as a whole and individually for everyone who decides to be part of
this team—it teaches them order, discipline, responsibility, and respect!;” “Creates a sense of
belonging” (Survey 2025).
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community center rooms, halls, gyms, and sometimes parks), so the way dance
gatherings and rehearsals are held depends on the physical space.

In general, rehearsals recur regularly, take place in designated spaces, and
have clearly marked beginnings and endings. They unfold in a specific rhythm that,
as Huizinga (1972) reminds us, is characteristic of play.

Typically, a group presents its repertoire at festivals and public
performances. The most advanced groups (the ensembles) also prepare full-
length staged productions annually. A recent development is the participation of
some groups, or a representative team, in Bulgarian or mixed-marriage weddings
(with a specific program and full stage costumes) (see Ivanova-Nyberg 2023).

Typically, group members remain in the hall or gather in the nearby room
after the end of the rehearsal. Then they celebrate birthdays, national holidays,
other occasions, chat freely, or discuss details about upcoming performances.
Most commonly, people bring beloved Bulgarian food, such as banitsa (made
from white or feta cheese and filo dough), traditional round Bulgarian bread (pita,
pogacha), and other desired goodies.” Only those who have long drives home
(some leave as far as an hour and a half away) sometimes skip this vital part of the
gathering. However, such an extended stay (with food and wine) is possible only
if the group has a specific contract with the studio’s owner or owns the rehearsal
hall.

Typically, if the group has both adults and teens, the adults speak
exclusively in Bulgarian, while their children (the teens) exercise their Bulgarian
but switch to English when talking among themselves. Children and teens do not
necessarily remember Bulgarian words, but they do remember with their bodies
the dance steps/movements/choreographies along with the music.

Most group leaders also work with children. Some children are now young
adults with nearly 10 years of dance experience, and they continue to dance.

Most of the group’s members are women.

The role of the dance leader is, again, of crucial importance (after ten
years in an ensemble, one is more likely to ask with whom one has danced rather
than what one has danced). Such a question, however, is relevant only for groups
with strong leadership.

What does the rehearsal mean to you?
This part of the survey focuses on motivation and reflection. It contains
questions such as:
e Would these gatherings still be meaningful to you without public
performances and festival appearances?
e What role do these rehearsals play in your life?

e Has your life changed through your participation in the group? If so, how?

19 “The small Bulgarian ‘island’ and the table are the additional bond of the group and the place
where everyone relaxes and shares feelings, thoughts and experiences from the previous
week”; “The role is unifying, as if we are part of something special”’; “Everyone brings
something! That way, everyone contributes to the table, and I think that's how we get closer!”
(Survey 2025).
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e What qualities have rehearsals and performances helped you develop?
e Please share an example of something you did not know about Bulgarian
folklore that
You have learned during your time as an active participant in the group
e If you attend rehearsals of a group in Bulgaria (when visiting), please
describe any
differences or unique features you noticed.

The answers to these questions reveal something essential: the
performances are vital, yet the social dimension is equally significant. Participants
value not only the goal of performance but also the relationships and sense of
belonging cultivated through the rehearsal process.

Many respondents strongly identify themselves with the group and its
activities: “These rehearsals are not part of my life; they are my life.” Or, “I live
from rehearsal to rehearsal.” “This is my second family,” “This is my everything:
my love and my joy.” Others say: “Far from Bulgaria, these practices keep me
close to my roots.” “My life became even more vibrant and exciting.” “There are
a lot of positive changes. It gave me the Bulgarian social environment that | was
missing before.”

The respondents noted how many and various qualities the rehearsal
helped them develop: a community spirit, stage performance skills, discipline,
concentration, responsibility, awareness of the ways to support each other,
overcoming shyness, being on time, and more. People acknowledged how much
they had learned over the years about Bulgarian music and dance, regional
specifics, the traditional Bulgarian calendar, and more. Those who traveled to
Bulgaria and had observations about Bulgarian groups shared that they sensed a
different level of group belonging, which, to them, was higher abroad. This is a
valid observation, as the sense of belonging to a Bulgarian group abroad is also
realized through the practice of the Bulgarian language, which is essential. As
some Bulgarian poets put it, “the language is the homeland.”

Personal reflection on the bow

A useful example comes from Seattle Cheta Performance Group (at the
Bulgarian Cultural and Heritage Center of Seattle). For this group, the bow at the
end of the rehearsal is a canon. Not at the beginning of the rehearsal; there is no
bow to set a strong start. On Friday evenings, people often arrive directly from
work, sometimes a little late. However, the bow at the end brings together
everyone, in the meaning addressed earlier—in respect to the place and the time
together, but also to the kaval player (Vasil Denev), who has played regularly
during the rehearsal since 2015.

The presence of a live musician is a rare privilege in the diaspora, adding
depth to both our rehearsals, performances, and community events. With this
personal reflection, | want to underline that having a musician and dancing to live
music, along with recorded music, is an exception.
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REVISITING EARLIER RESEARCH AND NEW INSIGHTS

A parallel between rehearsal models and dancers’ experiences of
performing groups in Bulgaria and North America would not have been possible
15 years ago. Yet today, with the established folk dance practices in the United
States and Canada, the author sees a straightforward connection to some of the
key characteristics of the ensemble rehearsal in Bulgaria. Earlier (Ivanova-Nyberg
2011), the rehearsal process was examined through Huizinga’s concept of play,
particularly its structure, meaning, and flow. Alongside Homo Ludens, the analysis
was also shaped by Lotman’s works (1990, 1992, 2001) and Uspenski’s writings on
cultural memory (1990: 217-243). The latter enhanced the author’s understanding
of the cultural role of rehearsals (when one dance has been danced, it remains in
the memory of the group; it becomes cultural memory).

Similarly, Malinowski’s views on culture (1990) and more specifically his
Functional theory (2004) offered a useful framework for considering the notion
of “urge.” In the scheme “urge—physiological consumption—physical
satisfaction” used by Malinowski, the urge to move (in the observed case, to
dance) was understood in two ways—as an urge that leads to direct satisfaction,
and (2) as an urge that is aimed at first to create an instrument through which
satisfaction can be achieved (2004: 148).

A renewed engagement with such a perspective, now with Bulgarian
North American groups in mind, sheds further light on the dual nature of rehearsal
as both work and celebration, during which participants may experience flow
(Csikszentmihalyi 2001).

This current research suggests that rehearsals serve as a means of
transformation on multiple levels: psycho-physiological, sociological, and more.
The rehearsal and the subsequent performances not only helped many overcome
shyness. Over the years, these practices became “stored” in bodily memory,
introducing new—and in many cases entirely unfamiliar—forms of movement
and bodily behavior. Such embodied experiences and movement practices now
function as a form of cultural memory specific to the group with which one has
danced. This transformative experience and cultural knowledge cannot be taken
away (after Paul 2014); they have already brought about changes in the way one
thinks about culture, cultural representation, and oneself, as well as in the way
one moves, performs, and appreciates the performances of others.

The study of dance experience through the body reveals a fundamental
human urge to move. Moreover, it creates energy and physical bonding with the
rest of the dancers, building a specific mutual “body of energy”.

The physical distance from Bulgaria reshapes the preconceived, often
controversial interpretations of folk practices among those who choose to begin
a new life across the Atlantic Ocean. In most cases, and especially for young and
middle-aged professionals, attending a dance rehearsal opens a new chapter in
their lives, combining social and physical needs with performance skills developed
through routine practice. It imbues the individual and creates collective pride,
shaping both the individual’s and the group’s identity.
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Harari (2018, Chapter 5: “Humans Have Bodies”) asserts that while societal
constructs such as religion and nationalism may come and go, the intrinsic
connection to our physical selves remains essential for genuine well-being and a
sense of belonging. Dance rehearsals in Bulgaria, but especially in diasporic
settings, secure such a connection. This quote highlights the importance of
physical gatherings in small groups. It also evokes Dan Ben-Amos’s (1971) well-
known definition of folklore as “artistic communication in small groups,” which,
in the present study, takes the form of a shared embodied cultural practice
centered on music and dance.

The picture of Bulgarian folk dancing in North America can be understood
as a tapestry or patchwork in which the whole “text” consists of multiple
interconnected texts. From a semiotic perspective, its wholeness emerges
through the dynamic relationship between center and periphery —between folk
dance practices in the homeland and their diasporic reinterpretations abroad
(since the center—periphery divide constitutes one of the organizing principles of
the semiosphere). At the same time, this relationship may also be understood
through the temporal lens of “yesterday” and ‘“today.” In some respects,
diasporic dance practices preserve characteristics associated with earlier, often
pre-professional forms of folk dance in Bulgaria, while remaining deeply shaped
by contemporary transnational cultural circulation via YouTube recordings, social
media, and present-day Bulgarian dance clubs. These cultural entities “read” and
interpret other texts while also constantly creating new ones and inviting new
readers and interpreters. They leave behind records of the product—the
performances—but only rarely of the process. Yet the process itself—rehearsals
and the series of singular events they comprise—deserves attention no less than
the performances themselves.

CONCLUSION

The diasporic rehearsal emerges as a distinct cultural practice, shaped not
solely by origin but by its relocation and reconfiguration within new sociocultural
environments. Framed through interdisciplinary research perspectives, the
rehearsal appears as a culturally charged, interpretive, and transformative site
where traditions are not only transmitted but also reimagined through and within
the body.

Serving a dual role as both a goal-oriented and recreational practice,
rehearsals are central to building community bonds through music, dance, and
shared heritage. They also infuse specific tones and colors into the sound and
image of migration (after Ronstrom & Lundberg, 2021).

For most participants, their groups function as extended families. Thus,
rehearsals become vital not only for physical activation and psychological release
but also for sustaining and nurturing these familial bonds. Living abroad, united
by Bulgarian music, dance, language, and a shared cultural past, present, and
future, members of these diasporic dance groups express a deeply held sense of
belonging and continuity.
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CE SE INTAMPLA iN REPETITIILE UNUI GRUP BULGAR
DE DANS DIN STATELE UNITE SI CANADA? O
ABORDARE INTERDISCIPLINARA

Cuvinte cheie
Dans bulgar, diaspora, repetitie, incorporare, comunitate, identitate, America de
Nord

INTRODUCERE

Repetitiile de dans in comunitatile din diaspora sunt contexte culturale
complexe care pot fi interpretate din puncte de vedere multiple—istorice,
etnocoreologice, sociologice, semiotice, psihologice si altele. Fiecare perspectiva
aduce perceptii valoroase din sfera experientelor trdite ale migratiei si
continuitatii culturale. Articolul se axeaza pe repetitiile unor grupuri bulgare de
dansuri traditionale din Statele Unite si Canada, punand intrebarea: Care este
structura si procesul acestor repetitii? Ce inseamna ele, dincolo de invatarea
pasilor si figurilor, pentru dansatori, lideri si comunitatile implicate? Ce fac ele?
Motivatia din spatele acestui studiu are radacini atat intr-o indelungata implicare
personala in coreologie, cat si intr-un angajament disciplinar mai extins de
intelegere a dansului in contexte culturale.

La Tnceputul anilor 2000, cand activitatile din sfera dansului bulgar din
America de Nord erau inca relative limitate, doar un mic numar de centre culturale
si scoli de dans fusesera infiintate de imigrantii nou sositi. Peisajul a inceput sa se
schimbe 1n jurul anului 2011, marcat de aparitia unor organizatii comunitare
bulgare si de lansarea Festivalului Verea Folk la Chicago—un punct de intalnire
important pentru grupurile de dans ale diasporei. In ultimii cincisprezece ani,
activitatea din sfera dansului bulgar in America de Nord s-a extins considerabil,
generand spectacole, festivaluri si evenimente comunitare. Totusi, repetitiile
(acele procese din spatele scenei care dau forma si sustin un spectacol) au ramas
in mare masura nedocumentate si insuficient teoretizate.

Cercetarea de fata abordeaza acele spatii de repetitie din punct de vedere
stiintific. Aceasta sugereaza cd repetitiile de dans bulgar din America de Nord, desi
se inspira din traditiile din tara natala, au evoluat in forme culturale diasporice
distincte, modelate de migratie, adaptare si viata comunitara. Pe baza sondajelor,
interviurilor, observatiilor si a implicarii sustinute in comunitatile de dans bulgar
din America de Nord, repetitiile sunt examinate nu doar ca o pregatire pentru
spectacol, ci ca practici sociale si culturale semnificative.

CADRUL TEORETIC

Conceptul lui Lotman despre semiosferd (19922°) ofera o prisma excelenta
prin care sa observam repetitiile: fiecare repetitie—sau fragment de text

20V, si Eco (2001).
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cultural—contine mecanisme care pot reconstrui un intreg sistem cultural. Tn
acest cadru, repetitia functioneaza atat ca o conexiune cu cultura natala, cat si ca
o locatie dinamica de transformare in cadrul unui mediu nou. Opozitia lui Lotman
dintre ,,centru si periferie” este reimaginata ca ,,ieri si azi”, vizibila mai ales in
includerea pieselor de ansamblu din anii 1960 si 1970—selectate adesea atunci
cand coregraful provine dintr-un mediu de ,,scoala veche”. Aceste repertorii,
recontextualizate acum prin repetitie, devin parte din memoria culturala si
corporala personala si colectiva a dansatorilor. Totodatad, in repertoriul grupului
sunt introduse si adoptate coregrafii moderne, modeland atat sunetul, cat si
imaginea vietii diasporei contemporane.

Ideile lui Eco (1984) despre pluralitatea interpretarii si intertextualitatii
extind si mai mult sfera analizei. Intr-un astfel de context, fiecare repetitie poate
fi vazuta ca un text in dialog cu alte texte despre memorie, migratie, identitate si
traditii. Totodata, repetitia insdsi are o factura dialogica (Ivanova-Nyberg 2015*").

Perspective suplimentare reies din ,,modelul vegetal de gandire” al lui
Deleuze si Guattari, care favorizeaza rizomul in detrimentul gandirii arborescente
(Deleuze 1994; Deleuze & Guattari 1987). Aceasta perspectiva rizomatica ma ajuta
sa vad repetitiile diasporei nu ca ramuri ale unui singur arbore cultural, ci ca noduri
culturale distincte, cu propriile istorii, semnificatii si traiectorii (lvanova-Nyberg, in
curs de aparitie). In acelasi timp (via Lotman), fiecare astfel de nod poate
functiona ca un fragment al unui text cultural, continand mecanisme capabile sa
reconstruiascd un intreg sistem cultural. In aceastd incadrare, repetitiile nu sunt
doar vehicule pentru sustinerea patrimoniului cultural bulgar, ci si spatii creative
in care semnificatiile culturale sunt reinterpretate, negociate si produse din nou
prin participare Tncorporata si interactiune sociala.

Repetitiile sunt, de asemenea, privite ca experiente transformatoare (Paul
2014), locatii de implicare fizicd in dansul bulgar si ca evenimente culturale care
genereaza sens prin participarea incorporatd. Aceste experiente se desfdsoard in
cadrul comunitatilor de practicd (Wenger 1998), fiind influentate de anumite
modele de interactiune sociala (Goffman 1956) si sustinute prin procese continue
de implicare culturala.

Aceasta ampla abordare interdisciplinara este inspirata si de cadrele
propuse de Ronstréom (1989) si Buckland (1988). Acesta din urma permite
examinarea naturii duale a repetitiei, vazuta atat ca o activitate procesuala care
vizeaza stdpanirea unui produs performativ, cat si ca un eveniment cultural
singular. Fiecare repetitie este traita iTn mod unic, provocand o rezonanta afectiva
specifica (chestionar 2025)*.

Aceasta cercetare se bazeaza pe doua directii de studiu: una in Bulgaria,
care oferd context istoric si cultural (Ivanova-Nyberg 2011), si alta in America de
Nord.

> Lucrarea mea despre structura dialogica a repetitiilor (lvanova-Nyberg, 2015) a fost inspirata de
Bahtin (1986) si s-a axat pe expresiile coreografului.

22 Cadrul interdisciplinar ar putea fi extins si mai mult (in explorarea metodologiei antropologiei
experientei, de exemplu (v. Turner & Bruner 1986).
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CERCETARI ANTERIOARE

Modele de cercetare in Bulgaria

Practica dansului popular bulgar cuprinde trei modele distincte de
repetitie: grupul de dansuri traditionale, ansamblul si clubul de dans. Desi aceste
modele au in comun anumite practici si se influenteaza reciproc uneori, ele au
aparut in contexte sociale si institutionale diferite si nu ar trebui intelese ca etape
ale unei singure traiectorii de dezvoltare. Mai degraba, ele reprezinta abordari
distincte ale organizarii activitatii de dans, fiecare caracterizata prin propriile
scopuri, structuri de repetitie, principii estetice si conceptii despre spectacol.

Modelul de repetitie al grupului de dansuri traditionale

Modelul de repetitie al grupului de dansuri traditionale este inradacinat in
traditia activitatii de dans amator organizate si este orientat in principal spre
spectacolul public. Din anii 1960 si 1970, multe astfel de grupuri au fost conduse
de coregrafi profesionisti, adesea nsotiti de un corepetitor, cel mai adesea un
acordeonist. Repetitiile pun accent pe miscarea coordonatad, estetica comuna si
prezentarea scenica colectiva, ramanand in acelasi timp mai putin formalizate
decat cele ale formatiunilor de ansamblu. Desi pot fi incluse exercitii de incalzire
si pregatire tehnica, repetitiile, Tn general, nu Tncorporeaza sistemul de instruire
complet dezvoltat, caracteristic practicii de ansamblu.

Modelul de repetitie al ansamblului

Modelul de repetitie al ansamblului a fost stabilit in cadrul sistemului de
ansambluri folclorice profesioniste bulgare in anii 1950. Din punct de vedere
istoric, termenul de ansamblu se referea la formatiuni tripartite profesionale,
formate din instrumentisti, cantareti si dansatori. Totusi, din anii 1970, termenul a
fost adoptat si de grupuri de amatori si semi-profesionisti de Tnalta performanta,
care cautau sa sublinieze unitatea artistica si caracterul colectiv al spectacolelor.
Prin urmare, in utilizarea contemporana in Bulgaria, denumirea de ansamblu nu
implica neapdrat o formatie tripartita profesionald, ci se poate referi, intr-un sens
mai larg, lIa un grup de dans cu un profil de spectacol bine dezvoltat si un puternic
simt al identitatii artistice colective.

Modelul de repetitie al ansamblului se caracterizeaza printr-o structura
extrem de formalizatd si o abordare profesionala a antrenamentului si a executiei.
Repetitiile sunt conduse de coregrafi profesionisti si acompaniate de un
corepetitor. Antrenamentul include de obicei exercitii de caracter care imbina
baletul si miscarea folclorica, cunoscute initial sub numele de trenazh si mai tarziu
mai frecvent de ekzersiz, precum si exercitii la bard, exercitii diagonale, combinatii
(sectiuni ale unui dans) si coregrafii. Eticheta formald a repetitiilor, inclusiv
reverentele executate la unison la inceputul si sfarsitul repetitiilor, costumul
specializat si un accent puternic pe discipling, precizie si performanta colectiva,
sunt integrate in acest model. Ansamblurile de dans amator avansate adopta
adesea si urmeaza indeaproape acest model de repetitie.



42

Modelul de repetitie al clubului de dans

Aparut la inceputul secolului XXI, modelul de repetitie al clubului de dans
a evoluat intr-o forma culturala hibrida care combina elemente recreative, sociale,
orientate spre fitness si legate de spectacol. Desi concepute in primul rand ca o
activitate de divertisment, repetitiile de club au adoptat anumite practici asociate
atat cu grupurile de dansuri traditionale, cat si cu ansamblurile de amatori,
dezvoltandu-si in acelasi timp practici distincte si o viata organizationala proprii.
Repertoriul consta predominant din dansuri traditionale (hora - pluralul
cuvantului horo) destinate unor numerosi participanti, fie ca provin din surse de
arhiva, fie din compozitii coregrafiate recent. Repetitiile pun un accent deosebit
pe agrement, interactiune sociald, activitate fizicd si implicare colectivg,
incurajand in acelasi timp dezvoltarea abilitatilor de dans si a spectacoluluiin grup.
O caracteristica distinctiva a modelului de club bulgar, comparativ cu multe cluburi
de dans recreative din alte zone, este orientarea sa puternica spre concursuri,
spectacole scenice si chiar turnee internationale.

In Bulgaria contemporan3, aceste trei modele de repetitii coexista si
continud sa modeleze practicile de dans in moduri diferite. Desi distincte ca
structura, scop si orientare, toate contribuie la transmiterea, reinterpretarea si
vitalitatea continua a dansului traditional bulgar.

CERCETAREA IN TEREN IN AMERICA DE NORD (2011-)

Despre tipologia modelelor de repetitie (rezultatele chestionarului din 2024-
2025%)

Chestionarul a fost distribuit printre membrii grupurilor cu ale caror
spectacole (,,productii”’) sunt familiarizata de la Festivalul de Folclor,,Verea” sidin
alte contexte?4. Pe langa informatiile despre grupul fiecdruia si datele personale,
chestionarul a intentionat sa colecteze raspunsuri privitoare la modul cum e
numitd aceastd practicd regulata, structura si fluxul ei, diverse detalii tehnice si
relatari despre ceea ce se petrece dupa terminarea antrenamentului. Un set
specific de intrebari s-a referit la exercitiile de incdlzire si la costumatia de
repetitie. Alt set a fost dedicat dansului si motivatiei, invitand la reflectie asupra
impactului repetitiei Tn viata fiecaruia in strainatate.

Totalitatea intrebadrilor si raspunsurilor, precum si posibilele interpretari
ale acestora, depaseste limitele unei singure lucrari. Aici ne concentram pe un
singur aspect: modelele de repetitie.

31n engleza:
https://www.academia.edu/129440939/Rehearsal_Practices_of Bulgarian_Dance_Groups_in_No
rth_America_Survey

n bulgara: https://docs.google.com/forms/d/e/[1FAIpQLSeSXxZHWTwGMR8zy-
9JzEhmP1tX91QfzOrWG_KsSQ-rINYiyOw/viewform

24 Printre acestea sunt grupuri din Chicago (lllinois), San Francisco, San Jose, San Diego California),
Atlanta (Georgia), Minneapolis (Minnesota), Denver (Colorado), Boston (Massachusetts),
Montreal (Quebec), Vancouver (British Columbia), Seattle, Washington, New York, NY s.a.


https://www.academia.edu/129440939/Rehearsal_Practices_of_Bulgarian_Dance_Groups_in_North_America_Survey_
https://www.academia.edu/129440939/Rehearsal_Practices_of_Bulgarian_Dance_Groups_in_North_America_Survey_
https://docs.google.com/forms/d/e/1FAIpQLSeSxZHWTwGMR8zy-9JzEhmP1tX9IQfzOrWG_KsSQ-rINYiyOw/viewform
https://docs.google.com/forms/d/e/1FAIpQLSeSxZHWTwGMR8zy-9JzEhmP1tX9IQfzOrWG_KsSQ-rINYiyOw/viewform
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Modelul de repetitie al ansamblului

Impreuna cu factorii demografici, calificarea liderului de grup este de
importanta cruciala. Intr-un stat ca lllinois, cu o populatie bulgard comparabila cu
cea a unui oras bulgar mediu, multi imigranti de primd generatie au fie un istoric
de dans profesionist, fie au practicat dansul o viata intreaga n grupuri sau
ansambluri de dans din Bulgaria. Dupa cum s-a observat, au fost infiintate astfel
de grupuri in Chicago (si in alte state mari), ale cdror practici sunt profund
influentate de scoala bulgara de coregrafie si spectacol scenic. Acestea prezinta
modelul de repetitie al ansamblului, care incorporeaza majoritatea elementelor-
cheie enumerate mai devreme: vestimentatie uniformd, exercitii de dans de
caracter complete (in unele cazuri, pe muzica inregistrata pregatita explicit pentru
acest scop), atentie concentratd pe fiecare detaliu si numeroase repetitii pentru a
obtine miscare in unison.

O diferenta notabila este absenta unui acordeonist drept co-repetitor. Nu
exista neapdrat o reverenta la inceputul si finalul repetitiei, care, acasd, incadreaza
repetitia. In Bulgaria, un astfel de ,,ritual” include o reverenta in fata coregrafului
si una 1n fata acompaniatorului, la inceputul si sfarsitul repetitiei—o incadrare
metaforica a repetitiei Intr-un interval dedicat practicilor artistice, cand usa e
inchisa pentru lumea din afara spatiului de repetitie. Unii, in Bulgaria, ca de
exemplu coregraful Todor Bekirski, considera reverenta un gest de recunostinta
pentru timpul si spatiul ocupate impreuna. Chestionarul meu recent a aratat ca
majoritatea respondentilor din America de Nord fac reverenta doar la pregatirea
pentru un spectacol, ca parte a etichetei scenice.

Modelul de repetitie al grupului de spectacol

Modelul de repetitie al grupului de spectacol este condus de cineva cu
experientd Tn dansul folcloric traditional bulgar, uneori avand si o specializare in
coregrafie obtinutd la Scoala Nationald de Arta Coregrafica din Sofia sau la o
institutie de nivel mai Tnalt. Acesti lideri aplica adesea metodele si repertoriul
fostilor lor profesori sau scoli de coregrafie, adaptandu-le cu ajutorul resurselor
digitale sau cu sprijinul unor fosti profesori de dans sau coregrafi din Bulgaria.

Majoritatea participantilor sunt novici in dansul traditional, dezvoltandu-
si abilitatile de dans de-a lungul anilor. Incalzirea incorporeaza unele elemente ale
exercitiilor ansamblului, desi acest lucru depinde in mare mdsurd de pregdtirea
instructorului si de profilul grupului.

Deregula, liderii care nu au o specializare oficiala se bazeaza mult mai mult
pe YouTube si social media pentru a gdsi un repertoriu atragator.

Modelul bazat pe comunitate

Fata in fata cu modelul de repetitie al ansamblului se afla modelul de
repetitie bazat pe comunitate. Acesta este modelul cel mai apropiat de al clubului
bulgar, desi aceste grupuri rareori apar in spectacole (spre deosebire de cluburile
din Bulgaria, care concureaza si apar pe scena in mod regulat). In aceste contexte,
incalzirea poate include miscari fizice simple sau dansuri populare executate in
linie, cum ar fi Pravo horo. Sau incdlzirea poate fi omisa complet. Astfel de grupuri
pot avea sau nu un coregraf profesionist. In acest ultim caz, deciziile privind
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structura si repertoriul sunt negociate intre memobri. YouTube serveste adesea ca
resursa principala pentru invatarea dansului, oferind o gama larga de videoclipuri
din Bulgaria si din diaspora bulgara globala.

Alte deosebiri

In repetitiile in stil de ansamblu din diaspora, este adesea pastrat3
terminologia profesionistd a scolii bulgare de coregrafie. In modelele bazate mai
mult pe comunitate si spectacol, terminologia evolueaza organic, reflectand
dinamicile si preferintele grupului.

In timp ce modelul ansamblului si-a dezvoltat exercitii de dans de caracter
stricte, unii respondenti din alte grupuri ale chestionarului au declarat ca nu fisi fac
incalzirea prin exercitii, ci incep sa danseze o hora lenta. Unele grupuri nu au nicio
metoda de incalzire.

Adesea, fosti dansatori si coregrafi profesionisti infiinteaza doud tipuri de
grupuri—unul care se antreneaza pentru spectacol si un grup care invata o hora
bine-cunoscuti. n astfel de cazuri, tipul de reuniuni de dans variaza. Totusi, cand
participantii fac parte atat din grupurile de spectacol, cat si din cele recreationale,
practica poate uneori sa se desfasoare in stilul unei repetitii.

Caracteristici unificatoare in cadrul practicilor de dans si modelelor de repetitie
din diaspora

In ciuda diversitatii practicilor de dans si a modelelor de repetitie, mai
multe teme apar in material, inclusiv identitatea si markerii vizuali, ritmul si spatiul
repetitiilor, spectacolele publice, utilizarea limbajului, participarea inter-
generationala si leadershipul.

Majoritatea membrilor grupurilor cred ca uniforma creste vizibilitatea
apartenentei dansatorilor la un anumit grup, consolidand astfel constiinta
identitatii grupului. Tricourile cu numele si logoul grupurilor au devenit cea mai
comuna practica. Logourile simbolizeaza fie o pereche care danseazd,
figurd/figuri, sau un element textil sau de port bulgar traditional (gaytani,
kanatitsa s.a.)?>. Apartenenta la un grup (care, in opinia membrilor grupului, are
ceva frumos de oferit lumii—muzica si dansul bulgare) amplificd atat mandria
individualg, cat si pe cea colectiva®®. De aceea, purtarea tricoului grupului a depasit
functia de obiect de imbracaminte confortabil pentru antrenamentul de dans si a
devenit un simbol al mandriei (individuale si colective), chiar o declaratie: ,,Acestia
suntem noi si asta facem pentru a ne reprezenta cultura®.”

De regula, grupurile de spectacol se intalnesc o data pe saptamana si fsi
impart timpul de repetitie Tn trei segmente: incalzire, invatarea de noi
pasi/figuri/coregrafii si repetarea unor elemente invatate anterior. Modul in care

25 Logourile sunt subiectul unui studiu separat aflat in lucru.

26 Pentru o discutie mai detaliatd, v. Sullivan (2014).

?7,,Pentru cd fiecare ansamblu este o echipa si o comunitate micd, strans legata, care s-a intrunit ca
sa faca ceva impreund;” ,,Vestimentatia respecta si este o parte importantd a perceptiei generale
a echipei, atat caintreg, cat siindividual, pentru oricine decide sa faca parte din aceasta
echipd—iiinvata ordine, discipling, responsabilitate si respect!;” ,,Creeaza un simt al
apartenentei” (chestionar 2025).
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fiecare grup echilibreaza aceste segmente variaza considerabil. Rareori grupurile
detin propriile spatii de repetitie. Locatiile inchiriate pot fi studiouri de dans, spatii
ce tin de biserici, spatii din centrele comunitare, hale si sdli de sport, astfel ca
modul in care se desfasoara intalnirile si repetitiile depinde de spatiul fizic.

In general, repetitiile se succed in mod regulat, au loc in spatii desemnate
si au inceputuri si finaluri clar marcate. Se desfasoara intr-un ritm specific care, asa
cum ne aminteste Huizinga (1972), este caracteristic pieselor de teatru.

In mod obisnuit, grupurile fsi prezintd programele in festivaluri si
spectacole publice. Cele mai avansate grupuri (ansamblurile) pregatesc de
asemenea productii de scena complete in fiecare an. O inovatie recenta este
participarea unor grupuri sau a unei echipe reprezentative la nunti bulgaresti sau
interetnice (cu un program specific si costume de scena complete) (v. Ivanova-
Nyberg 2023).

De regulda, membrii grupului raman in sala sau se aduna Intr-o camera din
apropiere dupa terminarea repetitiei, unde sarbatoresc zile de nastere, sarbatori
nationale, alte ocazii, stau de vorba sau discuta detalii despre spectacolele care
urmeazd. De cele mai multe ori, aduc mancaruri bulgdresti indragite cum sunt
banitsa (din branza albd sau branza feta si aluat de placintd), paine traditionald
bulgareasca rotunda (pita, pogacha) si alte bunatati foarte apreciate®. Doar cei
care trebuie sa conducd mult pana acasa (unii locuiesc chiar si la distante de o ord
si jumatate) renunta uneori la aceasta parte esentiald a evenimentului. Totusi,
aceasta reuniune extinsa (cu mancare si vin) este posibild doar daca grupul are un
contract specific cu proprietarul studioului sau dacd detine sala de repetitie.

De obicei, daca grupul include si adulti si adolescenti, adultii vorbesc
exclusiv Tn bulgara, n timp ce copiii lor adolescenti isi exerseaza cunostintele de
limbad bulgard, dar vorbesc intre ei in engleza. Copiii si adolescentii nu si amintesc
neapdrat  cuvintele  bulgaresti, dar isi amintesc cu  corpurile
pasii/miscdrile/coregrafiile, precum si muzica.

Majoritatea liderilor de grup lucreaza si cu copii. Unii copii sunt acum tineri
adulti cu aproape 10 ani de experienta de dans si continud sa danseze.

Majoritatea membrilor grupurilor sunt femei.

Rolul liderului este, din nou, de o importanta cruciala (dupa 10 ani de
practica intr-un ansamblu, se pune intrebarea: cu care (lider de grup de dans) ai
dansat, si nu ce ai dansat. O astfel de intrebare, totusi, este relevanta doar pentru
grupurile cu un leadership puternic.

Ce inseamna pentru voi repetitia?
Aceastd parte a chestionarului se axeazd pe motivatie si reflectie. Tn
partea sa finala, contine intrebari ca:
e Aceste reuniuni ar mai avea sens pentru voi fara un spectacol sau concert

public?

28 | Mica ‘insuld’ bulgara si masa sunt legatura suplimentard a grupului si locul unde toata lumea se
relaxeaza si impadrtaseste sentimente, ganduri si experiente din sdptamana precedenta”; ,,Rolul
este de unificare, ca si cum facem parte din ceva special”’; ,,Toatd lumea aduce ceva! In acest fel,
toatd lumea contribuie la masa si cred ca asa ne apropiem!” (chestionar 2025).
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e Ceroljoaca aceste repetitii in viata voastra?

e Participarea la grup v-a schimbat viata? Daca da, cum?

e (Ce calitati v-au ajutat sa va dezvoltati repetitiile si spectacolele?

e Vdrog sdmpartasiti un exemplu cu ceva ce nu stiati despre folclorul
bulgar si ati invatat in perioada in care ati fost membru activ al grupului.

e Daca ati fost la repetitii ale unui grup din Bulgaria (cand ati fost in vizita),
vd rog sa descrieti orice diferente sau trasaturi unice pe care le-ati
observat.

Raspunsurile la aceste intrebari dezvaluie ceva esential: spectacolele sunt
de o importanta vitala, desi aspectul social este la fel de important ca a avea un
scop.

Multi respondenti se identifica intens cu grupul si activitatile acestuia:
,yAceste repetitii nu sunt parte din viata mea; ele sunt viata mea”. Sau ,,Trdiesc de
la o repetitie la alta”. ,,Aceasta e a doua mea familie”, ,,Asta e totul pentru mine:
iubirea mea si bucuria mea”. Altii spun: ,,Departe de Bulgaria, aceste practici ma
tin aproape de radacinile mele”. ,,Viata mea a devenit si mai dinamicd si mai
palpitantd”. ,,Sunt multe schimbari pozitive. Am gasit mediul social bulgaresc care
imi lipsea Tnainte”.

Respondentii au notat cate calitati variate si-au dezvoltat cu ajutorul
repetitiilor: spiritul comunitar, aptitudinile de interpretare scenica, disciplina,
concentrarea, responsabilitatea, constientizarea modurilor in care se pot sprijini
reciproc, invingerea timiditatii, punctualitatea si altele. Au realizat cat au invatat
de-a lungul anilor despre muzica si dansul bulgare, despre specificul regional,
despre calendarul bulgar traditional si nu numai. Cei care au calatorit in Bulgaria si
au avut ocazia sa observe grupuri acolo au declarat cd au perceput un grad diferit
de apartenenta la grup, care, in opinia lor, e mai mare 1n strainatate. Aceasta este
o observatie valida, fiindca sensul apartenentei la un grup bulgar din straindtate
se realizeaza si prin practicarea limbii bulgare, care e esentiala. Dupa cum a spus
un poet bulgar, ,,limba este patria”.

Reflectie personald asupra reverentei

Un exemplu util vine de la Seattle Cheta Performance Group (la Centrul
pentru Patrimoniul si Cultura Bulgariei din Seattle). Pentru acest grup, reverenta
de la sfarsitul repetitiei este un canon. Nu la inceputul repetitiei; nu exista o
reverentd care s3 dea un start puternic. in serile de vineri, oamenii sosesc adesea
direct de la serviciu, uneori putin mai tarziu. Cu toate acestea, reverenta de la final
i reuneste pe toti, iIn sensul mentionat anterior - in ceea ce priveste locul si timpul
petrecut impreund, dar si interpretul la kaval (Vasil Denev), care acompaniaza in
mod regulat repetitiile din anul 2015.

Prezenta unui muzician live este un privilegiu rar in diaspora, adaugand
profunzime atat repetitiilor, spectacolelor, cat si evenimentelor comunitare. Prin
aceasta reflectie personald, vreau sa subliniez ca a avea un muzician si a dansa pe
muzica live, alaturi de muzica inregistratd, este o exceptie.
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REEXAMINAREA UNOR STUDII ANTERIOARE SI NOI PERSPECTIVE

O paralela intre modelele de repetitie si experientele dansatorilor din
grupurile de spectacol din Bulgaria si America de Nord nu ar fi fost posibila acum
15 ani. Totusi, azi, datorita grupurilor care practica dansul traditional in Statele
Unite si Canada, autorul observa o conexiune clara cu unele din caracteristicile de
baza ale repetitiilor de ansamblu pe care le-am conturat in cercetarile mele
anterioare din Bulgaria. Anterior (Ivanova-Nyberg 2011), procesul repetitiilor era
analizat prin prisma conceptelor lui Huizinga despre joc, in special structura,
sensul si fluxul. Alaturi de Homo Ludens, analiza a fost conturata si de lucrarile lui
Lotman (1990, 1992, 2001) si de scrierile lui Uspenski despre memoria culturald
(1990: 217-243). Acestea din urma au Tmbunatatit intelegerea autorului asupra
rolului cultural al repetitiilor (dupad ce un dans a fost dansat, acesta raméane in
memoria grupului; devine memorie culturald).

in mod similar, conceptia lui Malinowski despre culturad (1990) si mai exact
teoria sa functionala (2004) au oferit un cadru util pentru analiza notiunii de
,»impuls”. Tn schema ,,impuls—consum fiziologic—satisfactie fizica” folositd de
Malinowski, impulsul de a ne misca (in studiul meu, de a dansa) era inteleasa in
doua moduri—ca impuls care duce spre o satisfactie directd si (2) caimpuls care
are scopul de a crea mai intai un instrument prin care se poate obtine satisfactia
(2004: 148).

Reluarea unei astfel de perspective, in acest caz cu referire la grupurile
bulgare din America de Nord, pune din nou in lumind natura duala a repetitiei ca
munca si in acelasi timp bucurie/festivitate/celebrare in timpul cdreia participantii
sunt in flux (Csikszentmihalyi, 2001).

Studiul de fatd sugereaza ca repetitiile servesc ca mijloc de transformare
pe multiple niveluri: psiho-fiziologic, sociologic si nu numai. Repetitia si
spectacolele care urmeaza nu doar i-au ajutat pe multi sa fsi Tnvinga timiditatea.
De-a lungul anilor, practicile ,,au depozitat” in memoria corpurilor lor tipuri noi (si
in majoritatea cazurilor complet noi) de miscari si comportament corporal. Astfel
de experiente si practici de miscare incorporate functioneaza acum ca o forma de
memorie culturald specifica grupului cu care cineva a dansat. Aceasta experienta
transformatoare si aceasta cunoastere culturala nu pot fi pierdute (cf. Paul 2014);
ele au adus deja schimbari in modul in care oamenii gandesc despre culturs,
reprezentarea culturala si despre sine, precum si Th modul Th care se misca,
danseaza si apreciaza dansul celorlalti.

Studiul experientei traite prin corpul care danseaza este legat de nevoia si
impulsurile individuale de miscare. Totodatd, creeaza energie si conexiune fizica
cu restul dansatorilor si construieste un ,,corpus de energie” reciproca specifica.

Distanta fizica fatd de Bulgaria remodeleazd interpretarea preconceputa,
adesea controversata a practicilor folclorice pentru cei care aleg sd inceapa o viata
noud peste Atlantic. Tn majoritatea cazurilor si in special pentru profesionisti tineri
si de varsta mijlocie, participarea la o repetitie de dans deschide un nou capitol in
viata lor, combinand nevoi sociale si fizice cu aptitudini de dans dezvoltate prin
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practicarea rutinelor. Acestea imbiba individul si creeaza mandrie colectiva,
modeland atat identitatea individului, cat si pe cea a grupului.

Harari (2018, Cap. 5:,,0amenii au corpuri’) afirma ca, in timp ce constructe
sociale ca religia si nationalismul vin si pleacd, conexiunea intrinseca cu sinele
nostru fizic ramane esentiala pentru o stare de bine autentica si un sens de
apartenentd. Repetitiile de dans din Bulgaria, dar mai ales din diaspore, asigura
aceasta conexiune. Acest citat subliniaza importanta adundrilor fizice in grupuri
mici. De asemenea, evoca bine-cunoscuta definitie a folclorului data de Dan Ben-
Amos (1971) drept ,,comunicare artistica in grupuri mici”’, care, in prezentul studiu,
ia forma unei practici culturale comune, incorporate, centrate pe muzica si dans.

Imaginea dansului traditional bulgar din America de Nord poate fi vazuta
ca o tapiterie, un mozaic unde intregul (text) este alcdtuit din multiple texte
interconectate. Dintr-o perspectiva semiotica, integralitatea sa reiese din relatia
dinamicad dintre centru si periferie - dintre practicile de dans traditional din tara si
reinterpretarile lor diasporice n strdindtate (din moment ce diviziunea centru-
periferie constituie unul dintre principiile organizatoare ale semiosferei). in acelasi
timp, aceasta relatie poate fiinteleasa si prin prisma temporala oferita de ,,ieri” si
,»azi”. In anumite privinte, practicile de dans diasporice pastreaza caracteristicile
asociate cu formele anterioare, adesea pre-profesionale, de dans traditional din
Bulgaria, ramanand in acelasi timp profund modelate de circulatia culturala
transnationala contemporana prin intermediul inregistrarilor de pe YouTube, al
retelelor sociale si al cluburilor de dans bulgare de astazi. Aceste entitdti culturale
»Citesc” siinterpreteaza alte texte, credand n acelasi timp in mod constant altele
noi si invitand noi cititori si interpreti. Ele lasa in urma Tnregistrari ale produsului -
spectacolele - dar rareori ale procesului. Totusi, procesul in sine - repetitiile si seria
de evenimente singulare pe care le cuprind - merita atentie nu mai putin decat
spectacolele in sine.

CONCLUZIE

Repetitia din diaspora se impune ca o practica culturala distincta,
modelata nu doar de origine, ci si de relocarea si reconfigurarea in cadrul unor
medii socioculturale noi. Conturata prin perspective de cercetare interdisciplinare,
repetitia apare ca un mediu cu incarcare culturald, interpretativ si transformativ,
unde traditiile nu sunt doar transmise, ci si reimaginate prin corp sin corp.

Indeplinind un rol dual de practica recreativa, dar care totodats serveste
unui scop, repetitiile sunt esentiale pentru crearea de legaturi in comunitate prin
muzicd, dans si mostenire comuna. Ele insufla totodata tonuri si culori specifice in
sunetul si imaginea migratiei (cf. Ronstrém & Lundberg, 2021).

Pentru majoritatea participantilor, grupurile lor functioneaza ca familii
extinse. Astfel, repetitiile devin vitale nu doar pentru activarea fizica si eliberarea
psihologicd, ci si pentru a sprijini si hrani aceste legaturi familiale. Traind in
strainatate, uniti de muzica, dansul, limba bulgare si un trecut, prezent si viitor
cultural comune, membrii acestor grupuri de dans din diaspora exprima un
sentiment profund resimtit de apartenenta si continuitate.
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SUMMARY

In Turkey, a significant portion of the Ethnochoreology studies in this field
have been limited to collections made by volunteer collectors. These
objects owned by these collectors contain important information about our
country’s rich cultural heritage. However, we must know that only this is
not sufficient for the preservation but also transmission of this heritage to
future generations. Therefore, it is important for both collectors and
policymakers to take necessary steps for the preservation of the cultural
heritage and the support of collectors. In the rich cultural heritage of
Southeast Europe, traditional music and dance hold a great importance.
The aim of this study is to discuss the fieldwork and archiving studies of
institutions that have conducted ethnochoreological studies within the
cultural policies developed by the Republic of Turkey since its foundation
and to trace the works of collectors as well as institutions.

REZUMAT

In Turcia, o parte semnificativd a studiilor de specialitate din domeniul
Etnocoreologiei este limitatd la culegeri realizate de culegdtori voluntari.
Materialele detinute de acesti culegatori contin informatii importante
despre bogata mostenire culturald a tdrii noastre. Totusi, se impune sd
specificdm cd doar acestea nu sunt suficiente pentru conservarea si
transmiterea acestei mosteniri cdtre generatiile viitoare. Prin urmare, este
important atat pentru culegatori, cat si pentru factorii de decizie, sd se ia
mdsurile necesare pentru conservarea patrimoniului cultural si sustinerea
culegerilor. In bogata mostenire culturald a Europei de Sud-Est, muzica si
dansul traditionale detin o mare importantd.

Scopul acestui studiu este de a analiza activitatea de teren si studiile de
arhivare ale institutiilor care au realizat studii de etnocoreologie in cadrul
politicilor culturale dezvoltate de Republica Turcia, de la intemeierea sa, si
de a urmdri activitatea culegdtorilor si a institutiilor.

Keywords
Ethnochoreology, dance research, field research policy, traditional dance, culture.

INTRODUCTION

After the studies of the United Nations on cultural policies that started in

1969, the Intergovernmental Conference on Institutional, Administrative and
Financial Aspects of Cultural Policies held in Venice in 1970 increased international
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awareness on this issue. The Intergovernmental Conference on Cultural Policies
in Europe organized by UNESCO in Helsinki in 1972, the World Conference on
Cultural Policies and Sustainable Development held in Mexico in 1982 and the
Intergovernmental Conference on Cultural Policies for Development held in
Stockholm in 1998 (Oguz, 2010:41) created many new openings for the cultural
policy studies of states. Cultural policy is the entirety of the actions of states using
cultural tools in the construction of society. States transform their political, social
and economic justifications into cultural policies, consciously shaping their
cultural plans and practices with different parameters.

Folk dances have undertaken the task of cultural construction of society
within the state’s cultural policies in the political history of the Republic of Turkey.
The change of policies has directly or indirectly affected the structuring of
ethnochoreological studies in state bodies, the approach of Non-Government
Organisations, and the personal studies of individuals. When we analyse the
works of the institutions and collectors that are the subject of our study according
to the conditions of their own period, it will be difficult to understand the
conditions of the period without analysing these policies.

The political history of the Republic of Turkey is expressed as the Single-
Party Period (Atatiirk Period), the Multi-Party Period, the Planned Period and the
1980s, and later periods under the influence of globalization.

While the policies implemented by the state apparatus of the Republic
gave direction to cultural organizations in the country, on the other hand, there
were periods shaped by their own internal dynamics within folklore studies. As a
reflection of these cultural policies in folklore studies in the field, folklore was also
divided into periods within itself. The periods of Turkish folklore are examined
under the historical classification created as Ortiilii Devre (Covert Period, 1839 to
1908), Tirkcl Devre (Turkist Period, 1908 to 1920), Sentezci Devre (Synthesis
Period, 1920 to 1938), Dergici Devre (Publicist Period, 1936 to 1966), and Bilimci
Devre (Scientific Period, from 1966 to the present). The reason for naming the
periods in this way is to be able to express the main characteristics of the
development periods in the shortest way (Yildirim, 1991:546).

Evaluation of Ethnochoreology Studies in Turkish Bureaucracy History

Traditional folk dances, which contain all the diversity of the historical and
cultural accumulation that exists in Anatolia, are an important and valuable
cultural heritage element. When we look at the historical development of our folk
dances, we see that the history of Turkish folklore studies and the developments
related to folk dances follow an almost parallel course. In the early period of
cultural policies and in every period of folklore, ethnochoreological studies have
existed as an extension of folklore studies in the organizations that were the
implementers of these policies. Therefore, when talking about folklore and, as an
extension of it, about ethnochoreological studies, it is important to analyse
policies and periods simultaneously in order to create period awareness. As
institutions and staff changed, the importance of folk dances in politics and the
way their studies were conducted also changed.
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Covert Period

The first period in the development of Turkish folklore studies is the
“Covert” Period (1839-1908). In this period, folklore was not clearly expressed as
a word or a scientific discipline. The year in which the Covert Period began is also
the year when the Tanzimat decree was announced, marking the first step of
Westernization in the Ottoman Empire. Riza Tevfik (1900) emerged as an
important figure in this period. The article written by Riza Tevfik about dance is
considered the first article about Turkish Folk Dances and also the first scientific
study in the field of ethnochoreology.

Turkist Period

The “Turkist” Period (1908-1920) is a period where the concept of folklore
as a science and its importance in nation-state building are explicitly discussed. In
this period, Ziya Gokalp and his colleagues served as leading figures of the time.
The year the Turkist Period began marks the beginning of the Turkish Revolution
known as the Young Turk Movement. During the Covert and Turkist Periods, the
formation, method, and nature of folklore within the empire were predominantly
studied. Ethnochoreological studies could be found within folklore writings of the
Covert Period. This period can also be seen as a preparatory period for the
Synthesis Period. In fact, the groundwork for two important institutions, such as
the Turkish Historical Society and the Turkish Language Association, which we will
discuss in the Synthesis Period, was laid in this period.

Synthesis Period together with Single-Party Period

In the “Synthesis” Period (1920-1938), folklore was viewed as a method to
be utilized in shaping the cultural structure of the contemporary Turkish state.
This period, which occurred following the declaration of the Republic,
corresponds to the era known as the Single-Party Period or the Atatiirk Period in
the context of cultural policies. During this period, folklore studies were
supported by the state. The whole aim of the state was to mould and shape the
national culture into a new synthesis by utilizing folklore sources.

The initial attempts to collect local dances began in Turkey under the Halkevleri,
namely the ‘People’s Houses’ a network of local institutions founded in 1932 in
small towns and villages that encouraged all kinds of cultural research by the local
people themselves (Oztiirkmen, 2001:140). In this period, Selim Sirri Tarcan (1926)
was a prominent figure in the field of Turkish folk dances. In terms of
ethnochoreology, the most important development during the Turkist Period was
the establishment of Dar’iil Elhan conservatory, which started working on folk
music, collaborating with the education directorates of provinces to request
teachers and music enthusiasts in Anatolia to send the musical notations of
known folk songs. However, upon examining the lyrics and compositions of the
sent folk songs, it was discovered that they were incorrect. Therefore, as Bayri
stated (1941), it was decided to organize field works to identify the folk songs in
their original form (Cek, 2017:93). The conservatory prepared fieldworks outlining
the principles of collecting folk songs to be gathered by teachers and music
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enthusiasts. The survey questions were prepared by Yusuf Ziya Demircioglu. On
this journey, Mahmut Ragip Gazimihal, Abdulkadir inan, Ferruh Arsunar, and Yusuf
Ziya Demircioglu participated. The trip began on August 15, 1929. Folk music and
folkdance collections were made in Sinop (M. Sakir Ulkutasir also participated in
the collection here), Trabzon, Rize, Glimishane, Bayburt, Erzurum, and Erzincan.
Through a cinema operator brought along from Istanbul by the team, for the first
time in Turkey, the documentation of folk dances on film was achieved (Cakir,
2001:72).

In addition, Tirk Ocaklari (Turkish Hearths, 1912-1931), People’ Houses
(1932-1950), and later Kdy Enstitdleri (Village Institutes) (1940-1954) were other
institutions that worked in the field of ethnochoreology (Kasapoglu, 2024: 88).
Video archives related to the fieldwork studies conducted during the Turkist
Period have not been accessed. Furthermore, traditional dance studies conducted
during the Turkist Period mainly involved the display of folk dances during
bayramlar (celebrations) and festivals. Ethnochoreological studies were
continued in Village Institutes after the closing of People’s Houses.

Publicist Period

During the Publicist Period (1936-1966), Kemal Giingor’s “Folklor Postasi”
and ihsan Hinger’s “Turkish Folklore Research” were significant journals of that
time. Folklore researchers of the era gathered around Hincer’s journal, laying the
groun  dwork for future developments (Yildirm, 1991:547).

With the transition to the Multi-party Period, the influence of liberal
economic policies worldwide was observed in Turkey. During this period,
important institutions of the Single-Party Period, such as People’s Houses and
Village Institutes, were closed. The government’s intervention in culture was
reduced, policies were developed based on demands from the public, and during
the Publicist Period, ethnochoreological studies continued through ‘Tirkiye Milli
Talebe Federasyonu’ (TMTF - the Turkish National Student Federation) and ‘Milli
Tirk Talebe Birligi” (MTTB - the National Turkish Student Union), as well as the
‘Turk Halk Oyunlarini Yayma ve Yasatma Tesisi’ (Turkish Folk Dance Preservation
and Promotion Facility).

Scientific Period and the Brief History of the Ministry of Culture and Tourism

While the Multi-Party and Planned Periods in government policies sharply
delineated their boundaries, the final period of folklore studies was beginning. In
the Scientific Period (1966-), the most significant bureaucratic advancements in
the history of folklore studies in Turkey were implemented. On May 16, 1966, ‘Milli
Folklor Arastirma Dairesi’ (MIFAD - National Folklore Research Institute) was
established within the Ministry of National Education. With the establishment of
this institute, folklore’s indirect presence in institutions, organizations,
associations, or publishing environments was positioned under a ministry’s direct
identity (Ding, 2021:55).

The institute evolved into the National Folklore Research Directorate
under the Ministry of Culture in 1973, then into the General Directorate of
Research and Development of Folk Cultures within the Ministry of Culture in 1991,
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and finally transformed into the Directorate of Research and Education within the
same ministry in 2003 (Ding, 2021: 56; Tan, 2013:214-242).

Currently, under the umbrella of the relevant general directorate,
fieldworks and recording activities are carried out, especially within the scope of
the “Folk Culture Information and Documentation Centre.” It should be noted
that the activities forming the infrastructure for these efforts are not solely
conducted directly from the centre; therefore, the provincial organizations of the
Ministry of Culture and Tourism play a significant role in these activities.

In the interview excerpt provided below, Nail Tan discusses the
transformation of the National Folklore Institute into the National Folklore
Research Directorate in June 1973:

“Following this change, we prepared Turkey’s fieldworks plan and
implemented the First Folklore Survey of Turkey, aiming to visit five provinces each
year. In 1975, we organized the 1st International Turkish Folklore Congress, where
approximately two hundred papers were presented across five sections. The
congresses continued periodically, with the latest being the eighth congress held at
a hotel. The Ministry of Culture and Tourism continues to organize these congresses
every five years” (Tan, 2018:237).

Nail Tan also mentioned facing political pressures during the congresses,
indicating ongoing unrest within the Folklore Directorate with each change in
government. He expresses the realization that having a research institution under
a ministry is not ideal due to political control, noting the lack of support from
universities in addressing this issue (Tan, 2018).

The 1970s saw the beginning of folkdance competitions organized by the
Ministry of Youth and Sports and Milliyet Newspaper. These competitions had a
significant impact on the popularization of folk dances in major cities (Kasapoglu,
2024:89). During this period, Milliyet Newspaper recorded and archived these
competitions. While these recordings provide data for the ethnochoreological
approaches of that era, the archival quality is debatable due to the lack of
fieldwork images. In an interview with retired academic researcher Abdirrahim
Karademir he pointed that documentary recordings of folkdance groups
requested by Milliyet Newspaper are available at the Ege University Library
(Karademir, 2024).

The establishment of the Ministry of Culture in 1971 and of the State Folk
Dance Ensemble under this ministry in 1975 marked a turning point in the field of
folk dances. This institution played a crucial role in transforming folk dances into
a “stylized form” and a “spectacular popular art form,” sparking debates on
authenticity, stage arrangement, and other related topics. While the primary
mission and visible activity of the institution revolve around staging
performances, it is known that before the staging activities, group leaders
compiled traditional dances and costumes from the field to bring them to the
stage. In its inaugural year, the institution incorporated local folkdance experts
who worked in People’s Houses or actively participated in associations, ensuring
that their staging activities were based on authentic data gathered from the field.



57

In conclusion, folklore studies during the Single-Party Period are
commonly referred to as the “Synthetic Period” between 1920-1938, while the
post-Single-Party Period from 1939 onwards can be classified into the “Period of
Fieldworks (1939-1966)” and the “Scientific Period (from 1966 to the present).”
This classification is significant in demonstrating the evolution of folklore studies
(Yildiz Altin, 2021:98).

Another factor influencing the ongoing Scientific Period is the
globalization movements. In Turkey, the period after 1980 is generally considered
a period of globalization, where while national culture was emphasized based on
Turkish-Islamic theses, neoliberal economic processes also began to develop. It is
impossible for the cultural sphere to remain unaffected by these developments.
This period is a time when, after the 1980 military coup, efforts were made to
revive folk dance studies. In the political process after 1980, ethnochoreology was
not a top priority for the state. Even since the multi-party era starting in 1950, it
was not a priority for the state. Nevertheless, it was a bureaucratic institution
within a sponsoring state structure. The work carried out in this process was done
at a minimum level with the principle of continuity in the state.

“Under the management of Ahmet Cakir, a project was initiated in the folk
dances and folk music department at ‘Halk Kdiltdirlerini Arastirma ve Gelistirme Genel
Mdrligy’ (HAGEM - General Directorate for Research and Development of Folk
Cultures) in the late 1980s towards the 1990s to document Turkish folk dances
through videos. Although there were no technical tools or resources in the provincial
organizations, fieldwork was still carried out there. During my time as a folklore
researcher at the Aydin Directorate of Culture, | conducted fieldworks with a camera
that | had brought to the general directorate. Folklore researchers in various
provinces also conducted fieldworks, sent these works to the General Directorate
for Research and Development of Folk Cultures, meaning they sent copies. All
fieldwork is available at the General Directorate for Research and Development of
Folk Cultures; in fact, upon request and payment, they provide you with a copy of
the content you desire. There is an incredible amount of video work available there”
(Karademir, 2024).

In 1998, the Symposium on the European Union Approach in the Cultural
Field produced what may be regarded as the first official text on cultural policy.
This paved the way for the visibility of non-state actors in the cultural field. This
situation is a sign of the state abandoning its monopoly. Various regulations,
including sponsorship, were introduced in this field. Although the state moved
away from a centralist policy, the sponsorship approach somewhat supported
fieldworks and archiving work. Mr. Karademir summarizes the
ethnochoreological studies conducted during this period with the following
expressions:

“The fieldworks studies were initiated at the Ege University State Turkish
Music Conservatory. Within the scope of these fieldworks, work was carried out in
the provinces of Mugla, Bodrum, Milas, and Fethiye Center. The fieldwork studies
were conducted in partnership with the Ministry of Culture, and the funding for the
work was obtained from the Ministry” (Karademir, 2024).
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However, by the year 2000, it is observed that the state’s policies are gradually
losing their effectiveness. Now, there is an ethnic market emerging outside of
state control.

“There were individuals working in the field as extensively as the General
Directorate for Research and Development of Folk Cultures. These individuals were
from Japan. Yoshinari Murakami and Hironobu Senzaki (Sivas Association) have
archives that include the on-site identification of traditional dances equivalent to
those in the General Directorate for Research and Development of Folk Cultures.
They travelled to almost all regions of Turkey. First, they came to learn the dances
from local people, then they went into the living culture where the dance was
incorporated into the folkdance repertoire, and from there, they recorded the
dances on video. These documents are even more valuable. Another individual who
conducted fieldwork individually was Bahri Ertek. He was also a pioneer in this work
and has passed away. There was another group that Ahmet Lileci brought, he
brought them from Taiwan. | also conducted preliminary work for them and took
them to the villages. In other words, we conducted identification studies where the
culture was living” (Karademir, 2024).

The National Culture Report, which Turkey had been preparing since
2008, was adopted by the Council of Europe in 2013, setting a comprehensive
cultural policy for the first time at the national and international levels. The
politicization of cultural policies in Turkey, subject to periodic effects, has long
prevented its institutionalization and popularization; however, ultimately, the
impact of structural reforms emerging in Turkey’s European Union accession
process has intensified the regulations towards cultural policies. During this
period, the growing massive structure of the cultural industry has transformed
the relationship between life and art into a market-oriented one. Thus, a broad
public has been formed through cultural processes. Within the scope of
privatization policies, the state’s goal to remain supportive in the cultural field has
recently been considered as a civilizing reform within local and global interactions.
However, until this period, folklore studies had already initiated their own civil
movements and declared their autonomy.

Each country has its own unique cultural policy. In Turkey, the institution
responsible for the works related to “culture,” which is one of the guarantees of
social life balance and national unity, is the Ministry of Culture. Additionally, local
governments, municipalities, Public Education Centres, and Civil Society
Organizations are among the entities that support the Ministry of Culture. The
most significant problem in policies is the change in the importance of
ethnochoreological studies within the state depending on cultural policies. The
issue lies in how ethnochoreological studies are affected by the changes in
cultural policies and personnel. Before delving into the name changes of the
Ministry of Culture and Tourism, we should take a brief look at its history:

1. Prior to the establishment of the Republic of Turkey, the ‘Executive
Ministers Committee’ of the Grand National Assembly of Turkey was
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responsible for government activities. A part of this committee, the
‘Maarif Organization’ was in charge of cultural affairs.

2. Until 1935, cultural activities were carried out by the ‘Ministry of
Education’; after the establishment of the ‘Ministry of Culture’ in 1935,
these activities continued under its administration.

3. While the Ministry of Culture continued its activities until 1941, from 1941
to 1971, this responsibility was carried out by the ‘Ministry of National
Education’.

4. In 1971, the ‘Ministry of Culture’ was re-established and included in the
‘General Directorates’ organization.

5. The ministry was first closed in 1972 and then re-established.

6. In1977, it was merged with the ‘Ministry of National Education’ to form
the ‘Ministry of National Education and Culture’.

7. It separated again in 1978 and became the ‘Ministry of Culture’.

8. After the 1980 Military Coup, it was transformed into the ‘Ministry of

Culture and Tourism’.

9. Following this period, there were occasional mergers with an
independent ministry or the Ministry of Tourism, and currently, it
continues its activities as the Ministry of Culture and Tourism. Examining
the implications of these changes in legislation and comparing the
theoretical structure with practical experiences will be important.

CONCLUSIONS

Since the establishment of the Ministry of Culture and Tourism, there have
been continuous changes in its name, personnel, working principles, and policies
in line with state policies and development plans. Following the neo-liberal turn
after 1980, issues such as distrust toward the institution and its failure to act in
accordance with its own legislation and policies have become increasingly
evident. Reasons such as the loss of monitoring functions and the loss of
functionality in policies have brought forth issues for collectors (archivists)
working in the field of ethnochoreology. Individuals born and living in this country
have purchased ethnochoreological archives from their own ministry, while many
others have collected cultural artifacts unsupervised and taken them to their
countries.

The unauthorized export of ethnochoreological materials abroad without
the supervision, control, and permission of the Ministry of Culture is a form of
reverse engineering. One recommendation is for the Ministry of Culture and
Tourism to develop a policy document in collaboration with the Turkish Folk
Dance Departments that is suitable for the current conditions, focusing on
fieldwork, archiving, and providing public access to ethnochoreological content.



60

ETNOCOREOLOGIA iN TURCIA INTRE CERCETATORI S|
CULEGATORI

Cuvinte cheie
Etnocoreologie, cercetare coreologicda, politica de cercetare in teren, dans
traditional, cultura.

INTRODUCERE

In urma studiilor Natiunilor Unite in sfera politicilor culturale care au
debutat Tn anul 1969, Conferinta Interguvernamentala asupra Aspectelor
Institutionale, Administrative si Financiare ale Politicilor Culturale organizata la
Venetia 1n 1970 a amplificat constientizarea internationala a acestor probleme.
Conferinta Interguvernamentald privind Politicile Culturale in Europa organizata
de UNESCO la Helsinkin 1972, Conferinta Internationala privind Politicile Culturale
organizata Tn Mexic in 1982 si Conferinta Interguvernamentala privind Politicile
Culturale pentru Dezvoltare din 1998 de la Stockholm (Oguz, 2010, 41) au creat
multe noi oportunitati pentru studiile de politica culturald ale statelor. Politica
culturala reprezinta totalitatea actiunilor statelor care implementeaza
instrumente culturale pentru dezvoltarea societatii. Statele fisi transforma
justificarile politice, sociale si economice in politici culturale, modelandu-si in mod
constient planurile si practicile culturale prin diversi parametri.

Dansurile traditionale au preluat sarcina dezvoltarii culturale a societatii
in cadrul politicilor culturale ale statului in istoria politica a Republicii Turcia.
Schimbarea politicilor a afectat direct sau indirect structurarea studiilor de
etnocoreologie in organismele de stat, in abordarea Organizatilor Non-
Guvernamentale si 1n studiile persoanelor private. Analizand activitatea
institutiilor si a culegatorilor care sunt obiectul studiului de fata conform cu
conditiile din propria lor perioads, este dificil sa intelegem aceste conditii fara a
analiza politicile din perioada respectiva.

Istoria politica a Republicii Turcia este reprezentata de Perioada Partidului
Unic (perioada Atattirk), Perioada Pluripartinicd, Perioada Economiei Planificate si
anii 1980 si perioadele ulterioare aflate sub influenta globalizarii.

In timp ce politicile implementate de aparatul de stat al Republicii au dat
directie organizatiilor culturale din tara, pe de altd parte au existat perioade
modelate de propriile lor dinamici interne in cadrul studiilor de folclor. Ca reflectie
a acestor politici culturale asupra studiilor de folclor din teren, folclorul insusi a
fost de asemenea divizat in perioade. Perioadele folclorului turc sunt analizate
1908), Tlrkcli Devre (Perioada turcicd, 1908 - 1920), Sentezci Devre (Perioada
sinteticd, 1920 - 1938), Dergici Devre (Perioada jurnalistica, 1936 - 1966) si Bilimci
Devre (Perioada stiintificd, din 1966 pana in prezent). Motivul acestor denumiri a
fost dorinta de a exprima caracteristicile principale ale perioadelor de dezvoltare
intr-un mod cat mai succint (Yildirm, 1991:546).
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Evaluarea studiilor de etnocoreologie in istoria birocratiei turce

Dansurile folclorice traditionale contin intreaga diversitate a acumularilor
istorice si culturale care exista In Anatolia, fiind un element important si valoros al
patrimoniului cultural. Privind la dezvoltarea istorica a dansurilor noastre
traditionale, vedem cum istoria studiilor folclorice turce si schimbarile legate de
dansurile traditionale urmeaza un traseu aproape paralel. In perioada timpurie a
politicilor culturale si in fiecare perioada a folclorului, studiile etnocoreologice au
existat ca o extensie a studiilor de folclor in organizatiile care au implementat
aceste politici. Din acest motiv, atunci cand vorbim despre folclor si, ca extensie a
acestuia, despre studiile de etnocoreologie, este important sa analizam politicile
si perioadele simultan, pentru a realiza o constientizare a acestor perioade. Pe
masura ce institutiile si angajatii lor s-au schimbat, s-au schimbat si importanta
dansurilor traditionale Tn politica si modul in care s-a desfasurat studierea lor.

Perioada ascunsa

Prima perioada din dezvoltarea studiilor de folclor turc este Perioada
ascunsd (1839-1908). in aceastd perioadd, folclorul nu a fost clar enuntat ca
termen sau ca disciplina stiintifica. Anul in care a debutat perioada ascunsa este
totodata anul in care a fost anuntat decretul Tanzimat, marcand primul pas al
occidentalizarii in Imperiul Otoman. Riza Tevfik (1900) a iesit in evidentad ca o
figura importanta n aceasta perioadd. Articolul scris de el despre dans este
considerat primul articol despre dansurile traditionale turcesti si totodata primul
studiu stiintific din domeniul etnocoreologiei.

Perioada turcica

Perioada turcica (1908-1920) este o perioadad in care conceptul de folclor
ca stiinta si importanta sa in edificarea natiunii-stat au fost discutate explicit. in
aceasta perioadad, Ziya Gokalp si colegii lui pot fi considerati figuri principale ale
vremii. Anul Tn care a debutat perioada turcica marcheaza inceputul Revolutiei
Turce, cunoscuta drept Miscarea Junilor Turci.
In perioadele ascuns3 si turcica s-au studiat cu precadere formarea, metoda si
natura folclorului din imperiu. Studii de etnocoreologie se puteau gasi in lucrari
despre folclor din Perioada ascunsa. Aceastd perioadd poate fi vazuta si ca
perioadd pregatitoare pentru perioada de sinteza. De fapt, atunci s-au pus bazele
pentru doua institutii importante, si anume Societatea Istorica Turca si Asociatia
Lingvistica Turca, despre care vom discuta in perioada de sinteza.

Perioada sintetica impreuna cu Perioada Partidului Unic

in Perioada ,,sinteticd” (1920-1938), folclorul a fost privit ca 0 metods
utilizabila in modelarea structurii culturale a statului turc contemporan. Aceasta
perioada, care a urmat dupa proclamarea Republicii, corespunde epocii cunoscute
n contextul politicilor culturale drept ,,Perioada Partidului Unic” sau ,,Perioada
Atatiirk”. Tn aceasta perioads, studiile folclorice au fost sprijinite de stat. Intregul
scop al statului a fost sa modeleze si sa muleze cultura nationala intr-o noua
sinteza, folosind surse folclorice.

Incercarile initiale de a culege dansuri locale au inceput in Turcia sub egida
,»,Caselor populare” (Halkevleri), o retea de institutii locale fondatd in 1932 in
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orasele si sate care incurajau diverse tipuri de cercetare culturala intreprinsa de
localnicii insisi (Oztiirkmen, 2001:140). In aceastd perioad3, Selim Sirri Tarcan
(1926) s-a evidentiat ca o figurd proeminenta in sfera dansurilor traditionale
turcesti. In ceea ce priveste etnocoreologia, cel mai important progres din
Perioada turcicd a fost infiintarea conservatorului Dar’iil Elhan, care a ihceput sa
lucreze cu muzica traditionala, colaborand cu autoritatile din invatamant ale
provinciilor pentru a cere profesorilor si persoanelor pasionate de muzica din
Anatolia s3 trimita notatii muzicale ale cantecelor traditionale cunoscute. ins3,
examinand versurile si notele cantecelor trimise, s-a descoperit ca erau incorecte.
Din aceasta cauza, conform lui Bayri (1941), s-a decis sd se organizeze activitdti in
teren pentru a se identifica astfel de cantece traditionale in forma lor originala
(Cek, 2017:93). Conservatorul a pregdtit iesiri in teren, specificand principiile de
culegere a cantecelor traditionale pentru profesori si persoane pasionate de
folclor. Intrebdrile chestionarelor au fost pregatite de Yusuf Ziya Demircioglu. La
aceastd calatorie au participat Mahmut Ragip Gazimihal, Abdulkadir inan, Ferruh
Arsunar si Yusuf Ziya Demircioglu. Cdlatoria a inceput in data de 15 august 1929. S-
au realizat culegeri de muzica si dansuri traditionale in Sinop (unde a participat la
culegere si M. Sakir Ulkutasir), Trabzon, Rize, Gimlshane, Bayburt, Erzurum si
Erzincan. Cu ajutorul unui cameraman adus de echipa din Istanbul, s-a realizat,
pentru prima datd in Turcia, finregistrarea dansurilor traditionale pe peliculd
(Cakir, 2001:72).

Pe langa acestea, Tirk Ocaklari (Vetrele Turciei, 1912-1931), Casele
Populare (1932-1950) si mai tarziu Kdy Enstitlileri (Institutele satesti, 1940-1954)
sunt alte institutii care au activat in sfera etnocoreologiei (Kasapoglu, 2024: 88).
Arhivele video legate de studiile de teren realizate in perioada turcica nu au fost
accesate. Mai mult, studiile despre dansul traditional derulate Tn perioada turcica
au inclus Tn special spectacolele de dans traditional din timpul bayramlar
(sarbatorilor) si festivalurilor. Studiile etnocoreologice au fost continuate in
Institutiile satesti dupa inchiderea Caselor Populare.

Perioada jurnalistica

In timpul Perioadei jurnalistice (1936-1966), ziarul lui Kemal Giingdr,
,,Folklor Postasi” si ziarul lui ihsan Hincer ,,Turkish Folklore Research” au fost
publicatii importante ale vremii. Etnomuzicologii vremii s-au reunit Tn jurul ziarului
[ui Hinger, pundnd bazele evolutiilor viitoare (Yildirim, 1991:547).

Odata cu tranzitia la Perioada Pluripartinica, influenta politicilor
economice liberale din intreaga lume s-a ficut simtitd si in Turcia. In aceast
perioadd, au fost desfiintate institutii importante din Perioada Partidului Unic,
cum au fost Casele Populare si Institutele Satesti. Interventia guvernuluiin cultura
a fost redusd, s-au dezvoltat politici pe baza cererilor publicului, iar Tn Perioada
jurnalistica studiile etnocoreologice au continuat prin Tirkiye Milli Talebe
Federasyonu (TMTF - Federatia Nationald Studenteasca Turca) si Milli Tiirk Talebe
Birligi (MTTB - Uniunea Nationald Studenteascd Turca), precum si Tirk Halk
Oyunlarini Yayma ve Yasatma Tesisi (Asociatia pentru Conservarea si Promovarea
Dansului Traditional Turc).
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Perioada stiintifica si scurta istorie a Ministerului Culturii si Turismului

In timp ce Perioadele Pluripartinica si a Economiei Planificate din politicile
guvernamentale si-au delimitat cu claritate limitele, incepea perioada finala a
studiilor de folclor. In Perioada stiintifica (1966-) au fost implementate cele mai
semnificative progrese birocratice din istoria studiilor de folclor. In 16 mai 1966, a
fost infiintat Milli Folklor Arastirma Dairesi (MIFAD - Institutul National de Cercetare
Folclorica), Tn cadrul Ministerului Educatiei Nationale. Prin fondarea acestui
institut, prezenta indirecta a folclorului in institutii, organizatii, asociatii si medii
publicistice a fost plasata sub identitatea directd a unui minister (Ding, 2021:55).

Institutul s-a transformat in Directoratul National de Cercetare Folclorica
sub egida Ministerului Culturii Tn 1973, iar apoi in Directoratul General de Cercetare
si Dezvoltare a Culturilor Traditionale din cadrul Ministerului Culturii in 1991, iar in
cele din urma in Directoratul de Cercetare si Educatie din cadrul aceluiasi minister
n anul 2003 (Ding, 2021:56; Tan, 2013:214-242).

in prezent, sub umbrela directoratului general relevant, se desfasoara
activitati in teren si inregistrdri, in special in cadrul ,,Centrului de Informare si
Documentare pentru Cultura Traditionala”. Se cuvine sa mentionam ca activitatile
care formeazd infrastructura necesara pentru aceste demersuri nu sunt
supervizate doar de autoritatea centrala - organizatiile provinciale ale Ministerului
Culturii si Turismului joaca si ele un rol semnificativ in aceste activitati.

in fragmentul de interviu redat mai jos, Nail Tan discutd despre
transformarea Institutului National de Folclor in Directoratul National de
Cercetare Folclorica niunie 1973:

,,In urma acestei schimbari, am pregatit primul plan de activitate in teren
din Turcia si am implementat Prima Anchetd Folcloricd din Turcia, cu scopul de a
vizita cinci provincii in fiecare an. In 1975, am organizat Primul Congres International
de Folclor din Turcia, unde au fost prezentate aproximativ doud sute de lucrdri in
cinci sectiuni diferite. Congresele au continuat periodic, ultimul fiind al optulea
congres, care a avut loc la un hotel. Ministerul Culturii si Turismului continud sd
organizeze aceste congrese la fiecare cinci ani” (Tan, 2018:237).

Nail Tan a precizat totodata ca in timpul congreselor s-au confruntat cu
presiuni politice, indicand framantdri continue in cadrul Directoratului pentru
Folclor la fiecare schimbare de guvern. El vorbeste despre faptul ca a avea un
institut de cercetare subordonat unui minister nu este ideal din cauza controlului
politic, mentionand lipsa de sprijin din partea universitatilor in abordarea acestui
aspect (Tan, 2018).

Anii 1970 au fost martori la debutul concursurilor de dans traditional
organizate de Ministerul Tineretului si Sportului si de ziarul Milliyet. Aceste
concursuri au avut un impact semnificativ asupra popularizarii dansurilor
traditionale in orasele mari (Kasapoglu, 2024:89). In perioada respectiva, ziarul
Milliyet a nregistrat si arhivat aceste concursuri. Desi inregistrarile ofera date
despre modul cum era abordata etnocoreologia in acea perioada, calitatea
arhivarilor este chestionabild datorita lipsei imaginilor din teren. Intr-un interviu
cu cercetdtorul stiintific pensionat Abdiirrahim Karademir, acesta a precizat ca
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inregistrarile documentare cu grupuri de dans traditional solicitate de ziarul
Milliyet sunt disponibile la Biblioteca Universitatii Ege (Karademir, 2024).

Infiintarea Ministerului Culturii in 1971 si a Ansamblului de Stat de Dansuri
Traditionale sub egida acestui minister in 1975 a marcat un punct de cotitura in
domeniul dansurilor traditionale. Aceasta institutie a jucat un rol crucial in
transformarea dansurilor traditionale intr-o ,,forma stilizata” si ,,0 forma
spectaculara de arta populard”, dand nastere la dezbateri privind autenticitatea,
aranjamentele scenice si alte subiecte conexe. Desi misiunea de baza si activitatea
vizibila a institutiei este punerea in scena a spectacolelor, se stie c4, inainte de
activitatile de scena, conducatorii grupurilor au cules dansuri si costume
traditionale din teren pentru a le transpune pe scend. In anul sdu inaugural,
institutia a incorporat experti locali in dansuri traditionale care au lucrat in Casele
Populare sau au fost membri activi n asociatii, asigurandu-se ca activitatile lor de
scena erau fundamentate pe date autentice culese din teren.

Tn concluzie, studiile de folclor din Perioada Partidului Unic sunt numite de
regula ,,Perioada sintetica”, dintre 1920-1938, iar epoca ulterioara Perioadei
Partidului Unic, de dupd 1939, poate fi clasificatd drept ,,Perioada activitatilor din
teren (1939-1966)”, fiind urmate de ,,Perioada stiintifica (din 1966 pand in
prezent)”. Aceasta clasificare e semnificativa pentru demonstrarea evolutiei
studiilor de folclor (Yildiz Altin, 2021:98).

Un alt factor care influenteaza perioada stiintifica actuala sunt miscarile
de globalizare. In Turcia, perioada de dupa 1980 este considerata in general o
perioadd de globalizare, unde, cu toate ca s-a pus accent pe cultura nationala
bazata pe conceptele turco-islamice, au inceput sa se dezvolte si procese
economice neoliberale. Este imposibil ca sfera culturala sa raméana neafectata de
aceste schimbari. Aceasta perioada e un interval in care, dupa lovitura de stat din
1980, s-au depus eforturi de a revitaliza studiile de etnocoreologie. n procesele
politice de dupd 1980, etnocoreologia nu a fost una din prioritatile statului. De
fapt, nu a fost o prioritate a statului inca de la inceputul Perioadei Pluripartinice
care a debutat in 1950. Cu toate acestea, a fost o institutie birocratica in cadrul
unei structuri statale care o finanta. In cadrul acestui proces, activitatile se
desfasurau la un nivel minimalist, respectand principiul continuitdtii in stat.

,»Sub conducerea lui Ahmet Cakir a fost initiat un proiect in departamentul
de dansuri si muzicd traditionale la Halk Kiltdrlerini Arastirma ve Gelistirme Genel
Middirligtd (HAGEM - Directoratul General pentru Cercetarea si Dezvoltarea
Culturilor Traditionale) la finalul anilor 1980 - inceputul anilor 1990 pentru
documentarea dansurilor traditionale turcesti prin inregistrdri. Cu todte cd nu
existau instrumente sau resurse tehnice in organizatiile provinciale, se desfdsurau
activitdti in teren. In perioada in care am fost etnomuzicolog la Directoratul pentru
Culturd din Aydin, am efectuat activitdti in teren cu o camerd pe care o adusesem la
directoratul general. Etnomuzicologii din diverse provincii au desfdsurat de
asemenead dctivitati in teren, au trimis aceste lucrdri la Directoratul General pentru
Cercetarea si Dezvoltarea Culturilor Traditionale, adicd au trimis copii. Toate
rezultatele activitdatii sunt disponibile la Directoratul General pentru Cercetarea si
Dezvoltarea Culturilor Traditionale; de fapt, la cerere si cu platd, se pot obtine copii
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ale materialelor dorite. Existd acolo o cantitate incredibild de nregistrdri video”
(Karademir, 2024).

in 1998, simpozionul despre Abordarea europeand a domeniului cultural
a dat nastere la ceea ce se poate considera primul text oficial despre politica
culturala, care a pregatit calea pentru vizibilitatea agentilor ne-statali in sfera
culturii. Aceasta situatie este un semn al faptului ca statul isi abandoneaza
monopolul. Diverse reglementari, inclusiv privind sponsorizarile, au fost introduse
in domeniu. Cu toate cd statul a renuntat la o politica centralistd, strategia
sponsorizarilor a sprijinit intr-o anumita masura activitatea de teren si de arhivare.
Domnul Karademir rezuma studiile de etnocoreologie efectuate in aceasta
perioada dupa cum urmeaza:

,Studiile In teren au fost initiate la Conservatorul de Stat Turc de la
Universitatea Ege. In cadrul acestor activitdti in teren, s-au desfdsurat actiuni in
provinciile Mugla, Bodrum, Milas si Centrul Fethiye. Studiile in teren au fost
efectuate in parteneriat cu Ministerul Culturii, iar fondurile pentru cercetare au fost
obtinute de la Minister” (Karademir, 2024).

Cu toate acestea, pana 1n anii 2000, s-a observat ca politicile statului si-au
pierdut treptat eficienta. In prezent, apare o piatd etnica in afara controlului
statului.

»AU existat persoane care au lucrat in domeniu la fel de asiduu ca
Directoratul General pentru Cercetarea si Dezvoltarea Culturilor Traditionale. Aceste
persoane veneau din Japonia. Yoshinari Murakami si Hironobu Senzaki (Asociatia
Sivas) au arhive care includ identificdri pe teren ale dansurilor traditionale
echivalente cu cele de la Directoratul General pentru Cercetarea si Dezvoltarea
Culturilor Traditionale. Ei au cdlatorit in aproape toate regiunile Turciei. Mai intdi, au
venit ca sd invete dansurile de la localnici, apoi au mers in locuri unde cultura era vie,
iar dansurile erau incorporate in repertoriul de dansuri traditionale si, de acolo, au
fdcut inregistrdri video ale dansurilor. Aceste documente sunt si mai valoroase. Altd
persoand care a desfdsurat activitdti individuale in teren a fost rdposatul Bahri Ertek,
totodatd un pionier in acest domeniu. A mai existat un grup adus de Ahmet Liileci, i-
a adus din Taiwan. Si eu am fdcut niste lucrdri preliminare pentru ei si i-am dus in
sate. Cu alte cuvinte, am desfdsurat studii de identificare in locurile unde cultura e
vie” (Karademir, 2024).

Raportul Cultural National, pe care Turcia il pregatea din 2008, a fost
adoptat de Consiliul Europei Tn 2013, stabilind, pentru prima datd, o politica
culturala cuprinzatoare, la nivel national si international. Politizarea politicilor
culturale in Turcia, cu efecte periodice, a impiedicat mult timp institutionalizarea
si popularizarea acestora; totusi, in cele din urma, impactul reformelor structurale
apdrute Tn procesul aderdrii Turciei la Uniunea Europeana a intensificat
reglementdrile referitoare la politicile culturale. Tn aceastd perioads, masiva
structurain plina dezvoltare a industriei culturale a transformat relatia dintre viata
si arta intr-una orientata spre piata. Astfel, s-a creat un public larg prin intermediul
proceselor culturale. Tn sfera politicilor de privatizare, scopul statului de a fi in
continuare un sprijin Tn domeniul cultural a fost considerat in ultima perioada
drept o reforma civilizatoare Tn cadrul interactiunilor locale si globale. Cu toate
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acestea, Tnainte de aceasta perioada, studiile de folclor 1si initiaserad deja propriile
miscari civile sisi declarasera autonomia.

Fiecare stat are propria sa politicd culturald unica. In Turcia, institutia
responsabila de actiunile legate de ,,culturd”, care este una din garantiile
echilibrului social si a unitatii nationale, este Ministerul Culturii. In plus,
organismele guvernamentale si autoritdtile locale, Centrele de Educatie Publica si
Organizatiile Societatii Civile se afla printre entitdtile care sprijina Ministerul
Culturii. Cea mai semnificativa problema in politici este schimbarea importantei
studiilor etnocoreologice in cadrul statului in functie de politicile culturale.
Problema rezida in modul in care studiile etnocoreologice sunt afectate de
schimbarile de politici culturale si de personal. inainte de a prezenta modificarile
denumirilor Ministerului Culturii si Turismului, sa aruncam o scurta privire asupra
istoriei sale:

1. Tnainte de intemeierea Republicii Turcia, ,Comitetul Executiv al
Ministrilor” al Marii Adundri Nationale a Turciei a fost responsabil de
activitatile guvernamentale. O parte a acestui comitet, ,,Organizatia
Maarif” era responsabila de problemele culturale.

2. Pand in 1935, activitatile culturale erau desfasurate de ,,Ministerul
Educatiei”’; dupa infiintarea ,,Ministerului Culturii” in 1935, aceste
activitati au continuat sub egida sa.

3. Ministerul Culturii si-a continuat activitatile pana in 1941, iar intre 1941 si
1971 responsabilitatea a fost preluata de ,,Ministerul Educatiei Nationale”.

4. Tn 1971, ,,Ministerul Culturii” a fost restabilit si inclus in organizatia
,,Directoratelor Generale”.

5. Ministerul a fost inchis prima data in 1972 si reinfiintat ulterior.

6. In 1977 a fuzionat cu ,,Ministerul Educatiei Nationale” pentru a forma
»Ministerul Educatiei si Culturii Nationale”.

7. S-a separat din nouin 1978, devenind ,,Ministerul Culturii”.

8. Dupa lovitura de stat din 1980, a fost transformat in ,,Ministerul Culturii si
Turismului”.

9. Dupa aceasta perioadd, au existat fuziuni ocazionale cu ministere
independente sau Ministerul Turismului, iar in prezent fsi continud
activitatea ca Ministerul Culturii si Turismului. Examinarea implicatiilor
acestor schimbari in legislatie si compararea structurii teoretice cu
experientele practice va fi importanta.

CONCLUzZII

De la infiintarea Ministerului Culturii si Turismului, pe baza politicilor de
stat si planurilor de dezvoltare, s-au succedat modificari continue ale denumirii,
angajatilor, principiilor de lucrussi politicilor. in urma abordarii neo-liberale de dupa
1980, lipsa increderii in institutie si nerespectarea de catre institutie a propriei
legislatii si politici au devenit tot mai evidente. Motive precum pierderea functiilor
de monitorizare si pierderea functionalitatii in politici au provocat probleme
pentru culegatorii (arhivistii) activiin domeniul etnocoreologiei. Persoane ndscute
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in aceasta tard, care continuda sa locuiasca  aici, au cumpdrat arhive
etnocoreologice de la propriul lor minister, in timp ce multi altii au cules, fara
supervizare, artefacte culturale si le-au dus 1n tarile lor.

Exportul neautorizat de materiale etnocoreologice Tn afara tarii fara
controlul si permisiunea Ministerului Culturii este o forma de inginerie inversa. O
recomandare pentru Ministerul Culturii si Turismului ar fi sa elaboreze un act in
colaborare cu Departamentele de Dans Traditional Turcesc care sa corespunda
conditiilor actuale, cu accent pe activitatea in teren, arhivare si acordarea
accesului public la materialele etnocoreologice.
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SUMMARY

This study examines the evolving practices of dance transmission within the
Macedonian Orthodox diaspora community in Vienna, with particular focus
on the dance group ‘KUD Makedonka’ affiliated with the church ‘St. Naum
Ohridski’.?®  Positioned  within  the broader framework of
ethnomusicological migration and minority studies, the paper highlights
the role of traditional music and dance in maintaining cultural memory and
reinforcing ethnic identity. Drawing on participant observation, interviews,
virtual ethnography, and autoethnographic reflections as a dance
instructor since 2012, the study analyses how amateur-led transmission has
shifted toward increasing involvement of ‘professional’ choreographers.
Special attention is given to the influence of digital media platforms such as
YouTube, which not only facilitate access to choreographic material but
also raise questions around authorship and authenticity. The paper argues
that these dynamics contribute to the emergence of unique, locally
embedded choreographic practices within the Viennese diaspora context.
The analysis is situated within theoretical debates on minority
representation, cultural continuity, and transformation in transnational
settings.

REZUMAT

Studiul de fatd analizeaza evolutia practicilor de transmitere a dansului in
cadrul comunitdtii diasporei macedonene ortodoxe din Viena, cu accent
deosebit pe grupul de dans KUD Makedonka, dfiliat Bisericii Sf. Naum
Ohridski?®. ~ Situdndu-se in contextul mai extins al migratiei
etnomuzicologice si al studiilor despre minoritdti, articolul pune in lumina
rolul muzicii si dansului traditionale in mentinerea memoriei culturale si
consolidarea identitatii etnice. Valorificdnd observarea participativa,
interviuri, etnografia virtuald si reflectiile autoetnografice in calitatea mea
de instructor de dans incepdnd cu anul 2012, studiul analizeaza modul in
care transmiterea prin intermediul amatorilor a evoluat inspre o implicare

29 KUD (Kulturno-umetnic¢ko drustvo): A cultural-artistic society common in the former Yugoslavia
and its diaspora, dedicated to preserving traditional dance, music, and heritage through
community-based performance and education.

30 KUD (Kulturno-umetni¢ko drustvo): o asociatie cultural-artisticd foarte raspandita in fosta
lugoslavie si diaspora acesteia, dedicatd conservarii dansului, muzicii si patrimoniului traditionale
prin educarea comunitatii si practicarea lor in cadrul acesteia.
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tot mai mare a coregrafilor ,,profesionisti”. Se acordd o atentie speciald
influentei platformelor media digitale ca YouTube, care nu doar inlesnesc
accesul la materialul coregrafic, ci ridicd si intrebdri legate de autorat si
autenticitate. Articolul argumenteazd cd aceste dinamici contribuie la
aparitia unor practici coregrafice unice, incadrate in contextul diasporei
vieneze. Andliza se pozitioneazd in cadrul dezbaterilor teoretice despre
reprezentarea minoritatilor, continuitatea culturald si transformarea in
contexte transnationale.

Keywords
Diaspora, Identity, Dance transmission, Folklore ensembles, Macedonian
migrants, Embodied heritage.

INTRODUCTION- BACKGROUND AND RESEARCH FOCUS

Upon my arrival at the University of Vienna to pursue my master’s degree,
| was afforded the unique opportunity to assume the role of choreographer for
the Macedonian migrant folklore ensemble, ‘KUD Makedonka.” This experience
marked my initial, substantial engagement with the Macedonian migrant
community and sparked a deep curiosity regarding their cultural practices. This
encounter profoundly reshaped my academic trajectory, prompting a strong
interest in the intersections of migration, identity, and cultural expression.

Immersing myself in the Macedonian Orthodox community of ‘St.
Naum’ in Vienna, | observed notable differences between the cultural practices of
this migrant group and those in the Republic of North Macedonia. Guided by my
anthropological training, | began documenting these differences through detailed
ethnographic fieldwork. Over three years of participant observation, | collected
valuable data, which revealed how dance and music serve as essential markers of
identity within this community. These experiences laid the foundation for my
research, which explores how traditional cultural expressions, particularly dance,
are maintained, transformed, and negotiated within the diasporic context.

Understanding the Term ‘Macedonia’

The term ‘Macedonia’ encompasses a complex historical and
geographical narrative that is crucial for understanding the identity struggles of
its people. Situated in the heart of the Balkans, Macedonia is traditionally divided
into three regions: Aegean Macedonia (in northern Greece), Vardar Macedonia (in
the Republic of North Macedonia), and Pirin Macedonia (in southwest Bulgaria),
with a small portion also extending into Albania (cf. Cowan, 2000:104).

Cowan (ibid.) emphasizes that ‘Macedonia’ denotes a region with
contested boundaries and deep historical significance. Once an ancient kingdom,
it later became a divided territory between Greece, Serbia, and Bulgaria after 1913,
and now often refers to the Republic of North Macedonia. The term holds
multiple meanings: it represents the kingdom of Alexander the Great; a Balkan
region and a nation-state; and for many individuals, it reflects a complex mix of
identities rooted in the region’s diverse heritage. Similarly, Dimitrov (2016), a
research interlocutor and a Macedonian student in Vienna, argues that
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Macedonian identity is context-dependent, shaped by factors such as residence,
nationality, and birthplace. In contrast, first-generation migrants draw a clear
distinction between a ‘true Macedonian’ (ethnically and religiously Orthodox) and
‘other Macedonians’ (citizens of the Republic).

Macedonia’s complex history has led to ongoing debates about its name
and the definition of its people. The concept of Macedonian identity is a relatively
recent development, emerging in the early 20th century and crystallizing during
the llinden uprising (1913). This identity was further institutionalized under Tito’s
Yugoslavia in 1946, marking a significant turning point in ‘new’ Macedonian
history.

Before the 20th century, identity was primarily defined by regional and

religious affiliations. Cowan (2000:143) notes that during the Ottoman Empire,
religion was the main determinant of social belonging, with the term ‘rayah’ used
to describe non-Muslim peasants.'
In this context, anyone residing within the geographical boundaries of Macedonia
could theoretically be called Macedonian, regardless of ethnic or religious origin.
However, in actu, the label ‘Macedonian’ is predominantly applied today to Slavic-
speaking Orthodox individuals within the borders of the Republic of North
Macedonia (formerly known as the Yugoslav republic of ‘Vardarska Makedonija’)
and in the Diaspora.

Fig. 1. Macedonia (fruit salad),12 April 2017, Cannes, France. Photograph by the
author.

31 ‘Rayah’ (Turkish: reaya): An Ottoman term referring to the non-Muslim tax-paying population,
often peasants, seen as subjects under the protection and authority of the state.
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MACEDONIAN COMMUNITY IN VIENNA

The concept of ‘diaspora’ has undergone significant redefinition within
the ethnomusicological discourse. Hemetek (2008:8) emphasizes that while the
term originally referred to forced migration and the impossibility of return, it is
now understood more broadly to encompass migrant communities with ongoing
cultural ties to their homeland. This perspective is particularly relevant when
examining the Macedonian Orthodox community in Vienna, which, despite
multiple migration waves, continues to maintain a strong relationship with its
cultural origins through religious, linguistic, and musical practices.

In diaspora communities, identity is not merely a matter of origin, but
rather a dynamic and evolving process. As Palmberg and Kirkegaard (2002) note,
identity is shaped through representation and self-affirmation. In this context,
music becomes a vital medium for articulating collective identity, connecting
generations and communities through shared practices. Richards (1998)
emphasizes that performance acts as a form of collective memory, enabling
individuals to engage with both personal and communal histories. In
contemporary contexts, music fosters both resilience and resistance, functioning
as a means to assert identity and navigate shifting social environments. Stokes
(1994) further suggests that music does not simply reflect societal structures but
actively shapes them, establishing boundaries and forging identities. The
participatory nature of music and dance fosters unity, providing a communal
space where social dynamics are expressed and negotiated.

The concept of ethnic identification, as defined by Vrazinovski (2005),
includes both self-identification and the way individuals are perceived by others.
In the early stages of migration, local and regional identities often took
precedence over a broader national identification. However, over time, many
migrants developed stronger connections to a unified Macedonian identity,
maintaining cultural roots regardless of their birthplace or fluency in the
Macedonian language. Macedonian migration has been shaped by several unique
characteristics: Motivations for Migration - Primarily economic and political;
Diverse Resettlement Patterns; Ethnic Organizations - Community groups, often
influenced by historical and political connections to Bulgaria, Greece, and
Yugoslavia; State-Emigrant Relations. The policy of ‘Yugoslavization’ sparked
resistance among many migrants, contributing to complex and layered national
identities.

Building on these themes, Vrazinovski (ibid.) identifies five major phases
of Macedonian migration, each shaped by distinct socio-political developments:

- Pre-llinden Uprising (before 1903): Socially motivated migration, poorly
documented in historical records.

- Post-llinden to the Balkan Wars (1903-1912): Increased emigration due to
deteriorating living conditions; early Macedonian diaspora organizations
emerged.
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- Balkan Wars to World War Il (1912-1945): Marked by large-scale
displacement resulting from assimilation policies in neighbouring
countries.

- Post-World War Il to the 1960s: Triggered by political repression and the
aftermath of the Greek Civil War, leading to a more pronounced national
consciousness among exiles.

- 1960s to Present: Facilitated by liberalized emigration policies in socialist
Yugoslavia, this phase saw increased migration and the revitalization of
cultural and religious life in the diaspora.

Following the establishment of the Macedonian republic within the
Yugoslav federation, a notable wave of migration to Austria began (John &
Lichtbau, 1993:11). By early 2020, 30.8% of Vienna’s population held foreign
citizenship, 36.7% were born abroad, and approximately 45.9% had a migration
background (Grauber & Leitner-Stojanov, 2022:131). According to Macedonian
ambassador Osvit Rosoklija, around 25,000 individuals with Macedonian
citizenship currently reside officially in Vienna. However, this figure excludes
second- and third-generation migrants born in Austria or those who have acquired
Austrian citizenship. Moreover, roughly 10,000 additional Macedonians are
believed to reside in Austria using other national passports. With Bulgaria’s EU
accession, many Macedonians took the opportunity to obtain EU passports,
further facilitating access to the European labor market.

CULTURAL IDENTITY EXPRESSION - INITIAL FIELDWORK

My ethnographic engagement with the Macedonian migrant community
in Vienna beganin 2012, when l assumed the role of choreographer for the folklore
ensemble KUD Makedonka. Despite the relatively small size of the community, |
encountered pronounced internal divisions along ethnic, religious, and political
lines. Amidst this fragmentation, dance, particularly the ‘oro’ emerged as a potent
symbol of cohesion. Over time, it became evident that dance held a more central
role within the diaspora than in North Macedonia itself, where it has largely faded
from everyday practice. For many second- and third-generation migrants, often
with limited proficiency in the Macedonian language, dance functioned as a
crucial medium for cultural expression and identity preservation, frequently
surpassing religious practice in significance.

Language, however, remains the principal marker of identity among
Macedonians in Vienna. With minimal institutional support, language transmission
occurs primarily within the family sphere. At ‘St. Naum’ and ‘KUD Makedonka’
(SiemenstraRe 26), the exclusive use of Macedonian constructs symbolic spaces
of a ‘mini-Macedonia.” Many Interviews confirm the language’s central role; even
in interethnic households, the use of Macedonian is often perceived as essential
to sustaining cultural continuity. While more recent migrants may prioritize
integration into Austrian society, participants in cultural initiatives consistently
frame language as a vital link to their heritage.
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Religious identity presents a more intricate picture. Although many
interlocutors asserted that being Macedonian transcends confessional lines,
Orthodox Christianity remains the dominant cultural reference (Miovski, 1999).
Some Muslim Macedonians privately maintain Orthodox customs, reflecting
nuanced identity negotiations. Others affiliate with Albanian or Turkish religious
communities, yet continue to self-identify as Macedonians. The Macedonian
Orthodox Church’s declaration of autocephaly in 1967 (Miovski, 1999) significantly
bolstered national consciousness. In Vienna, two parishes—St. Naum Ohridski
(est. 1993) and St. Nikola (est. 2008) function as vital, albeit relatively insular, sites
of cultural preservation.

Music and dance serve as foundational pillars for the maintenance of
Macedonian identity abroad. Ristovski (1987) described folk culture as a
historically layered synthesis of Slavic-Balkan traditions, while Kalichanin (1998)
and Miovski (1999) emphasized the pivotal role of folklore groups in the
intergenerational transmission of cultural practices. In the Viennese context,
music and dance not only structure social gatherings but also mediate tradition
through modern forms—synthesizers and accordions often accompany the
performances. Turbo-folk, although widely consumed, is frequently critiqued for
its commercialization of heritage.

As Pajtondjiev (1973:49) observed, folk dance embodies a people’s
earliest forms of spiritual expression. Dimovski (1977:16-17) identified the stylistic
features of Macedonian dances, particularly the open circle formations
characterized by elegance, dynamic pacing, and distinctive step patterns. These
dances typically evolve from slow to fast tempos and are performed using full or
half-foot techniques, depending on rhythm and tempo. Janevski, Ili¢ & Vitanova
(2008) proposed a typology based on region, function, formation, gender, and
stylistic features. In diasporic settings, however, social dances are primarily
performed in mixed-gender open circles. In the cultural associations ‘KUDs’, new
formations have emerged, including linear, solo, and gender-separated segments,
particularly in choreographic conclusions. The traditional male-led circle structure
has largely vanished in Vienna. Even within ensembles, the symbolic meanings of
dances are frequently subordinated to aesthetic considerations, indicating a shift
from participatory tradition to performative display.

Traditional costumes, though not part of everyday migrant life, remain
powerful visual markers of ethnic identity, particularly within folklore groups. The
Skopje-area costume, popularized by the national ensemble Tanec since 1948, has
become emblematic of Macedonian representation. Among migrants, idealized
perceptions of authenticity persist, with vibrant red costumes often preferred.
This process of cultural reproduction reflects what Hemetek (2007:51) describes
as the strategic use of the past to maintain collective memory, where ethnicity
serves as a central organizing category. Such constructions often involve the
creation of symbolic boundaries which help articulate identity within diaspora (cf.
Hemetek, 2001:88). Drawing on Anderson’s (2016) notion of nations as imagined
communities, these expressions rely heavily on visual and sonic markers such as
costumes, instruments, and stylistic performance elements.
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Media also plays a formative role in shaping identity. Despite a clear
preference for traditional musical forms, turbo-folk dominates both local and
diaspora media, influencing the musical preferences of younger generations.
Rhythm, particularly the use of asymmetrical meters such as 5/8, 7/8, and 9/8,
functions as a key identifier of Macedonian music. Though these meters are
shared with neighbouring traditions, they are widely perceived as culturally
emblematic.

Traditional instruments including the gajda (bagpipe), kaval (flute),
tambura (lute), tapan (drum), and zurla (oboe), retain a cherished status among
migrants. They serve as auditory symbols of ethnic continuity and emotional
belonging. For some, such as a kaval student in Vienna, playing these instruments
provides a profound reconnection to ancestral roots. Gendered roles in music-
making persist: men are more frequently involved in instrumental performance,
while women dominate vocal and dance traditions. Although these roles are
gradually evolving, conventional gender expectations remain resilient in diasporic
settings.

Disillusionment with Macedonian institutions both governmental and
ecclesiastical, contributes to a waning affective attachment to the homeland.
Nevertheless, families continue to instil a robust ethnic consciousness in their
children, fostering pride in language, history, and culture. Marital patterns tend to
follow ethnic lines, not necessarily due to nationalist sentiment, but rather shared
cultural frameworks and values. Many migrants describe an intensified sense of
nostalgia, constructing idealized visions of Macedonia through the institutions
and practices of diaspora life, particularly within churches and dance groups.

Identity within the Macedonian diaspora in Vienna is less defined by static
territorial affiliations and more by fluid intersections of political, emotional, and
cultural dynamics. Dance emerges as a central medium through which these
dynamics are enacted, negotiated, and transmitted across generations.

DANCE TRANSMISSION - PRACTICES AND MEANINGS

As discussed in the previous sections, dance occupies a central position in
the cultural transmission of identity, values, and memory among Macedonian
migrants in Vienna. Beyond mere entertainment, it functions as a crucial social
medium through which historical experiences, collective emotions, and a sense of
belonging are embodied, enacted, and intergenerationally conveyed. Dance
persists as a robust site and process of cultural continuity. Even as participation in
other traditional practices declines, dance remains resilient, particularly among
second- and third-generation migrants. This endurance underscores its role not
merely as a symbolic identity marker, but as a lived, embodied practice charged
with emotional and social significance.

The folklore ensemble ‘KUD Makedonka’- Vienna provides structured yet
affective environments for the transmission of dance, music, costume, and
communal values. Kalichanin (1998) notes that such associations serve critical
roles in migrant contexts, offering young people access to traditional practices
and the formation of collective identities. Through regular rehearsals,
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performances, and tours, participants do more than memorize choreography;
they internalize cultural narratives that define Macedonian-ness in the diaspora.

These ensembles often assume quasi-institutional functions,
compensating for the absence of formal cultural infrastructures. The community
around ‘St. Naum’ cultivated a ‘mini-Macedonia,” emphasizing Macedonian
language, customs, and the symbolic curation of dance repertoires. Interviews
with members revealed that many second-generation participants encountered
Macedonian culture primarily through these activities. As Miovski (1999)
suggests, folklore ensembles abroad operate under different imperatives than
those in the homeland. In the diaspora, the preservation of culture becomes
urgent. Dance is no longer only aesthetic or recreational; it becomes a political
assertion of cultural survival - a declaration that ‘we are still here.’

Organized Macedonian dance activity in Vienna dates back to the late
1970s, with the formation of the ‘llinden’ section under the Yugoslav cultural
society ‘Jedinstvo.’” The group’s initial choreographer, Borce Lozanovski
(‘Daskalceto’), a Macedonian language teacher, sought to adapt social dances for
staged performances. Inspired by Ensemble Tanec and emerging choreographic
trends, he faced technical constraints and a limited dancer base within, at that
time, small Macedonian community, which functioned under a broader Yugoslav
identity.

The choreographies created were rudimentary, often performed in
private traditional attire or Serbian costumes borrowed from better-resourced
sections within Jedinstvo. The group remained active until the late 1980s.

Fig. 2: KUD Jedinstvo - llinden, PraterstraRe 9, 1020 Vienna, 1979. Credit: Borce
Lozanovski.

The dissolution of Yugoslavia, the emergence of an independent
Macedonian state, and increased migration to Austria prompted a push for
distinct cultural institutions. In 1993, the Macedonian cultural association ‘St.
Naum’ was founded. Initially, gatherings were limited to national holidays and
celebrations, where traditional dances were performed informally.

A decisive turning point occurred in 2009 with the acquisition of a
dedicated space at Siemensstral3e 26. Shortly thereafter, the folklore ensemble
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‘KUD Makedonka’ was established as a section of ‘St. Naum,’ primarily composed
of the children of association members. In its early phase, local dancers and
musicians created simple choreographies inspired by Tanec, using VHS recordings
for guidance. Music was often of poor quality, informally sourced from peers or
other diaspora groups. Costumes were inexpensive replicas, constrained by
limited funding and the absence of a formal costume department. KUD
Makedonka officially began semi-independent activities in 2010.

The influx of new migrants with Bulgarian documents in the 2010s and the
burgeoning size of the Macedonian minority in Vienna catalyzed the group’s
expansion. Access to online platforms such as YouTube enabled easier adoption
of Tanec choreographies, while copyright remained a negligible concern. At this
stage, professionally trained choreographers joined the group, and between 2012
and 2015, the ensemble also experimented with live music performances using
traditional instruments occasionally, in order to avoid legal conflicts.

As financial stability improved, the group began acquiring authentic
Macedonian costumes. Borrowed Serbian costumes were phased out, and
increased attention was given to the cultural specificity of attire. After a brief
stagnation during the COVID-19 pandemic, the ensemble resumed activities in
2023 under another professionally trained instructor. Renewed investment in
costumes and choreographies coincided with growing copyright constraints. To
navigate these restrictions, the current dance instructor Irena Mladenovi¢ began
creating ‘Viennese-specific’ choreographies and dance soundtracks by mixing and
editing YouTube material. Although these compilations were sonically
inconsistent, they allowed for legal compliance and reflected local innovation. In
a recent interview, Mladenovi¢ affirmed the aspiration to produce diaspora-
generated choreographies, but acknowledged the logistical and financial
burdens. Instead, in October, 2024 and March, 2025, the ensemble hosted Tanec
choreographer Jovica BlaZevski for two workshops, resulting in the acquisition of
two choreographies: ‘Malesevka’ and ‘Radoviski Sobor.’

Makedonka.
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The group is now exploring Al technologies to assist in the generation of
music, choreographies, and costume designs. However, apprehension regarding
community reception has thus far prevented implementation.

The transmission of dance knowledge among Macedonian migrants
extends beyond organized ensembles. Informal events, weddings, name days,
New Year’s parties, and birthdays have long served as vital arenas for embodied
learning. Migrants of the 1960s reconstituted festive environments where
traditional dances were taught and sustained.

Learning in these contexts occurred through observation and imitation.
Elders often led the dancing circles, and younger participants absorbed the steps
intuitively. Popular dances in these settings included regionally widespread ‘oros’
such as Pravo, Pajdusko, Eleno Mome, Sitno Oro, Cacak, etc. These shared dances
facilitated social cohesion across migrant backgrounds.

Reflecting broader Yugoslav interconnectivity, Serbian dances like the
UZicko Kolo were also commonly performed. The multiethnic character of
Vienna’s diaspora encouraged hybrid repertoires, enriching local dance culture
while preserving Macedonian practices at its core.

The dance repertoire of Vienna’s Macedonian community reveals a
dynamic negotiation between tradition and adaptation. Social ‘oros’ such as
Pravo, Trojka, Pajdusko, Eleno Mome, Kucano, Sitno (cigancica), Cacak, etc.,
constitute the backbone of festive gatherings. In ensemble contexts, the
repertoire is largely influenced by Tanec’s canon, though reinterpreted through
the diaspora lens. In informal settings, only open-circle dances are performed;
choreographic structure is looser, gender roles are fluid, and intergenerational
participation is common. Formal choreographies, however, often retain
traditional gender roles and adopt visual innovations including solo segments, line
formations, and prop usage for enhanced stage appeal.

These evolving practices occasionally generate confusion or contestation.
Dances or costumes from lesser-known regions, such as Aegean Macedonia, are
sometimes rejected or misidentified, reflecting dominant national narratives that
obscure regional diversity. As Ristovski (1987) and Dimovski (1977) have
emphasized, folk dances are deeply embedded in specific historical and regional
contexts, which risk misinterpretation when transposed.

Dance is not solely a technical or symbolic activity — it is a form of
embodied memory and emotional expression. Pajtondjiev (1973:49) asserts that
“dance arises from the spiritual essence of a people, encapsulating their historical
struggles, joys, and transformations. Macedonian dances, often set in
asymmetrical rhythms (e.g., 7/8 or 9/8), reveal cultural adaptations shaped by
Ottoman rule, during which music and dance offered safe spaces for expression.”

In the diaspora, this affective dimension gains heightened resonance. For
many migrants and their descendants, dance becomes a visceral means of
reconnection. One participant described dancing as cathartic, even without fully
grasping its historical layers — underscoring the power of movement to forge
belonging beyond linguistic or intellectual comprehension.



79

Dance also constitutes a key site for identity negotiation
intergenerationally, interculturally, and in relation to host society norms. While
some interlocutors emphasized participation and descent over language or
religion, others voiced concern about cultural ‘modernization’ or dilution. The rise
of turbo-folk, for instance, has sparked debate: some see it as compromising
tradition, others as a legitimate evolution of the diaspora’s sonic identity.

Folklore ensembles often mediate these tensions, striving to attract
younger participants while safeguarding tradition. The experience showed that
the absence of educated dance instructors and of administrative boards in the
‘KUDs’ can result in misattribution or oversimplification, yet these amateur
groups remain essential venues for both preservation and innovation. Their
ongoing efforts to navigate aesthetic, logistical, and ethical challenges illustrate
the complex landscape of cultural transmission in the diaspora.

CONCLUSION

Theinterplay of dance, music, and identity within the Macedonian migrant
community in Vienna reveals the dynamic nature of cultural heritage in diasporic
contexts. Far from being static remnants of the past, these practices serve as
living, adaptive expressions of belonging and continuity. Dance, in particular,
emerges as a powerful cultural anchor - an embodied form through which
memory, emotion, and collective identity are sustained and negotiated across
generations.

In  Vienna, folklore ensembles, communal celebrations, and
intergenerational teaching environments act as vital sites of cultural transmission.
Within these spaces, tradition is not merely preserved but actively reinterpreted
to reflect the lived realities of diaspora. Elements such as language, dance,
costume, musical instruments, and rhythm—especially the asymmetrical meters
characteristic of Macedonian music, gain heightened symbolic value, anchoring
individuals to an imagined homeland while fostering a sense of unity amidst
internal diversity.

This ongoing reconfiguration of tradition challenges essentialist notions
of identity and highlights the agency of migrant communities in shaping their
cultural narratives. As younger generations engage with these practices,
sometimes selectively or in hybridized forms, they contribute to a transnational
redefinition of what it means to be Macedonian today.

Importantly, my personal experiences as a migrant (student) in Vienna
have proven valuable to this fieldwork, allowing for an analysis from both insider
and outsider perspectives—a dual positioning that aligns with Nettl’s (2005)
reflections on fieldwork across cultural boundaries.

Ultimately, this study underscores the need for further research into the
evolving forms of cultural expression within migrant communities. Understanding
how dance and music function not only as aesthetic practices but also as mediums
of identity negotiation offers valuable insight into the broader processes of
cultural resilience and transformation in the diaspora.
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TRANSMITEREA DANSULUI IN COMUNITATEA
MACEDONEANA DIN VIENA

Cuvinte cheie
Diaspora, identitate, transmiterea dansului, ansambluri folclorice, imigranti
macedoneni, patrimoniu incorporat

INTRODUCERE - CONTEXT SI DIRECTIE DE CERCETARE

La sosirea mea la Universitatea din Viena pentru a-mi obtine diploma de
master, mi s-a acordat ocazia unica de a prelua rolul de coregraf al ansamblului
folcloric de imigranti macedoneni numit KUD Makedonka. Aceasta experienta a
marcat prima mea implicare importanta in comunitatea de imigranti macedoneni
si a aprins o curiozitate intensa in legatura cu practicile lor culturale. Aceasta
intalnire a restructurat In profunzime parcursul meu academic, dand nastere unui
interes aparte pentru intersectarile dintre migratie, identitate si exprimare
culturala.

Implicandu-ma intens in comunitatea macedoneana a Bisericii Sf. Naum
din Viena, am observat diferente notabile intre practicile culturale ale acestui grup
de imigranti si cele din Republica Macedonia de Nord. Ghidat de studiile mele de
antropologie, am fnceput sd analizez aceste diferente printr-o activitate
etnograficd detaliata in teren. Pe parcursul a trei ani de observare participativa,
am adunat informatii valoroase, care au relevat modul in care dansul si muzica
servesc drept repere identitare esentiale in cadrul acestei comunitati. Aceste
experiente au pus bazele cercetdrii mele, care analizeaza modul in care formele
de exprimare culturald traditionale, in special dansul, sunt pdstrate, transformate
si negociate in contextele diasporelor.

INTELEGEREA TERMENULUI ,,MACEDONIA”

Termenul ,,Macedonia” cuprinde un discurs istoric si geografic complex,
crucial pentru intelegerea luptelor pentru identitate ale poporului sau. Situata in
inima Balcanilor, Macedonia este impartitd, prin traditie, in trei regiuni: Macedonia
(in nordul Greciei, la Marea Egee), Macedonia Vardarului (in Republica Macedonia
de Nord) si Macedonia Pirinului (in sud-vestul Bulgariei), cu o mica portiune care
se extinde si in Albania (cf. Cowan, 2000:104).

Cowan (ibid.) subliniaza cd,,Macedonia” desemneaza o regiune cu granite
contestate si cu o semnificatie istorica profunda. Candva un regat antic, a devenit
ulterior un teritoriu impartit intre Grecia, Serbia si Bulgaria dupa 1913, iar acum se
refera adesea la Republica Macedonia de Nord. Termenul detine semnificatii
multiple: reprezinta regatul lui Alexandru cel Mare; o regiune din Balcani si o
natiune-stat; iar pentru multi oameni, reflecta un amestec complex de identitati
fixate in mostenirea divers3 a regiunii. In mod asemanator, Dimitrov (2016), coleg
de cercetare sistudent macedonean la Viena, sustine ca identitatea macedoneana
depinde de context, e modelata de factori cum sunt resedinta, nationalitatea si
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locul de nastere. Prin contrast, imigrantii din prima generatie fac o deosebire clara
intre ,,macedoneni adevdrati” (ortodocsi din punct de vedere etnic si religios) si
,,alti macedoneni” (cetateni ai Republicii).

Istoria complexd a Macedoniei a generat polemici permanente despre
denumirea sa si definirea poporului sau. Conceptul de identitate macedoneana s-
a dezvoltat destul de recent, apdrand la Tnceputul secolului al XX-lea si
cristalizandu-se in timpul Rascoalei de Ilinden (1913). Ulterior, statutul ei oficial a
fost consolidat Tn lugoslavia condusa de Tito, Tn 1946, marcand un semnificativ
punct de cotiturd in istoria macedoneana ,,noua”.

Tnainte de secolul al XX-lea, identitatea era definitd preponderent prin
afilierile regionale si religioase. Cowan (2000:143) observa cd in timpul Imperiului
Otoman religia era principalul factor determinant al apartenentei sociale,
termenul otoman rayah (in turca: reaya) fiind folosit pentru a desemna populatia
ne-musulmand platitoare de biruri, formatd adesea din tarani, considerati supusi
aflati sub protectia si autoritatea statului®.

In acest context, oricine care locuia in interiorul granitelor geografice ale
Macedoniei putea fi numit, teoretic, macedonean, indiferent de originea etnica
sau religioasd. Cu toate acestea, in actu, eticheta de ,,macedonean” se aplica
astazi cu preponderentd persoanelor de religie ortodoxa, care vorbesc o limba de
origine slava, din interiorul granitelor Republicii Macedonia de Nord (cunoscuta in
trecut drept republica iugoslava Vardarska Makedonija) si din diaspora.

Fig. 1: Macedonia (salatd de fructe),12 aprilie 2017, Cannes, Franta. Fotografie
realizatd de autor

32 Rayah” (in turca: reaya): termen otoman folosit pentru a desemna populatia ne-musulmand
platitoare de biruri, formatd adesea din tarani, considerati supusi aflati sub protectia si autoritatea
statului.
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Comunitatea macedoneana din Viena

Conceptul de ,,diaspora” a trecut prin redefiniri semnificative Tn cadrul
discursului etnomuzicologic. Hemetek (2008:8) subliniaza ca termenul, care se
referea initial la migratia fortata si la imposibilitatea intoarcerii, este in prezent
inteles in sens mai larg ca incorporand comunitatile de imigranti care mentin
legaturi culturale cu tara natalda. Aceasta perspectiva este deosebit de relevanta
atunci cand analizam comunitatea macedoneand ortodoxa din Viena, care, in
pofida multiplelor valuri de imigratie, continua sa mentina o relatie solida cu
originile sale culturale prin practici religioase, lingvistice si muzicale.

In comunitatile din diaspore, identitatea nu este doar o problema de
origine, ci mai degraba un proces dinamic si evolutiv. Dupa cum remarca Palmberg
si Kirkegaard (2002), identitatea este modelatd prin reprezentare si auto-afirmare.
In acest context, muzica devine un mediu vital pentru articularea identitatii
colective, conectarea generatiilor si comunitatilor prin practici comune. Richards
(1998) subliniazad ca interpretarea artistica actioneaza ca o forma de memorie
colectiva, dand posibilitatea indivizilor sa intre Tn contact atat cu istoria personalg,
cat si cu cea a comunitatii. In contexte contemporane, muzica favorizeaza atat
rezilienta, cat si rezistenta, functionand ca un mijloc de afirmare a identitatii si de
orientare in medii sociale aflate in permanentd schimbare. Stokes (1994)
sugereaza In continuare ca muzica nu reflecta pur si simplu structurile societatii,
ci le modeleaza in mod activ, stabilind limite si construind identitati. Natura
participativd a muzicii si dansului sustine unitatea, oferind un spatiu comun unde
dinamicile sociale sunt exprimate si negociate.

Conceptul de identificare etnicd, asa cum este definit de Vrazinovski
(2005), include atat auto-identificarea, cat si modul in care indivizii sunt perceputi
de céatre ceilalti. In etapele timpurii ale migratiei, identitatile locale si regionale
aveau adesea intaietate Tn fata unei identificari nationale mai extinse. Cu toate
acestea, in timp, multi imigranti au dezvoltat legaturi mai puternice cu o identitate
macedoneana unificatd, mentinandu-si radacinile culturale indiferent de locul lor
de nastere sau de cat de fluent vorbesc limba macedoneana. Migratia
macedoneana a fost modelata de cateva caracteristici unice: Motivatiile
Migratiei — Preponderent economice si politice; Tipare Diverse de Relocare;
Organizatii Etnice — Grupuri Comunitare, adesea influentate de legaturi istorice si
politice cu Bulgaria, Grecia si lugoslavia; Relatii Stat-Emigrant. Politica de
niugoslavizare” a declansat o reactie de rezistenta printre multi imigranti,
contribuind la formarea de identitati nationale complexe si stratificate.

Pornind de la aceste teme, Vrazinovski (ibid.) identifica cinci faze majore
de emigratie macedoneand, fiecare modelata de evolutii socio-politice distincte:

- Tnainte de Rascoala llinden (inainte de 1903): emigratie motivata social,
slab documentata in sursele istorice.

- Post-llinden pand la Razboaiele Balcanice (1903-1912): emigratie crescuta
datorita conditiilor de trai deteriorate; au aparut organizatiile timpurii ale
diasporei macedonene.
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- De la Razboaiele Balcanice pana la Al Doilea Razboi Mondial (1912-
1945): marcatd de dislocare pe scara larga in urma politicilor de asimilare
din tarile invecinate.

- Dupa Al Doilea Razboi Mondial pana in anii 1960: cauzata de represaliile
politice si de consecintele Razboiului Civil Grec, ducand la o constiinta
nationald mai pronuntata in randurile exilatilor.

- Din anii 1960 pana in prezent: facilitata de politicile de emigrare
liberalizate din lugoslavia socialista, aceasta etapa a dus la cresterea
emigratiei si la revitalizarea vietii culturale si religioase din diaspora.

Dupa instituirea republicii macedonene in cadrul federatiei iugoslave, a
fnceput un val important de emigratie inspre Austria (John & Lichtbau, 1993:11).
Pana la inceputul anului 2020, 30,8% din populatia Vienei avea cetatenie straing,
36,7% erau nascuti Tn straindtate, iar aproximativ 45,9% aveau un istoric de
imigratie (Grauber & Leitner-Stojanov, 2022:131). Dupa cum declard ambasadorul
macedonean Osvit Rosoklija, Tn jur de 25.000 de persoane cu cetdtenie
macedoneana locuiesc n prezent in mod oficial in Viena. Totusi, aceasta cifra nu fi
include pe imigrantii de a doua si a treia generatie ndscutin Austria sau pe cei care
au obtinut cetatenia austriaca. Mai mult, se crede ca in jur de 10.000 de alti
macedoneni locuiesc Tn Austria folosind alte pasapoarte nationale. Odatd cu
aderarea Bulgariei la UE, multi macedoneni au profitat de oportunitatea de a
obtine pasapoarte UE, ceea ce le-a facilitat si mai mult accesul la piata de munca
europeana.

EXPRIMAREA IDENTITATII CULTURALE - ACTIVITATEA INITIALA iN TEREN

Implicarea mea etnografica in comunitatea de imigranti macedoneni din
Viena a nceput in 2012, cand am preluat rolul de coregraf pentru ansamblul
folcloric KUD Makedonka. Tn pofida dimensiunii relativ mici a comunitatii, am
intalnit disensiuni interne pronuntate pe teme etnice, religioase si politice. Tn
mijlocul acestei fragmentari, dansul, in special oro, a intervenit ca un puternic
simbol al coeziunii. De-a lungul timpului, a devenit evident ca dansul detinea unrol
mai important Tn diaspora decat in Macedonia de Nord, unde a dispdarut in mare
masura din practica de zi cu zi. Pentru multi imigranti de a doua sau a treia
generatie, adesea cu cunostinte limitate de limba macedoneand, dansul a
functionat ca un mediu crucial de exprimare culturala si de conservare a identitatii,
depdsind adesea, ca importantad, practica religioasa.

Cu toate acestea, limba ramane principalul reper identitar printre
macedonenii din Viena. Sprijinul institutional fiind minim, transmiterea limbii are
loc in primul rand in sfera familiei. La Sf. Naum si KUD Makedonka (Siemenstrafe
26), folosirea exclusiva a limbii macedonene construieste spatii simbolice ale unei
»mini-Macedonii”. Multe interviuri confirma rolul central al limbii; chiar si in
casatoriile interetnice, folosirea limbii macedonene este adesea considerata
esentialad pentru sustinerea continuitatii culturale. In timp ce pentru imigrantii mai
recenti integrarea in societatea austriaca ar putea fi prioritara, participantii la
initiativele culturale indica limba, in mod consecvent, drept o legatura vitala cu
mostenirea lor.
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Identitatea religioasa prezintd o imagine mai complicata. Desi multi
interlocutori au afirmat ca a fi macedonean este un fapt care transcende
credintele religioase, crestinismul ortodox ramane punctul de referinta culturala
dominant (Miovski, 1999). Unii macedoneni musulmani practica in privat obiceiuri
ortodoxe, reflectand negocieri identitare nuantate. Altii se afiliaza comunitatilor
religioase albaneze sau turcesti, dar continud sa se auto-identifice ca macedoneni.
Declaratia de autocefalie a Biserici Ortodoxe Macedonene din 1967 (Miovski,
1999) a avut un aport semnificativ la consolidarea constiintei nationale. Tn Viena,
doua parohii - Sf. Naum Ohridski (infiintata in 1993) si Sf. Nikola (infiintata in 2008)
functioneaza ca locasuri vitale, desi relativ izolate, de conservare culturala.

Muzica si dansul servesc drept piloni de baza pentru pastrarea identitatii
macedonene in strdindtate. Ristovski (1987) a caracterizat cultura folclorica drept
o sinteza stratificatd istoric de traditii slavo-balcanice, in timp ce Kalichanin (1998)
si Miovski (1999) au accentuat rolul esential al grupurilor folclorice in transmiterea
intergenerationald a practicilor culturale. In contextul vienez, muzica si dansul nu
doar structureazd reuniunile sociale, ci totodata mediaza traditia prin forme
moderne - sintetizatoare siacordeoane acompaniazd adesea spectacolele. Turbo-
folk-ul, desi consumat pe scara larga, este frecvent criticat pentru comercializarea
mostenirii culturale.

Asa cum a observat Pajtondjiev (1973:49), dansul traditional personifica
forma cea mai veche de exprimare spirituala a unui popor. Dimovski (1977:16-17)
a identificat trasaturile stilistice ale dansului macedonean, in special formatiile in
cerc deschis caracterizate de eleganta, ritmuri dinamice si tipare speciale de pasi.
Aceste dansuri evolueazd de regula de la tempouri lente spre tempouri rapide,
pasii se executa folosind intreaga talpa sau doar pe varfuri, in functie de ritm si
tempo. Janevski, lli¢ & Vitanova (2008) au propus o tipologie bazatd pe regiune,
functie, formatie, sexul dansatorilor si trasaturi stilistice. In contextele din
diaspore, Insd, dansurile sociale sunt executate in principal in cercuri deschise
formate atat din femei, cat si din barbati. in asociatiile culturale KUD au aparut noi
formatii, care includ segmente liniare, solo sau executate separat de femei si
barbati, cu precadere in sectiunile finale. Structura cercului traditional condus de
barbati a disparut in mare parte Tn Viena. Chiar sin cadrul ansamblurilor, sensurile
simbolice ale dansurilor sunt frecvent subordonate consideratiilor estetice,
indicand o deplasare de la traditia care punea accentul pe participare inspre o
etalare performativa.

Costumele traditionale, desi nu fac parte din viata de zi cu zi a vietii de
imigrant, raman repere vizuale puternice ale identitatii etnice, mai ales in cadrul
grupurilor folclorice. Costumul din zona Skopje, popularizat de ansamblul national
Tanec incepand cu anul 1948, a devenit emblematic pentru imaginea Macedoniei.
Printre imigranti persista perceptii idealizate ale autenticitatii, fiind preferate
adesea costume de un rosu aprins. Acest proces de reproducere culturala reflecta
ceea ce Hemetek (2007:51) descrie drept folosirea strategicd a trecutului pentru a
mentine memoria colectiva, unde etnicitatea reprezinta categoria principala de
organizare. Astfel de constructe implica adesea crearea de limite simbolice care
sustin articularea identitatii in cadrul diasporei (cf. Hemetek, 2001:88). Pornind de
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la conceptul lui Anderson (2016) despre natiunile vdzute ca niste comunitdti
imaginate, aceste forme de exprimare se bazeaza preponderent pe repere vizuale
si sonore cum sunt costumele, instrumentele si elementele stilistice ale
interpretarii.

Mass-media joacd, de asemenea, un rol formativ in conturarea identitatii.
In pofida unei preferinte clare pentru formele muzicale traditionale, turbo-folk-ul
domina atat mass-media locald, cat si pe cea din diaspora, influentand preferintele
muzicale ale generatiilor mai tinere. Ritmul, Tn special utilizarea masurilor
asimetrice cum sunt 5/8, 7/8 si 9/8 functioneaza ca un element de identificare
esential pentru muzica macedoneand. Desi aceste madsuri se regdsesc si in
traditiile tarilor invecinate, ele sunt percepute ca emblematice din punct de
vedere cultural.

Instrumentele traditionale cum sunt gajda (cimpoi), kaval (fluier), tambura
(ldutd), tapan (toba) si zurla (oboi) detin un statut aparte printre imigranti,
reprezentand simboluri sonore de continuitate etnica si apartenenta emotionala.
Pentru unii, ca de pilda un student la kaval din Viena, a canta la aceste instrumente
oferd o reconectare profunda cu raddcinile lor ancestrale. Diferentele de gen in
interpretarea muzicald persista: barbatii sunt implicati mai mult in interpretarea
instrumentalg, iar femeile domina traditiile vocale si dansul. Desi aceste roluri
evolueaza treptat, asteptdrile conventionale legate de gen se mentin in
comunitatile din diaspora.

Dezamagirea provocata de institutile macedonene, atat cele
guvernamentale, cat si cele ecleziastice, contribuie la scaderea atasamentului
emotional fata de tara natala. Cu toate acestea, familiile continua sa inspire o
constiinta etnica robusta copiilor lor, cultivand  mandria fata de limba, istorie si
culturd. Tiparele maritale tind sa urmeze criterii etnice, nu neapdrat datorita
sentimentelor nationaliste, ci mai degrabd unor cadre si valori culturale comune.
Multi imigranti descriu un sentiment amplificat de nostalgie, construind viziuni
idealizate despre Macedonia prin institutiile si practicile vietii din diaspora, mai
ales 1n biserici si in grupurile de dans.

Identitatea Tn diaspora macedoneana din Viena este mai putin definita de
afilieri teritoriale statice si mai mult de intersectari fluide de dinamici politice,
emotionale si culturale. Dansul apare ca mediu principal prin care aceste dinamici
sunt puse in practica, negociate si transmise peste generatii.

TRANSMITEREA DANSULUI - PRACTICI SI SEMNIFICATII

Dupa cum am discutat in sectiunile anterioare, dansul ocupa o pozitie
centrala in transmiterea culturala a identitatii, valorilor si memoriei printre
imigrantii macedoneni din Viena. Dincolo de rolul sau de divertisment, dansul
functioneaza ca un mediu social fundamental prin care experientele, emotiile
colective si simtul apartenentei sunt incorporate, puse in practica si transmise
intre generatii. Dansul persista ca spatiu si proces robust de continuitate culturala.
Desi participarea la alte practici traditionale este n declin, dansul isi mentine
pozitia, mai ales printre imigrantii aflati la a doua si a treia generatie. Aceasta
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persistenta ii accentueaza rolul nu doar de marker identitar simbolic, ci de practica
traita, incorporata, incarcata de semnificatii emotionale si sociale.

Ansamblul folcloric KUD Makedonka - Viena ofera un mediu structurat, dar
totusi afectiv, de transmitere a dansului, muzicii, portului si valorilor comunitare.
Kalichanin (1998) noteaza ca astfel de asocieri indeplinesc roluri critice in vietile
imigrantilor, oferind tinerilor acces la practici traditionale si la formarea de
identitati colective. Prin repetitii, spectacole si turnee regulate, participantii fac
mai mult decat sa memoreze coregrafia - ei internalizeaza naratiuni culturale care
definesc ceea ce inseamnad sa fii macedonean in diaspora.

Aceste ansambluri fsi asumd adesea functii cvasi-institutionale,
compensand absenta infrastructurilor culturale formale. Comunitatea din jurul Sf.
Naum a cultivat o ,mini-Macedonie”, cu accent pe limba si obiceiurile
macedonene si administrarea simbolicd a repertoriilor coregrafice. Interviurile cu
membrii au ardtat ca multe persoane din a doua generatie au intalnit cultura
macedoneand Tn primul rand prin aceste activitati. Dupa cum sugereaza Miovski
(1999), ansamblurile de folclor din strdindtate opereaza sub imperative diferite de
cele din tara. In diaspora, conservarea culturii devine o urgenta. Dansul nu mai
este doar estetic sau recreativ - el devine o afirmatie politica de supravietuire
culturala - o declaratie ca ,,suntem inca aici”.

Activitatile organizate de dans macedonean din Viena au inceput la
sfarsitul anilor 1970, prin infiintarea sectiunii ,,llinden” In cadrul societatii culturale
iugoslave ,,Jedinstvo”. Coregraful initial al grupului, Borce Lozanovski
(,,Daskalceto”), un profesor macedonean de limbi, a incercat sd adapteze
dansurile sociale pentru spectacole de scena. Inspirat de Ansamblul Tanec si de
curentele coregrafice emergente, el s-a confruntat cu constrangeri tehnice si cu
un numar limitat de dansatori in comunitatea macedoneand, mica la acea data,
care functiona sub o identitate iugoslava mai vasta.

Coregrafiile create erau rudimentare, adesea prezentate in costumele
traditionale private ale membrilor sau Th costume sarbesti imprumutate de la
sectiuni mai bine echipate din Jedinstvo. Grupul a rdmas activ pana la finalul anilor
1980.

- ]

Fig. 2. KUD Jedinstvo - llinden, Praterstraf3e 9, 1020 Viena, 1979. Sursa: Borce
Lozanovski
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Dizolvarea lugoslaviei, aparitia unui stat macedonean independent si
cresterea emigratiei spre Austria au generat un impuls pentru crearea de institutii
culturale distincte. Tn 1993, a fost fondatad Asociatia Culturald ,,Sf. Naum”. La
inceput, intalnirile aveau loc doar cu ocazia sarbatorilor si aniversarilor nationale,
unde dansurile traditionale erau interpretate in cadru informal.

Un punct de cotitura decisiv a apdrut in 2009, odata cu achizitionarea unui
spatiu dedicat In Siemensstrale 26. La scurt timp dupd aceea, ansamblul folcloric
KUD Makedonka a fost infiintat ca sectie a Asociatiei ,,Sf. Naum”, alcdtuit in
principal din copii ai membrilor. Tn etapa sa initiala, dansatorii si muzicienii locali
au creat coregrafii simple inspirate de Tanec, folosind drept model inregistrari
VHS. Muzica era adesea de calitate slaba, preluata in mod informal de la colegi sau
din grupuri din diaspora. Costumele erau reproduceri necostisitoare, din cauza
fondurilor limitate si a absentei unui departament dedicat pentru costume. KUD
Makedonka ainceput cu activitati semi-independente in 2010.

Afluxul de imigranti noi cu acte bulgdresti dupa 2010 si cresterea continud
a minoritatii macedonene din Viena a catalizat expansiunea grupului. Accesul la
platforme online ca YouTube a simplificat preluarea coregrafiilor ansamblului
Tanec, in timp ce drepturile de autor au rdmas o problema neglijabila. In aceasta
etapa s-au alaturat grupului coregrafi cu pregatire de specialitate, iar intre 2012 si
2015 ansamblul a experimentat ocazional si cu spectacole cu muzica live folosind
instrumente traditionale, pentru a evita conflictele legale.

Pe masura ce stabilitatea financiara s-a imbunatatit, grupul a inceput sa
achizitioneze costume macedonene autentice. Costumele sarbesti imprumutate
au fost eliminate si s-a acordat o atentie sporita specificitatii culturale a portului
traditional. Dupd o scurtd stagnare in timpul pandemiei COVID-19, ansamblul si-a
reluat activitatile in 2023 cu un alt instructor profesionist. Noi investitii in costume
si coregrafii au coincis cu constrangerile mai severe legate de drepturile de autor.
Pentru a face fata acestor restrictii, actualul instructor de dans, Irena Mladenovi¢,
afnceput sa creeze coregrafii si piese de dans ,,specific vieneze” mixand si editand
materiale de pe YouTube. Desi aceste compilatii erau inconsecvente din punct de
vedere sonor, ele au permis respectarea legii si au reflectat inovatia locala. intr-un
interviu recent, Mladenovi¢ confirma ca doreste sa produca coregrafii generate
de diaspord, dar recunostea dificultatile logistice si financiare. In schimb, in
octombrie 2024 si martie 2025, ansamblul l-a gazduit pe coregraful ansamblului
Tanec, Jovica BlaZzevski, care a sustinut doud ateliere, avand ca rezultat
achizitionarea a doua coregrafii: ,,Malesevka” si,,Radoviski Sobor”.
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Fig. 3: Lectie de Radoviski Sobor — Jovica Blazevski, 2024. Sursa: KUD Makedonka

Grupul exploreaza acum tehnologii de inteligenta artificiala pentru
asistenta Tn generarea muzicii, coregrafiilor si designului costumelor. Cu toate
acestea, temerile legate de receptarea In comunitate au impiedicat pand in
prezent implementarea.

Transmiterea cunostintelor de dans printre imigrantii macedoneni se
extinde dincolo de ansamblurile organizate. Evenimentele informale, nuntile,
zilele onomastice, petrecerile de Revelion si zilele de nastere servesc de multa
vreme drept ocazii vitale pentru invatare incorporata. Imigrantii din anii 1960 au
reconstituit medii festive unde dansurile traditionale erau predate si practicate.

Invatarea in aceste contexte avea loc prin observare si imitare. Varstnicii
conduceau adesea cercurile de dans, iar participantii mai tineri isi insuseau pasii in
mod intuitiv. Dansurile preferate in astfel de situatii includeau oros larg raspandite
precum Pravo, Pajdusko, Eleno Mome, Sitno Oro, Calak etc. Aceste dansuri
executate Tmpreuna facilitau coeziunea sociala in mediile locuite de imigranti.

Reflectand o interconectivitate iugoslava mai extinsd, se practicauin mod
obisnuit si dansuri sarbesti ca UZicko Kolo. Caracterul multietnic al diasporei
vieneze a incurajat repertorii hibride, imbogatind cultura locala a dansului si
pastrand totodata practicile macedonene in centrul ei.

Repertoriul de dans al comunitatii macedonene din Viena infatiseaza o
negociere dinamicd intre traditie si adaptare. Dansurile sociale de tip oro cum sunt
Pravo, Trojka, Pajdusko, Eleno Mome, Kucano, Sitno (cigancica), Cacak etc.
constituie coloana vertebrald a adundrilor festive. In cadrul ansamblurilor,
repertoriul este mult influentat de canonul ansamblului Tanec, desi e interpretat
prin lentila diasporei. Tn ocazii informale se execut3 doar dansuri in cerc deschis;
structura coregrafica este mai lejerd, rolurile de gen sunt fluide, iar participarea
intergenerationala este ceva obisnuit. Coregrafiile formale pastreaza totusi
adesearolurile de gen traditionale si adopta inovatii vizuale care includ segmente
solistice, formatii coregrafice in linie si utilizeaza obiecte de recuzita pentru a
amplifica atractivitatea scenica.

Aceste practici evolutive provoaca uneori confuzie si contestatii. Dansuri
sau costume din regiuni mai putin cunoscute, cum este Macedonia (n.t. din nordul
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Greciei), sunt uneori respinse sau identificate incorect, reflectand discursuri
nationale dominante care umbresc diversitatea regionald. Asa cum au subliniat
Ristovski (1987) si Dimovski (1977), dansurile traditionale sunt profund incastrate
in contexte istorice si regionale specifice, care riscd sa fie gresit interpretate cand
sunt transpuse.

Dansul nu este doar o activitate tehnicd sau simbolica - el este o forma de
memorie incorporata si de exprimare emotionald. Pajtondjiev (1973:49) afirma ca
»dansul izvoraste din esenta spirituala a unui popor, ingloband luptele, bucuriile
si transformarile lui istorice. Dansurile macedonene, adesea compuse pe ritmuri
asimetrice (e.g. 7/8 or 9/8), scot la lumina adaptari culturale modelate de
stapanirea otomand, in timpul careia muzica si dansul ofereau spatii sigure de
exprimare”.

in diaspora, aceastd dimensiune afectiva capatd o rezonantd mai mare.
Pentru multi imigranti si descendentii lor, dansul devine un mijloc visceral de
reconectare. Un participant descria dansul ca fiind cathartic, chiar si fara a-i sesiza
n totalitate straturile istorice - subliniind puterea miscarii de a crea apartenenta
dincolo de intelegerea lingvistica si intelectuala.

Dansul reprezinta si un spatiu central pentru negocierea identitatii la nivel
intergenerational si intercultural si in relatie cu normele societatii-gazda. In timp
ce unii interlocutori au accentuat participarea si originea ca fiind mai importante
decat limba sau religia, altii si-au exprimat ingrijorarea legata de ,,modernizarea”
sau diluarea culturala. Ascensiunea curentului turbo-folk, de exemplu, a cauzat o
controversa: unii il vad ca o compromitere a traditiei, altii ca o evolutie legitima a
identitatii sonore a diasporei.

Ansamblurile folclorice mediaza adesea aceste tensiuni, straduindu-se sa
atraga membri mai tineri, luand totodata masuri de siguranta pentru protejarea
traditiei. Experienta a aratat ca absenta instructorilor de dans specializati sia unor
consilii de administratie ale KUD-urilor poate duce la atribuiri gresite sau la
suprasimplificari, dar totusi aceste grupuri de amatori raman spatii esentiale atat
pentru conservare, cat si pentru inovatie. Eforturile lor continue de a gasi solutii
pentru provocari estetice, logistice si etice ilustreaza peisajul complex al
transmiterii culturii in diaspora.

CONCLUzII

Interactiunea dansului, muzicii si identitatii Tn cadrul comunitatii de
imigranti macedoneni din Viena prezinta natura dinamica a mostenirii culturale in
cadrul diasporelor. Departe de a fi ramasite statice ale trecutului, aceste practici
servesc drept expresii vii, adaptive ale apartenentei si continuitatii. Dansul, in
special, se prezinta ca o ancora culturala puternica - o forma incorporata prin care
memoria, emotia si identitatea colectiva sunt sustinute si negociate peste
generatii.

In Viena, ansamblurile folclorice, sarbatorile comunitatii si mediile de
invatare intergenerationale servesc drept locatii vitale de transmitere culturala. in
aceste spatii, traditia nu este doar conservata, ci reinterpretata activ pentru a
reflecta realitatile traite ale diasporei. Elemente precum limba, dansul, costumele,
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instrumentele muzicale si ritmul - in special masurile asimetrice caracteristice
muzicii macedonene, castigd o valoare simbolica aparte, ancorand indivizii de o
patrie imaginatad, in timp ce cultiva un spirit al unitatii intr-o diversitate interna.

Aceasta continua reconfigurare a traditiei pune sub semnul ntrebadrii
notiunile esentialiste despre identitate si evidentiaza autoritatea comunitatilor de
imigranti in modelarea discursului lor cultural. Pe masura ce generatiile mai tinere
se implicd in aceste practici, uneori selectiv sau in forme hibridizate, ele contribuie
la o redefinire transnationala a ceea ce Tnseamna sa fii macedonean astazi.

Un aspect important este faptul cd experientele mele personale ca
(student) imigrant in Viena s-au dovedit valoroase pentru aceastd activitate de
teren, permitand o analiza atat din perspectiva unui insider, cat si a unui outsider -
o pozitionare dualdin acord cu reflectiile lui Nettl (2005) asupra activitatii de teren
care depaseste granitele culturale.

La final, studiul de fata subliniazd nevoia de a continua cercetarea
formelor evolutive de expresie culturala in cadrul comunitatilor de imigranti.
Intelegerea modului in care dansul si muzica functioneaza nu doar ca practici
estetice, ci si ca medii de negociere identitara, ofera o revelatie valoroasa in
privinta proceselor mai vaste de rezilienta si transformare culturala in diaspora.
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SUMMARY

The article presents the dynamic processes of collecting and defining
Slovenian folk music heritage. It draws attention to some directions that
have had impact on the ways of collecting and presenting music traditions
with special attention to the role of instrumental music in those processes.
Traditional music of the rural environment has become the carrier of the
cultural identity of individual nations in the 19" Century, including
Slovenian. First by writing, and later by recording, the collectors
documented music that they considered nationally important.

The process of forming the musical heritage thus took place first by
collecting, classifying and researching certain musical segments, and then
by interpretation and presentation. The documents of music and dance
traditions, which we now have available for research, is a selection of those
musical practices that were considered significant for the collection of
Slovenian traditional music heritage. Instrumental traditional music was
less highlighted as a bearer of national identity, but some of its elements
were recognized as special and representative elements of the national
musical heritage.

REZUMAT

Acest articol prezintd procesele dinamice de colectare si definire a
patrimoniului muzicii populare slovene. Lucrarea atrage atentia asupra
unor directii care au avut impact asupra modalitdtilor de colectare si
prezentare a traditiilor muzicale, acorddnd o atentie deosebitd rolului
muzicii instrumentale in aceste procese. In secolul al XiX-lea, muzica
traditionald din mediul rural a devenit purtdtoarea identitdtii culturale a
fiecdrei natiuni individuale, inclusiv a celei slovene. Mai intai prin
transcriere, iar ulterior prin inregistrare, culegdtorii de folclor au
documentat muzica pe care o considerau de importantd nationald.
Procesul de formare a patrimoniului muzical s-a desfdsurat, asadar, mai
intdi prin colectarea, clasificarea si cercetarea anumitor segmente muzicale,
iar apoi prin interpretarea si prezentarea acestora. Documentele privind
traditiile muzicale si de dans, pe care le avem acum la dispozitie pentru
cercetare, reprezintd o selectie a practicilor muzicale care sunt considerate
semnificative pentru constituirea patrimoniului muzical traditional sloven.
Desi muzica traditionald instrumentald a fost mai putin evidentiatd ca
purtdtoare a identitdtii nationale, unele elemente ale acesteia au fost
recunoscute ca repere speciale si reprezentative ale patrimoniului muzical
national.
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INTRODUCTION

Instrumental traditional music, which was mostly intended for the
entertainment of listeners and to accompany dancing, and performed at events
intended for this purpose, was often valued less than vocal traditional music,
which, on the contrary, was perceived as an expression of man's primitive
creativity and as such was of interest to researchers, especially at a time of
developing national aspirations in the 19th century and the first half of the 20th
century.

The purpose of the article is to present the processes of collecting folk
material and constructing a collection of Slovenian folk music heritage. At the
same time, | would like to draw attention to some ideological directions of
scholars that have had impact on the ways of collecting, archiving and presenting
the collected material as well as on the research that has been done in this field
or has been omitted.

HERITAGISATION OF TRADITIONAL MUSIC AND DANCE

Since the 19th century, folk creativity has been considered a national
heritage and as such a significant carrier of the nation's cultural identity. The
discovery of folk creativity in the 19th century emerged from romantic tendencies
to search for original culture and, with the help of ethnography, led to the
acceptance of elements of peasant culture as national symbols (Rogelj Skafar
2011: 47). The collection of this material became "a national task, and the collected
'national goods' functioned as a memory of the mythical period of the nation"
(Rogelj Skafar 2003: 45). This role was particularly pronounced in those cases
where nations were not politically independent, but part of larger, multinational
states. This was the case for Slovenians, for whom their own musical heritage
contributed to the nation's cultural self-confidence.

Interpretations of music, dance or other traditions belonging to a place, a
region or a nation change, and so do identifications with music. This has also been
influenced by the representations of musical instruments in collections, research,
scholarly publications, etc. Since the key to defining 'our' culture is to distinguish
it from 'foreign' ones, it is worth bearing in mind that there is no boundary to
determine 'what belongs to whom, because the key is not how the music sounds,
but how we can imagine it to sound' (Slobin 2000: xiii).

Defining heritage is usually conducted by intellectual and political
authorities and is based as well on including as excluding and distinguishing
elements of one's own heritage from others. Distinguishing one's own culture
from other cultures is an important factor in the nationalisation of culture, which
was mainly contributed to by authority figures (Anttonen 2005, see also Hroch
2015). Heritage is in that way given the power "to represent identity and
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belonging/exclusion", which is strongly influenced by the ways in which it is
defined by researchers and experts (Smith 2024). They had the power to define
which cultural elements were accepted as national and which were not; the result
was constructing a set of cultural elements that were supposed to represent the
cultural heritage of the nation. Those can be found in e. g. the national Intangible
Cultural Heritage Register, in museums, in the school curriculum and public music
schools’ programmes that include learning certain folk instruments, on public
depictions as on thematic postage stamps etc. Last but not least, the collection of
Institute of Ethnomusicology’s sound archive that preserves field recordings, also
represents the sources that are available for the majority of researches until
nowadays, including this one. On the other hand, the Institute’s Archive
collections are the main source for public presentations of music and dance
traditions.

The processes of identification, collection, and public representation of
heritage have generally been led by experts and intellectuals. An activity that
significantly shaped the musical heritage of a nation was collecting folk songs,
which proliferated throughout Europe. The placement of the oldest possible
elements in the national culture created the appearance of a long tradition, which
gave the impression of authenticity and legitimacy (see Kovaci¢ 2009: 288). This
often led to the creation of "a distorted idea of tradition, both in terms of its
content and its placement in a time period" (Kovaci¢ 2009).

The impact of folkloristic studies on the examples of collecting and
publishing material shows how

"[f]olklore studies enters into the processes of heritage creation both
directly and indirectly: by researching, describing, classifying, as well as searching
for meanings of certain folklore phenomena, it lays the expert basis for the
further life of these phenomena and their presentation. By taking an interest in
certain cultural forms and practices, it influences the attitudes of the people who
hold these traditions towards the phenomenon itself." (Pisk 2023: 93)

However, for many nations was having their own collection of cultural
heritage the cornerstone of their existence and the building block of a cultural
identity that distinguished their nation from other nations. The interest in public
presentations of music and traditions or rituals arose, but as those were
influenced (or conducted) by experts and placed outside their original context,
they often lost the initial ritual role. The institutionalisation of research and
representations of folk music practices thus constituted a marked intervention in
contemporary performance practices.

DEFINING SLOVENIAN FOLK MUSIC HERITAGE THROUGH COLLECTING
TRADITIONAL MUSIC

At the time when Slovenian Ethnomusicology entered its institutional
path, researchers considered it crucial to construct a national collection of folk
music. Research on music and dance traditions gained institutional foundations in
Slovenia in 1934, when the Folklore Institute (today's Institute of
Ethnomusicology, short GNI) was founded. The Institute's guidelines were in line
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with the generally accepted European concept of consolidating national
identifications based on folk traditions, with special attention to the song
tradition.

The Institute's orientation continued the previous guidelines of the
former researchers, i.e. to search for and document nationally important music.
The founding charter of the Folklore Institute stated that the Institute's task was
“to compile as complete a collection of Slovenian musical folklore as possible, i.e.
to collect all available recordings of folk songs [...] and to take care to complete
them” (GNI, The Estate of France Marolt, Folder 29: 50).

In addition to the fact that the lyrics of a song were easier to write down
than a melody, which required the notetaker to know the musical notation, the
lyrics made it easier to place the song in a national context. Another reason why
instrumental melodies were of less interest to researchers was that they often
crossed geographical and national borders and therefore did not have much
national-identifying significance.

Sound recording devices have given researchers new possibilities to
collect and document traditional music. The Institute of Ethnomusicology
received its first tape recorders in 1955, and since then researchers have found it
easier to document instrumental music. The recordings made during
ethnomusicological field research have become established as documents of
original folk music practices. While instrumental music and dance were included
in the research, it was the songs that prevailed as they were identified as national
heritage and therefore important for the consolidation of national identity.

Awareness of the neglect of instrumental music in research was
expressed by various researchers throughout the 20th century (France Marolt,
Karel Strekelj, Zmaga Kumer, ...). Nevertheless, instrumental music research has
never come to the fore. In 1959, the Bulletin of the Slovenian Ethnological Society
(Glasnik Slovenskega etnoloskega drustva) stated:

"In order to make up for what has been missed, the Institute of
Ethnomusicology has decided to start systematic research on folk sounds and
musical instruments. Recent field research has shown that there are instruments
in use orin memory among the people for which we have had no information until
now" (Bulletin of the Slovenian Ethnological Society 1959).

The questionnaires on musical instruments and brass bands were
therefore published in the 1959, 1960 and 1961 in the above-mentioned journal.
Among the data obtained, one instrument in particular attracted the attention of
the researchers.

HERITAGISATION OF MUSICAL INSTRUMENTS IN THE CASE OF TRSTENKE -
REEDS

Trstenke?- pan flutes or reeds are known as a simple musical instrument
in most parts of the world. The Slovenian version is said to be distinctive for its

33 For more detail on organology and intonation see Kumer 1983.
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symmetrical V-shape3*. Among the earliest Slovenian references to reeds is a short
report from 1913 on the donation of objects to the National Museum in Gorizia
(Soca 43/96 (1913): 4). The planned placement of the reeds among the exhibits of
the National Museum in Gorizia gives the instrument a national-representative
significance, as the museum was conceived within the framework of the Slovene
political programme with the aim of presenting the nation's self-determination
through systematised material. Due to the First World War, the museum was
never established.

The earliest research on the role of reeds among Slovenians dates back to
the late 19th century. The first known enquire for reeds was published in 1873 by
Matija Majar in his newspaper Slavjan. Majar was interested in their prevalence,
their names and the musical practices associated with them. In this text, he
highlights the importance of reeds for Slovenian musical heritage:

“how incredibly old this musical instrument was common among the
Slavjans, namely before the Trojan War (1183 BC) and, more importantly, all the
dance music of the Slovenes is originally based on this instrument” (Majar 1873: 158).

This is one of the earliest examples of stating importance of reeds as a
Slovenian heritage. We do not know much about the significance of the
instrument in social life. | suspect that the reeds had a primarily entertainment
function among the people, while the cultural-identity value was attributed to
them by researchers of traditional music practices.

The "ancient folk instrument made of several tubes of different lengths"
as it was called (Kumer 1983: 99) had already disappeared from folk music practice
in many places by the time of the field recordings after 1955. The disappearance
of reeds from everyday use and the researchers' assumption of their antiquity
prompted them to pay more attention to this instrument.

It is often believed that the age of a particular artefact or custom is
directly proportional to its value: the older it was, the more it was considered
genuine or authentic. In Slovenia, the pan flute was supposedly present at least
as early as the Iron Age (5th and 6th centuries BC). A situla from Vace - also one of
the artefacts of importance for the cultural heritage of the Slovenians - depicting,
among other things, a pan flute, dates from this period. Both the depiction on the
situla and the historical finds (Kumer 1983: 100) point to the presence of pan flutes
in general (trapezoidal shape) and not necessarily to triangular reeds.

The instrument came to the attention of the researchers again in 1959, in
the answers to the questionnaires on folk instruments and brass players
published in the above-mentioned Bulletin of Slovenian ethnological society (1959).
In order to find out more, they published an article in

the next issue of the magazine entitled "Do you know them?", in which
they urged the readers to reconsider whether they had heard of them (Kumer
1959: 18). A field encounter with the reed players was reported by Mirko Ramovs.
He was visiting an 83-year old singer

34 This version was also present in Slovenia (Kumer 1983: 100), but either less frequently either we
do not possess the information.
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“who sang me a number of interesting songs typical of the southern part of
Pohorje, described the dances that were customary in the surrounding area and,
above all, surprised me by playing a reed organ that he had bought 60 years ago,
that is, before the First World War. | was particularly proud of the recording, as the
Institute's archives did not have one at that time." (Ramovs 2014: 51)

The playing of the reeds was first recorded on tape several years earlier,
but it is possible that Mirko Ramovs did not know this. The recording of several
untitled dance tunes was made in Petrovce in June 1960. The bulk of the
recordings (22 out of 36) were made at the recording session in Podlehnik in 1991,
which was also the last recording session of reeds. All of the recordings were
made in the region of Haloze in north-eastern part of Slovenia.

Researchers have been attracted by the symmetrical shape of the
instrument and the tuning, as most reeds - an instrument that is widely used
around the world - are shaped from the shortest to the longest pipe. This
characteristic, that 'only Slovenian reeds, among all the types of pan pipes in the
world, are distinguished by being built in the shape of the letter V' (Cvetko 1. 1997),
has been most often pointed out as a supposed peculiarity of the Slovene area.

The reeds were also chosen for the cover of Zmaga Kumer's book Folk
Instruments and Musicians in Slovenia (1983), which is still considered to be a
fundamental reference work for instrumental music studies. Thus, in a way, the
instrument has become a representation of Slovenian folk musical instruments.

Fig. 1. Reeds on the cover of Zmaga Kumer's book Folk Instruments and Musicians
(1983).

It was the researchers who, by rediscovering and revitalising reeds in
Slovenia, had a significant impact on the public image of reeds among the
Slovenian public. The image of the 'old folk instrument’, which is attributed
historical value and national-identifying significance, was consolidated mainly
through its appearance at folklore festivals and events, which were also the only
opportunity for the public to encounter reeds. At these events a musician named
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Franc Laporsek3 mostly performed as he was supposed to be the only and last
folk reed player (see Kunej 2016). His public debut was at the X. Yugoslav Folklore
Festival (1969), one of the first and at the same time the most important folklore
events in Yugoslavia at that time, which was a model for many later festivals in
the area of the former Yugoslavia (Kunej 2016: 86).

Fig. 2. The reed player Franc Laporsek, accompanied by flute (Zvegla) player
Maks Herlec, with whom he often played together. ZRC SAZU, Institute of
Ethnomusicology archive.

Franc Laporsek self-identified as a folk musician, and he received first-
hand knowledge from his father and other local musicians. Encouraged by the
scholars, LaporSek began to perform in public more, thus becoming the bearer of
the tradition of playing the reeds. His participation helped researchers to
complete the Institute's sound archive, thus obtaining material for further
research, as well as a number of different reeds made just for them. Since then,
reeds have started to appear in public space with some frequency, e.g. at cultural
events, in folklore and revival groups, and in presentations of folk music
traditions. Franc Lapor3ek was also recognised as a bearer of heritage in the local
environment of Ptuj, where he regularly performed at various events.

"A short cultural programme was presented by Franc Lapors¢ek from
Jablovec near Podlehnik, the only and unfortunately the last folk musician who

35 The story of Franc Laporsek and his contribution to the public visibility of reeds has been
thoroughly researched by Drago Kunej (2016), who also met Laporsek personally and learned to
play the reeds from him (op. cit.: 92). Data from field research conducted by GNI associates
showed that Laporsek was not the only one in the region of Haloze who could play the reeds, but
he is the most exposed for his role in the public representation of the reeds.
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can still play the reed organ. Listening to the pleasant sounds coming from the 23
pipes of this interesting instrument was a unique experience for all present”
(Ozmec 1977a: 12).

The media were fond of pointing out that the reeds was a special feature
of the disappearing Slovenian (or of the Haloze region) tradition. In fact, a
newspaper article about one of his performances stated that "he has no
successors, so traditional music of Haloze will die out with him" (ibid.).

Nowadays the reeds are no longer actively played, at least not among the
musicians that are a part of social life and perform at gatherings that include music
and dance. The instrument is mostly present in public presentations of music and
dance traditions. However, the main and very important impact that the scholars
made, was rediscovering of the reeds, documenting and revitalising this music
tradition to this point that reeds are now a part of Slovenian cultural
consciousness. Reeds - as well the instrument as its audio recordings - are
preserved at the ZRC Institute of Ethnomusicology, and the ethnomusicological
researches done contribute to the knowledge about them.

CONCLUSIONS

The reeds began to enter the public sphere - the mass media and public
events - in the late 1950s, when they acquired the status of a Slovenian "old folk
instrument", which is already fading into oblivion. Researchers have been
fascinated by the supposed uniqueness of the shape and their age, which is
presumably evidenced by the depiction of the pan flute on an Iron Age painted
situla found in Vace.

They became recognisable among the people when researchers
documented the playing of the alleged last reed player, Franc Laporsek, and
invited him to give a public performance at the X. Yugoslav Folklore Festival. This
was followed by several other performances for professional or general
audiences, which helped to shape the public image of the reed as a Slovenian folk
instrument. Franc Lapor3ek, at that time became the representation of the reed
player and, as the only source of information at that time, the representation of
all reed music practices.

Researchers' interest in the oldest and nearly extinct traditional music
practices, including reeds, has encouraged the revitalisation of the instrument.
However, the reed has not been revived in a social context; its revitalisation has
been limited mainly to stage performances and museum exhibitions. Cultural
identifications arguably began to emerge only with the public image of the reed
as a Slovene or Haloze folk instrument. Encouraged by researchers, the symbolic
importance of the reeds for the cultural identity of Slovenians was attributed to
them, often emphasised by the media - in this case mostly local newspapers (e.g.
Ptuj's Tednik), which recognised the importance of the reeds as a local musical
heritage. In the case of reeds, heritagisation most likely prevented the complete
oblivion of this instrument.
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ROLUL MUZICII INSTRUMENTALE iN PROCESUL DE
DEFINIRE A PATRIMONIULUI MUZICII POPULARE
SLOVENE

Cuvinte cheie
Traditii muzicale instrumentale, colectii de muzica populard, patrimonializare,
muzicieni populari, nai

INTRODUCERE

Muzica traditionala instrumentald, care era destinata in principal
divertismentului ascultatorilor siacompaniamentului dansurilor, fiind interpretata
la evenimente organizate in acest scop, era adesea apreciata mai putin decat
muzica traditionala vocala, care, dimpotriva, era perceputd ca o expresie a
creativitatii primitive a omului si, ca atare, prezenta interes pentru cercetatori, in
special in perioada de ascensiune a aspiratiilor nationale din secolul al XIX-lea si
prima jumatate a secolului al XX-lea.

Scopul acestui articol este de a prezenta procesele de culegere a
materialului folcloric si de constituire a unei colectii a patrimoniului muzical
popular sloven. Tn acelasi timp, doresc si atrag atentia asupra unor directii
ideologice ale cercetatorilor care au influentat modalitatile de culegere, arhivare
si prezentare a materialului cules, precum si asupra cercetdrilor care au fost
efectuate Tn acest domeniu, sau care au fost omise.

PATRIMONIALIZAREA MUZICII S| DANSULUI TRADITIONAL

incd din secolul al XIX-lea, creativitatea populard a fost considerat3
patrimoniu national si, ca atare, un purtator important al identitatii culturale a
natiunii. Descoperirea creativitatii populare in secolul al XIX-lea a izvorat din
tendintele romantice de cautare a culturii autentice si, cu ajutorul etnografiei, a
condus la acceptarea elementelor culturii taranesti drept simboluri nationale
(Rogelj Skafar 2011: 47). Colectarea acestui material a devenit ,,0 sarcind nationalg,
iar «bunurile nationale» colectate au functionat ca o amintire a perioadei mitice a
natiunii” (Rogelj Skafar 2003: 45). Acest rol a fost deosebit de important in
cazurile In care natiunile nu erau independente din punct de vedere politic, ci
faceau parte din state multinationale mai mari. Acesta a fost cazul slovenilor,
pentru care propria mostenire muzicald a contribuit la cresterea increderii
culturale a natiunii.

Interpretdrile muzicii, ale dansului sau ale altor traditii apartinand unuiloc,
unei regiuni sau unei natiuni se schimba, la fel cum se schimba si identificarile cu
muzica. Acest fapt a fost influentat si de modurile de reprezentare a
instrumentelor muzicale in colectii, cercetari, publicatii stiintifice etc. Deoarece
elementul cheie Tn definirea culturii «noastre» consta in diferentierea acesteia de
culturile «straine», merita sa tinem cont de faptul ca nu exista o granita care sa
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determine ,,ce apartine cui, deoarece cheia nu este modul in care sund muzica, ci
modul in care ne imaginam cd sund”.

Definirea patrimoniului este realizata, de reguld, de catre autoritatile
intelectuale si politice si se bazeaza atat pe includerea, cat si pe excluderea si
diferentierea elementelor propriului patrimoniu de cele ale altora. Diferentierea
propriei culturi de alte culturi este un factor important in nationalizarea culturii, la
care au contribuit in principal figuri de autoritate (Anttonen 2005, vezi si Hroch
2015). In acest mod, patrimoniului 1i este conferitd puterea de ,,a reprezenta
identitatea si apartenenta/excluderea”, fapt puternic influentat de modalitatile in
care acesta este definit de catre cercetdtori si experti (Smith 2024). Acestia au
avut puterea de a defini elementele culturale care erau acceptate ca fiind
nationale si care nu; rezultatul a fost construirea unui set de elemente culturale
care trebuiau sa reprezinte patrimoniul cultural al natiunii. Aceste elemente pot fi
gasite, de exemplu, Tn Registrul National al Patrimoniului Cultural Imaterial, in
muzee, in programa scolara siin programele scolilor publice de muzica care includ
fnvatarea anumitor instrumente populare, in reprezentdri publice precum
timbrele postale tematice etc. Nu in ultimul rand, colectia arhivei sonore a
Institutului de Etnomuzicologie, care pdstreaza inregistrari de teren, reprezinta,
de asemenea, sursele disponibile pentru majoritatea cercetdrilor de panain zilele
noastre, inclusiv pentru lucrarea de fatd. Pe de alta parte, colectiile Arhivei
Institutului constituie principala sursa pentru prezentdrile publice ale traditiilor
muzicale si coregrafice.

Procesele de identificare, colectare sireprezentare publicd a patrimoniului
au fost, In general, conduse de experti si de intelectuali. O activitate care a
modelat semnificativ patrimoniul muzical al unei natiuni a fost culegerea
cantecelor populare, fenomen care a proliferat in intreaga Europa. Introducerea
celor mai vechi elemente posibile in cultura nationald a creat aparenta unei traditii
indelungate, oferind impresia de autenticitate si legitimitate (vezi Kovaci¢ 2009:
288). Acest fapt a dus adesea la crearea unei ,,idei distorsionate despre traditie,
atat in ceea ce priveste continutul acesteia, cat si plasarea ei in timp” (Kovacic
2009).

Impactul studiilor folcloristice asupra exemplelor de colectare si publicare
a materialelor aratd cum ,,studiile folclorice intervin in procesele de creare a
patrimoniului atat direct, cat si indirect: prin cercetarea, descrierea, clasificarea,
precum si prin cdutarea semnificatiilor anumitor fenomene folclorice, ele pun
bazele expertizei necesare pentru viata ulterioara a acestor fenomene si pentru
prezentarea lor. Manifestand interes pentru anumite forme si practici culturale,
acestea influenteazad atitudinea purtatorilor acestor traditii fata de fenomenul in
sine” (Pisk 2023: 93).

Cu toate acestea, pentru multe natiuni, detinerea unei colectii proprii de
patrimoniu cultural a reprezentat piatra de temelie a existentei lor si elementul
constitutiv al unei identitati culturale care le distingea natiunea de alte natiuni. A
aparut interesul pentru prezentarile publice ale muzicii, traditiilor sau ritualurilor,
insd, deoarece acestea erau influentate (sau dirijate) de experti si scoase din
contextul lor original, ele si-au pierdut adesea rolul ritualic initial.
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Institutionalizarea cercetarii si a reprezentarilor practicilor muzicale folclorice a
constituit, asadar, o interventie clara in practicile performative contemporane.

DEFINIREA PATRIMONIULUI MUZICAL POPULAR SLOVEN PRIN COLECTAREA
MUZICII TRADITIONALE

In momentul in care etnomuzicologia slovend a intrat pe calea sa
institutionald, cercetatorii au considerat cruciala construirea unei colectii
nationale de muzica populara. Cercetarea traditiilor muzicale si coregrafice a
capatat baze institutionale Tn Slovenia n 1934, odata cu infiintarea Institutului de
Folclor (astazi Institutul de Etnomuzicologie, prescurtat GNI). Liniile directoare ale
Institutului erau in concordanta cu conceptul european general acceptat de
consolidare a identificarilor nationale pe baza traditiilor populare, cu o atentie
speciala acordata traditiei cantecului.

Orientarea Institutului a continuat liniile directoare ale cercetatorilor
precedenti, si anume cdutarea si documentarea muzicii de importanta nationala.
Actul constitutiv al Institutului de Folclor stipula ca sarcina institutului era ,,de a
alcdtui o colectie cat mai completa de folclor muzical sloven, adica de a colecta
toate inregistrarile disponibile de cantece populare [...] si de a se asigura ca
acestea sunt complete” (GNI, The Estate of France Marolt, Folder 29: 50).

Pe langa faptul ca versurile unui cantec erau mai usor de notat decat
melodia - proces care impunea cunoasterea notatiei muzicale -, versurile facilitau
incadrarea cantecului intr-un context national. Un alt motiv pentru care melodiile
instrumentale prezentau un interes mai redus pentru cercetatori era faptul ca
acestea depdaseau adesea granitele geografice si nationale si, prin urmare, nu
aveau o semnificatie importanta pentru identitatea nationala.

Dispozitivele de inregistrare audio au oferit cercetatorilor noi posibilitati
de colectare si documentare a muzicii traditionale. Institutul de Etnomuzicologie
a primit primele magnetofoane in 1955, iar de atunci cercetatorilor le-a fost mai
usor s documenteze muzica instrumentald. Inregistrarile realizate in timpul
cercetadrilor de teren s-au impus ca documente ale practicilor muzicale populare
autentice. Desi muzica instrumentald si dansul au fost incluse in cercetare,
cantecele au fost cele care au prevalat, fiind identificate drept patrimoniu national
si, prin urmare, importante pentru consolidarea identitatii nationale.

Pe parcursul secolului al XX-lea, diversi cercetatori au semnalat faptul ca
muzica instrumentala a fost neglijata in cadrul cercetdrilor (France Marolt, Karel
Strekelj, Zmaga Kumer, ...). Cu toate acestea, cercetarea muzicii instrumentale nu
a ajuns niciodata in prim-plan. in 1959, Buletinul Societatii Etnologice Slovene
(Glasnik Slovenskega etnoloskega drustva) preciza:

»Pentru a recupera ceea ce s-a pierdut, Institutul de Etnomuzicologie a
decis sa demareze o cercetare sistematica asupra sunetelor populare si a
instrumentelor muzicale. Studii recente de teren au scos laiveala instrumenteinca
utilizate sau pdstrate in amintire, despre care nu am avut nicio informatie pana
acum” (Buletinul Societatii Etnologice Slovene 1959).

Prin urmare, in anii 1959, 1960 si 1961 au fost publicate, in revista
mentionata mai sus, chestionarele privind instrumentele muzicale si fanfarele.
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Printre datele obtinute, un instrument anume a atras in mod deosebit atentia
cercetatorilor.

PATRIMONIALIZAREA INSTRUMENTELOR MUZICALE iN CAZUL NAIULUI -
TRSTENKE

Trstenke - naiul (din trestie) sau fluierul lui Pan - este cunoscut ca un
instrument muzical simplu Th majoritatea partilor lumii. Se spune ca versiunea
slovena se distinge prin forma sa simetrica in V.. Printre primele mentiuni slovene
despre nai se numara un scurt raport din 1913 privind donarea unor obiecte catre
Muzeul National din Gorizia (Soc¢a 43/96 (1913): 4). Plasarea planificatd a naiului
printre exponatele Muzeului National din Gorizia confera instrumentului o
semnificatie national-reprezentativd, deoarece muzeul a fost conceput in cadrul
programului politic sloven cu scopul de a prezenta autodeterminarea natiunii prin
intermediul materialului sistematizat. Din cauza Primului Razboi Mondial, muzeul
nu a fost niciodata infiintat.

Cele mai vechi cercetari privind rolul naiului in randul slovenilor dateaza
de la sfarsitul secolului al XIX-lea. Prima cercetare cunoscuta referitoare la nai a
fost publicata in 1873 de Matija Majar in ziarul sau, Slavjan. Majar era interesat de
aria de raspandire a acestuia, de terminologia utilizata si de contextele muzicale
in care era folosit. In textul de mai jos, el subliniazd importanta naiului pentru
patrimoniul muzical sloven:

,,cat de incredibil de vechi a fost acest instrument muzical, extrem de
raspandit printre slavi inca de dinaintea Razboiului Troian (1183 1.Hr.) si, ceea ce
este si mai important, intreaga muzica de dans a slovenilor se bazeaza, la origine,
pe acest instrument” (Majar 1873: 158).

Acesta este unul dintre cele mai timpurii exemple care atesta importanta
naiului ca parte a patrimoniului sloven. Nu stim prea multe despre importanta
acestui instrument Tn viata sociald. Banuiesc ca acest instrument avea in principal
o functie de divertisment Tn randul poporului, in timp ce valoarea de identitate
culturala i-a fost atribuita de catre cercetatorii practicilor muzicale traditionale.

»Instrumentul popular stravechi alcatuit din mai multe tuburi de lungimi
diferite”, asa cum a fost descris (Kumer 1983: 99), disparuse deja din practica
muzicii populare in multe locuri pana la momentul inregistrarilor de teren de dupa
1955. Disparitia naiului din uzul cotidian si ipoteza cercetatorilor privind vechimea
acestuia i-au determinat pe acestia sa fi acorde o atentie sporita.

Se crede adesea cd vechimea unui artefact sau obicei este direct
proportionala cu valoarea sa: cu cat este mai vechi, cu atat este considerat mai
veritabil sau mai autentic. in Slovenia, se presupune ca naiul a existat cel putin inca
din Epoca Fierului (secolele al V-lea si al VI-lea 1.Hr.). Situla de la Vace - un alt
artefact de importantd majora pentru patrimoniul cultural al slovenilor - pe care
este reprezentat, printre altele, un nai, dateaza din aceasta perioada.

Atat reprezentarea de pe situl, cat si descoperirile istorice (Kumer 1983:
100) indica prezenta naiurilor in general (cu forma trapezoidald), si nu neaparat a
naiurilor triunghiulare.
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Instrumentul a revenit in atentia cercetdtorilor in anul 1959, prin
raspunsurile la chestionarele despre instrumentele populare si suflatorii de
alamuri, publicate in Buletinul Societatii Slovene de Etnologie mentionat anterior
(1959). Pentru a afla mai multe, acestia au publicat un articol in numarul urmator
alrevistei, intitulat ,,Le cunoasteti?”’, in care fi indemnau pe cititori sa se gandeasca
dacd au auzit de ele (Kumer 1959: 18). Mirko Ramovs a raportat o intalnire pe teren
cu interpreti la nai. Ramovs a vizitat un cantaret in varsta de 83 de ani ,,care mi-a
cantat cantece interesante, tipice pentru partea de sud a masivului Pohorije, a
descris dansurile care erau obisnuite in imprejurimi si, mai ales, m-a surprins
cantand la un nai pe care il cumparase cu 60 de ani in urma, adicd Tnainte de Primul
Razboi Mondial. Am fost deosebit de mandru de aceastd inregistrare, deoarece
arhivele Institutului nu detineau niciuna la acea vreme” (Ramovs 2014: 51).

Desi prima Tnregistrare pe banda a naiului fusese realizatd cu cativa aniin
urma, este posibil ca Mirko Ramovs sa nu fi avut cunostintd de acest fapt. In iunie
1960, la Petrovce, au fost inregistrate mai multe melodii de dans fara titlu.
Majoritatea Tnregistrarilor (22 din 36) au fost realizate in timpul sesiunii de la
Podlehnik din 1991, aceasta fiind totodata si ultima sesiune de inregistrare a
naiului. Toate inregistrdrile au fost realizate in regiunea Haloze, situata n partea
de nord-est a Sloveniei.

Cercetatorii au fost atrasi de forma simetrica a instrumentului si de
acordajul acestuia, avand in vedere ca majoritatea naiurilor — instrumente utilizate
pe scard larga in intreaga lume - sunt construite prin dispunerea tuburilor de la cel
mai scurt la cel mai lung. Aceastd caracteristicd, respectiv faptul cd ,,dintre toate
tipurile de naiuri din lume, doar naiurile slovene se disting prin constructiain forma
literei V” (Cvetko 1. 1997), a fost cel mai adesea evidentiata drept o presupusd
particularitate a spatiului sloven.

Naiul a fost ales si pentru coperta cartii Zmagai Kumer, Ljudska glasbila in
godci na Slovenskem [Instrumente populare si muzicieni din Slovenia] (1983),
lucrare care este considerata si astazi un reper fundamental pentru studiul muzicii
instrumentale. Prin urmare, instrumentul a devenit, intr-un fel, imaginea
reprezentativa a instrumentelor muzicale traditionale din Slovenia.

B VAL DA v"
Fig. 1. Naiul de pe coperta cartii Zmagai Kumer, Ljudska glasbila in godcina
Slovenskem [Instrumente populare si muzicieni din Slovenia]
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Cercetatorii au fost cei care, prin redescoperirea si revitalizarea naiului in
Slovenia, au avut un impact semnificativ asupra imaginii publice a acestui
instrument in randul publicului sloven. Imaginea de «instrument popular
stravechi», cdruia 1i sunt atribuite o valoare istorica si o semnificatie identitara
nationald, s-a consolidat in principal prin prezenta naiului la festivalurile si
evenimentele folclorice, acestea fiind, totodatd, singurele ocazii Tn care publicul
putea intra in contact cu acest instrument. La aceste evenimente a concertat in
special un muzician pe nume Franc Laporsek , deoarece se presupunea ca acesta
era singurul si ultimul interpret popular la nai (vezi Kunej 2016). Debutul sdu public
a avut loc la cel de-al X-lea Festival de Folclor lugoslav (1969), unul dintre primele
si, totodatd, cele mai importante evenimente folclorice din lugoslavia de la acea
vreme, care a servit drept model pentru multe festivaluri ulterioare din spatiul
fostei lugoslavii (Kunej 2016: 86).

A *

Fig. 2. In

terpré;cuTla nai Franc Laporsek, acémp-ant de Maks Herlec la flaut
(Zvegla), Arhiva Institutului de Etnomuzicologie, ZRC SAZU.

Franc LaporSek se considera un muzician popular, invatand tainele
instrumentului direct de la tatdl sdu si de la alti muzicieni locali. Tncurajat de
specialisti, Laporsek a fnceput sa cante tot mai mult in public, devenind astfel
purtatorul traditiei interpretarii la nai. Participarea sa i-a ajutat pe cercetdtori sa
completeze arhiva sonora a Institutului, obtinand astfel material pentru cercetdri
ulterioare, precum si o serie de naiuri diferite, realizate special pentru acestia.
Incepand din acel moment, naiul a devenit o prezenta relativ constanta in spatiul
public, fiind integrat in manifestari culturale, in repertoriul grupurilor folclorice si
de revitalizare, si in programele de promovare a traditiilor muzicale. Franc
LaporSek a fost recunoscut ca un purtdtor de patrimoniu sitn mediul local din Ptuj,
unde cantaregulat la diverse evenimente.

»Franc Laporscek, originar din Jablovec, de linga Podlehnik, a prezentat
un scurt moment cultural, el fiind considerat singurul si, din nefericire, ultimul
interpret popular care mai pastreaza tehnica interpretarii la nai. Ascultarea
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sunetelor placute produse de cele 23 de tuburi ale acestui instrument interesant
a fost o experienta unica pentru toti cei prezenti” (Ozmec 1977a: 12).

Presa obisnuia sd sublinieze faptul ca naiul reprezenta un element specific
al traditiei slovene (sau din regiunea Haloze) aflat pe cale de disparitie. De altfel,
un articol de presa referitor la unul dintre spectacolele lui Laporscek sublinia
faptul cg, in lipsa unor urmasi care sa preia traditia, muzica autentica din regiunea
Haloze va dispdrea odata cu el” (ibid.).

Astazi, interpretarea la nai nu mai constituie o practica vie, cel putin nuin
randul muzicienilor integrati in viata sociala care activeaza la evenimentele
comunitare dedicate muzicii si dansului. Instrumentul este prezent in special in
cadrul prezentdrilor publice ale traditiilor de muzica si dans. Cu toate acestea,
contributia principala si extrem de importanta a cercetatorilor a constat in
redescoperirea naiului, precum si in documentarea si revitalizarea acestei traditii
muzicale, astfel incat naiul a devenit astazi parte integranta a constiintei culturale
slovene. Naiurile — atat instrumentele propriu-zise, cat si inregistrarile audio ale
acestora - sunt pdstrate la Institutul de Etnomuzicologie al ZRC [N.T.
Znanstvenoraziskovalni center - Centrul de Cercetare Stiintifica al Academiei
Slovene de Stiinte si Arte] , iar cercetarile etnomuzicologice efectuate contribuie
la aprofundarea cunostintelor despre acestea.

CONCLUzZII

Naiul a Tnceput sa pdatrundd in sfera publica — in mass-media si la
evenimentele publice — la sfarsitul anilor 1950, cand a dobandit statutul de «vechi
instrument popular» sloven, aflat deja Tn prag de disparitie. Cercetatorii au fost
fascinati de presupusa unicitate a formei si de vechimea acestuia, demonstrate,
probabil, prin reprezentarea naiului pe o situld pictata din Epoca Fierului,
descoperita la Vace.

Popularitatea instrumentului a crescut atunci cand specialistii l-au
inregistrat pe Franc Laporsek, considerat ultimul interpret la nai, invitandu-l
totodata sa sustind un spectacol public pe scena prestigiosului Festival de Folclor
lugoslav. Au urmat alte cateva spectacole destinate atat publicului de specialitate,
cat si celui larg, care au contribuit la conturarea imaginii publice a naiului ca
instrument popular sloven. La acel moment, Franc LaporSek a devenit imaginea
reprezentativa a interpretului la nai, reprezentand totodat4, in absenta altor surse
de informatii, exponentul intregii practici muzicale asociate acestui instrument.

Interesul cercetatorilor pentru formele stravechi si aproape disparute de
practici muzicale traditionale, inclusiv pentru nai, a incurajat revitalizarea acestui
instrument. Cu toate acestea, naiul nu si-a recapatat functia sociala de altadata;
prezenta sa actuala este restransa aproape exclusiv la scena festivalurilor de
folclor sila vitrinele muzeelor. Se poate spune ca identificarile culturale au Tnceput
sa apara abia odata cu imaginea publica a naiului ca instrument popular sloven,
sau specific regiunii Haloze. La indemnul cercetatorilor, importanta simbolica a
naiului pentru identitatea slovena a inceput sa fie promovata intens in presa - in
acest caz, in special in ziarele locale (de exemplu, Tednik din Ptuj) —, care au
recunoscut importanta naiului ca patrimoniu muzical local. Tn cazul naiului,
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procesul de patrimonializare a prevenit, cel mai probabil, uitarea completa a
acestui instrument.
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SUMMARY

Historically, Ciftetelli refers to the content of Cengi and Kdcek dances,
originating from Ottoman times, and represents an urban tradition of
Ottoman-Balkan culture. The word “Ciftetelli” means “two strings” and
refers to a single or couple dance common throughout Turkey. Ciftetelli
dance - at least for a long time — was not included as a category in
traditional literature of dance cultures in Turkey; in fact, it is considered
undisciplined and without a characteristic form. However, it is a subject
that is frequently discussed. Considered as an urban form, Ciftetelli was
excluded from the repertoire in the early years of the Republic as a
“remnant of the empire.” In the 1940s, it was subject to institutional
restrictions, and in the 1950s, it sparked a debate over the representation
of Istanbul in the folk-dance competitions market. In the 1980s, it was
added to the repertoire of the Turkish State Folk Dance Ensemble.
Moreover, when we look at its construction as social capital, although it
contains meanings that change/renew with inevitable ruptures, it has
always been present in daily life practices. This point is quite critical because
Ciftetelli is not an example of modernity as a project, but instead the
transformation of modernization in daily life practices in the post-1950
period, centred on urbanization, secularization, and capitalism.
Accordingly, in this study, | will focus on Ciftetelli’s processes of exclusion
from and coexistence with the official/national. Additionally, | will attempt
to interpret the performative practices of dance within these processes
regarding the design problems of secularization.

REZUMAT

In context istoric, Ciftetelli se referd la continutul dansurilor Cengi si Kégek,
cu origini in perioada otomand, si reprezintd o traditie urband a culturii
otomano-balcanice. Cuvantul ,,Ciftetelli” inseamnd ,,doud coarde” si se
referd la un dans executat solo sau in pereche pe intreg teritoriul Turciei.
Dansul Ciftetelli — cel putin pentru mult timp — nu a fost inclus ca o categorie
aparte in literatura traditionald dedicata culturii coregrafice din Turcia; de
fapt, este considerat dezorganizat si lipsit de o formd caracteristicd. Cu
toate acestea, este un subiect discutat frecvent. Considerat o formd
urband, Ciftetelli a fost exclus din repertorii in primii ani ai Republicii, fiind
privit ca o ,,rdmdsitd a imperiului”. In anii 1940 a fost supus unor restrictii
institutionale, iar in anii 1950 a dat nastere unei polemici despre
reprezentarea Istanbulului pe piata concursurilor de dans traditional. In anii
1980 a fost addugat in repertoriul Ansamblului Turc de Dansuri Traditionale
de Stat. Mai mult, cdnd analizdm evolutia sa ca un capital social, desi include
sensuri care se schimbdj/se innoiesc la aparitia unor inevitabile rupturi, a fost
mereu prezent in practicile vietii cotidiene. Acest aspect este destul de
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critic, deoarece Ciftetelli nu este un exemplu de modernitate ca proiect, ci,
de fapt, transformarea modernizdrii in practicile cotidiene in perioada post-
1950, axatd pe urbanizare, secularizare si capitalism. Prin urmare, in studiul
de fatd md voi concentra pe procesele in care dansul Ciftetelli a fost exclus
din sau a co-existat cu aspectele oficiale/nationale. In plus, voi incerca sa
interpretez practicile performative ale dansului in cadrul acestor procese
din perspectiva problemelor de planificare a secularizdrii.

Keywords
Ciftetelli, Secularization, Urban, National, Folk dance

INTRODUCTION: EARLY REPUBLICAN TIMES AND POLITICAL MEANINGS OF
CIFTETELLI

The term Ciftetelli historically refers to the content of the Cengi and Ké¢ek
dances, which originated in the Ottoman era and represent an urban tradition of
Ottoman-Balkan culture. The word (iftetelli means “two strings,” and it is
associated with a solo or couple dance popular throughout Turkey. Although
commonly linked to Istanbul and the Marmararegion, it is performed by both men
and women in many areas. For a long time, the Ciftetelli dance was not recognized
as a distinct category in the traditional literature of Turkish dance cultures; it was
considered undisciplined and lacking a defined form. The inclusion of Ciftetelli in
the national folkdance repertoire has been a subject of controversy. Now, | will
focus on the ideological, economic, and cultural background of these debates,
highlighting two significant periods of discussion: one from the 1950s and the
other from the 1980s. The reason | chose an example from the 1950s relates to
the transformation of the economic, ideological, and cultural conditions of this
period, marked by a “liberal” accompaniment and the beginning of the
unravelling of the early Republican regime. The significance of the 1980s, on the
other hand, pertains to the neoliberal policies of the new conservative nationalist
understanding, in which this dissolution gained speed and clarity. Although
Ciftetelli is the name of a dance that has not received much attention in the
literature, it merits consideration as a significant form of embodiment reflecting
these changed conditions. Therefore, the framework | intend to build for
understanding the evolving political dynamics of cultural appropriation and
intimacy in Turkey throughout the 20" century is also illustrated by the Ciftetelli
debates. My data includes written sources, newspapers, cultural magazines from
different years in the 20th century, and literary debate texts.

EARLY REPUBLICAN TIMES AND POLITICAL MEANINGS OF CIFTETELLI

In the early Republican times, Ciftetelli echoed the East and the alaturca
style against the West and the alafranga style. More specifically, when the dance
was related to Balkan cultures, it became positively Western. At the same time, it
is linked with Ottoman and Arabic culture and is accepted as a negative Eastern
theme. Such as a report in 1938 about the Romanian national holiday, which was
celebrated in a submarine, and Turkish and Romanian men danced (iftetelli
together, was announced proudly (Tan, 1938). Regarding the other implication of
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the “defective East,” the issue is that Turkey had made extraordinary efforts in
promoting Turkish art over the past 12 years (since 1923). The Republic spurted to
liberate its theatre from tuluat (improvisation) and its music from Ciftetelli and
darbuka (Tan, 1935).

Usually, Ciftetelli, one of the non-restricted bodily expressions of
entertainment mediums, is excluded from the political power of the early republic
entertainment structure and ritualization processes, such as official celebrations.
However, it happened when social and political control diminished, resembling
the moment of ecstasy after the ball concludes and the venue transforms into a
basic café fun, meyhane. Additionally, the Ciftetelli dancing in the 1930s, described
as one of the ebullitions of those who watch the movie with a cheaper ticket at
the balcony, also serves as a class marker from this perspective (Son Posta, 1932).

In the 1940s, Ciftetelli was included in the national composition repertoire
as orchestrated music, but the dance itself was not performed on stage. Only the
music, particularly its rhythmic elements, represented Ciftetelli during this period.
Two main factors influenced the decision to exclude the Ciftetelli dance from
national performances. Firstly, Ciftetelli’s improvisational and solo nature did not
align with the collective unity emphasized in national identity. This was
underscored by Selim Sirri Tarcan, the founder of Tarcan Zeybegi, the first national
dance of the Republic, who highlighted the importance of collective
arrangements without improvisation in national dances (Oztiirkmen, 1998:228).
The second aspect raises questions about bodies—male or female—and their
origins: are they from the Ottoman palace and the Harem, or from the everyday
lives of people, and which people, urban or rural? Furthermore, this has raised
concerns not only about trivializing and exoticizing the female body but also
about distorting traditional masculinity.
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Fig. 1. Someone who danced the foxtrot while they were dancing Ciftetelli
(Haber, July 17,1934)

The move towards modernization meant that performances, including
those of Ciftetelli, aimed to distance themselves from the exotic and irrational
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imagery associated with the Ottoman past and conservative religious beliefs,
presenting secular and modern representations of male and female performers
on stage. In any case, staging designs for folk dances did not involve the Ciftetelli
as a specific genre. In the newspapers of the period, the term (iftetelli is
associated with pejorative meanings and ironic expressions, such as “Ciftetelli
with jazz band, Ciftetelli with Rumba, and alafranga Ciftetelli,” (see Fig. 1) in the
context of Western arrangements, when it should be linked to “dance of femme
fatale, dance of dissipation, dance of commons, disgrace in urban life, drunk
dance, strange, terrible movements disgusting (mendebur) belly dance.” It also
carries metaphorical meanings in the football match between Turkey and Greece.
Moreover, it is not danced even in Yugoslavia, as you see in the report (See Fig.

2):

1

Fig. 2. Haber, November 10, 1938

“One of the last remaining Ciftetelli dancers in Yugoslavia, Fatma
Hilmi’s career also ended in such a disaster. The belly dance, which had
lost popularity in all the Balkan countries, had also taken its fans to the
beaches in Yugoslavia one by one. Fatma Hilmi, the only remaining dancer
in the country, had only one fan recently. [... ] But one evening Fatma lost
this man as well. The next day, she looked for him and found him on a
beach with a woman named Olga Markus. The dancer immediately lost
control, pulled out a gun, and wounded Olga” (November 10, 1938,
Haber).
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1950s: NEW URBAN SCENE AND REPRESENTATION OF FOLKLORE

In the 1950s, as (Ciftetelli remained marginalized, Istanbul’s tourism and
entertainment sector saw significant growth with the introduction of new venues
and experiences. This expansion highlighted the contrast between the city’s
modernizing cultural scene and the continued sidelining of traditional elements,
such as Ciftetelli. Many conditions, such as the increasing mobility of the city with
migration from the rural areas and the expansion of the service sector, the young
population coming to the city for education, and the folk-dance market that
started to form in this period, provided expanded material for the representation
of Istanbul on stage. Additionally, wealthy businessmen and entrepreneurs from
rural areas flocked to Istanbul during this period, significantly contributing to the
transformation of music and dance styles in casinos and nightclubs. This shift
moved them away from Western styles and towards primarily Eastern, Anatolian,
and allaturca styles®.

In addition to restaurants, casinos, and cafés with music, for example, the
Entertainment Houses in Sulukule (houses composed of rooms where groups of
customers are served food and drinks as they are entertained by young girls
dancing to the tunes of Romani music bands), Ciftetelli and belly dancing were
effective to attract the attention of foreign and local tourists. Spring and Flower
Bayram is celebrated every May of the year (1951-1961) and is organized by
Istanbul Municipality as a festival for the lower classes who live in the city. The
festival was held in a park and included many traditional forms of entertainment
(Karagéz and Hacivat, juggler shows, music, dance, eating and drinking, etc.);
dancing girls from Sulukule would appear on the stages set up, and Ciftetelli would
be practiced with the participation of the community.

With the expansion of entertainment venues, urban-associated dances
like Ciftetelli belly dance gained popularity. Concurrently, debates on
incorporating Ciftetelli into the national folkdance repertoire surfaced, marking
the first time such discussions were seriously and formally addressed within the
folkdance community. In September 1954, the Institution of the Protection and
Survival of Folk Dances organized a competition, initially announcing through
regulations that female dancers from Sulukule would represent Istanbul’s
folkdance heritage with ¢engi, kdcek, and Ciftetelli dances (see Fig. 3, Fig. 4).
However, the committee later retracted this decision, excluding Istanbul’s dances
from the competition’s final stage. This move drew criticism from folklorist Fikret
Memisoglu, who detailed his concerns in an extensive essay published in the
Turkish Folklore Research Journal:

“This composition (Ciftetelli) is the expression of the exuberant spirit of

the Turkish nation [...] To neglect this national rhythm in the performance

of national dances is a national negligence [...] Today our women [...] also
dance European dances. These dances are welcomed and not subject to

36Such rural-originated rich landlord types were given the blanket name of haciaga and were
ethicised by the mediators as well as the mainstream gaze. Haci means a Mecca pilgrim and aga
(agha) means a provincial ‘feudal landlord’ (Aytar, 2014: 113).
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objection [...] In fact, no dance is obscene. Just as not all nude paintings
are obscene, even the k6¢eks may not be obscene even if they are danced
naked [...] In order to watch these dances, it was necessary for the
Istanbul ensemble to appear before the panel of judges and to be included
in the performances [...] One reason the Istanbul ensemble was not
included is that the performers of the Istanbul dances were likely
members of a class deprived of social prestige. | wonder what kind of
folkloric thought the committee had, which we could not have guessed,
that led to this negligence? [...] Why is what is desired in Anatolia
neglected in Istanbul? Is it because women dance? All the dancers were
concerned about the performance of the Istanbul group because there
was a competition ahead. But there was no need for this worry, nor was
there a competition [..] Let us not separate the liveliest Turkish
composition from the most agile Turkish dance” (Memisoglu, 1955: 1060).

i d : ; a 3. Fikrasma gore
rkiye Halk Oyunlar Musabakalar talimatnamesinin 1 maddesinia . Yukanda bu
semelerde 1stanbul cengi, ciftetelli ve kdgeklerle t};mi"” eicibi  Glilhanede oynarken
iplerden  «Topkapr  Gulleri - Sulukule Cigekleri> isim
goériyorsunuz.

Fig. 3. The Roses of Topkapi, Flowers of Sulukule, 1954, Turkish Folklore

Research Journal

The issue lies not only with the dance form of Ciftetelli itself but also with

the female performers from Istanbul. In fact, Ciftetelli has gained acceptance in
Folk Dance Celebrations in other regions and formats, such as the spoon dance
and a male version of Ciftetelli from Konya in central Anatolia, all within the same
decade (see TFA, 1955: 1162). The text reflects the efforts to integrate Ciftetelli
into traditional culture by distancing it from the entertainment industry and belly
dancing. It also discusses the impact of the re-Islamization trend on the female
body after World War Il. The redesign of secularization presents challenges.
Additionally, as power shifts from republican to traditionalist elites, there’s a
reluctance to disregard Ciftetelli, an urban Ottoman tradition, despite its clash
with morals and beliefs.
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Tiirk ve Amerikan kadnlar:  milli, danslarmizi - gynuyorlar

danslar, miizik, ¢ocuk psikolojisi ye-
mek, vesaire sahalarinda 20-30 kisilik
faaliyet gruplart vardir. Bu gruplarin
hepsinin  biri Tirk, digeri Amerikal
birer bagkam1 mevcuttur. Gruplar, fa-
aliyet mevzularina gore miinavebe ile
Tirklerle Amerikalilarin evinde top-
lanmaktadir.  Sosyal yardim grupu
meseld giiniin ihtiyaglarina uygun ola-
rak sel feliketine ugramig zavalhlar,
Oksiizler, fakir mektep ¢ocuklari vesa-
ire gibi yardima muhtag vatandaslar
i¢in dikis dikmektedir. Yemek grupu-

Bizimkilerle onlart  aywrabilir  misiniz?
Afet Inan, Kristof Kolomb'dan sonra
Amerika'nin ilk haritasim gizen Piri
Reisin hayatim anlatmig, Prof. Halide
Edib Adivar bugiiniin kadinhgma dii-
sen vazifelerden bahsetmis, Ferhunde
Erkin Tirk bestekdrlannin eserlerini

bile satilmigtir. Ayrica birgok Ameri-
kan gazeteleri bu kitaba atfen Tiirk
yemek terifeleri bastirmiglardir.
Dernegin kayda deger diger bir t-
egebbiisii, 1951  baharinda Dil Tarih
fakiiltesinde agmis oldugu Tiirk eligleri

galmig, Saghk  Bakanl Hemsi

Biirosu Miidiresi Bayan Fatma Bengi-
su Tirkiye'de hemsireligin  durumu
hakkinda konferanslar vermistir. Da-
ha sonralari bu ayhk kiiltiirel toplanti-
lar terkedilmis; onun yerine ayda bir
biitiin dyelere mahsus yemekli toplan-

ve kiyefetleri sergisi olmustur. Halen
Istanbul'da Giizel Sanatlar Akademisi-
nin Tirk sanatlar branginin direktorli
giinii yapan Kenan Ozbel'e ait olan bu
enfes koleksiyon, o zaman ilk defa hal-
kin huzuruna ¢ikmugti. Degerli ressam
ve sanat tarihgimiz Kenan Ozbel, tam
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nun toplantilarinda bir yandan anane-

vi nildvimizin arlan facadilickan didar

tilar yapilmaga baglanmistir. Denilebi- 55 cone miiddetle her cesil k
lir ki ilk haclanoicta daha hariz  hir 00 meie e Ll owe

Fig. 4. Akis, 3 July 1954. (Note: Turkish and American women danced our national
dances, can you distinguish between them?)

1980s: NEW APPROACH TO THE NATION-STATE AND REPRESENTATION OF
URBAN LIFE

Fig. 5. Turkish State Folk Dance Ensemble, Ciftetelli, 1983, TRT (Turkish Radio and
Television Corporation)

Eventually, the reimagined (iftetelli took its place on the national stage,
performed by the State Folk Dance Ensemble in 1983. The ensemble was founded
in 1975 under the Ministry of Tourism and Promotion, which later became the
Ministry of Culture and Tourism. This marked the first significant connection with
the government. From this period on, especially after the 1980s, the government
enhanced its role as a partner in the growing market of folk dances, stressing a
collaboration between the public sector and private enterprises, which occurred
at least since the 1950s.

Throughout the 1970s and 80s, debates on “authenticity” in folk dance
staging, music “purity,” TRT program content, and the “cleanliness” of samples
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mixed with the Arabesque genre were widespread. This was due to the concept
of nationality, initially separated from religious content by the Republic, reuniting
with spiritual elements in the 70s, leading to a view of the national and religious
as “essence.” Cultural policies of nationalist and Islamist front governments,
advocating a return to tradition, influenced academic debates on authenticity.
Despite the Turkish State Folk Dance Ensemble’s mission to “create a new stage
environment... by being faithful to the essence of traditional dances, with a
contemporary interpretation without disturbing their essence and formal forms”
(Kurt, 2013: 13), its choreographies faced criticism.

In the new arrangements of Ciftetelli, “the belly and waist area is covered
by the costume, and the belly dance is eliminated, despite the polished style of
the shaking of the shoulders and the hip movements. The ballet-like movements
performed by the solo dancer and the group are a professional and rational
version of Ciftetelli” (Shay, 2002: 195). After the choreography was widely
broadcast on TRT screens, discussions in the folk-dance community were also
voiced:

“If Bar and Zeybek dances can be perfectly combined, that’s an artistic

matter not for us to judge... However, creating Ciftetelli wannabes from

Anatolian folk dances, which number in the thousands, for landowners to

watch, is an astonishing artistic event... With new stage arrangements, no

one has the right to shift our dances toward palace dances like ¢engi,
kécek, and Ciftetellis, influenced by Arab, Persian, and Byzantine cultures.

Nor is there a need to lean toward belly dances to gain foreign popularity.

The fact that the Turkish State Folk Dance Ensemble delved into

Arabesque styles and experiments at a time when TRT banned Arabesque

music is indeed noteworthy” (Baykurt, 1988: 58-59).

Echoing Baykurt, another opinion adds:

“To label the music and dance of Andalusian nights as Turkish folk dance

would be a great injustice. From which folk art and region does the

revealing dress of court concubines originate? Answering this might not

be straightforward” (Bulut, 1983: 2).

Considering the political and cultural climate in which these criticisms emerged,
the emphasis on terms like “palace, concubine, Arab, Persian, Byzantine,
landowners, arabesque” was crucial. The political-cultural flow, halted by the
military coup in 1980, resumed its course with the Turkish-Islamic synthesis, and
Ottomanism, the essence of this synthesis, began to be socialized. This situation
also created a fertile ground for increased criticism of the Republic, which had
made a sharp break with its Ottoman past. In this context, artists and cultural
figures are increasingly focusing on themes of memory, authenticity, and the
debates around what is universal, local, and national, alongside a re-evaluation of
Ottoman culture. The organization of a ball at Yildiz Palace in 1986 by the prime
minister’s wife, featuring Ottoman-era decor and costumes, exemplifies the
emerging trend of new Ottomanism, reflecting a desire to reconnect with and
celebrate the Ottoman past. This growing interest in Ottoman motifs and themes
indicates a significant cultural shift and a resurgence of appreciation for Ottoman
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heritage. The neo-Ottomanism that has persisted since the post-1980 era
embodies “the fusion of traditional Ottoman pluralism with modern liberal
multiculturalism,” showcasing an approach to embracing and integrating empire
identity with contemporary values (Bayram, 2020: 29). Ciftetelli’s choreography
by the state ensemble highlights a refreshed and conservative take on
nationalism, emphasizing a revival of Ottoman cultural elements over the
Kemalist viewpoint. This approach seeks to refine Ciftetelli, distinguishing it from
belly dancing. The performance aligns with the government’s aim to blend
Republican Turkey’s ideals with its Ottoman Islamic heritage, a vision that gained
clarity post-2000s. Additionally, the belly dance show broadcast on TRT on New
Year’s Eve from 1981 to the end of the 8os highlighted the distinction between
Oriental belly dance and Ciftetelli choreography. Both styles involve controlled
body movements and modest clothing; however, Ciftetelli features group
choreography, while Oriental emphasizes solo improvisation (see Fig. 5, Fig. 6).

Fig. 6. Nesrin Topkapi, belly dance oriental show, 1981, TRT.

CONCLUSIONS

In summary, Ciftetelli is a dance shaped by the evolving context of Turkish
identity and nationalism, manifesting in its repetitive forms. It sparks complex
discussions around the female body, secularization, ideology, and commercialism.
The Turkish State Folk Dance Ensemble choreography, featuring all-female
performers dressed to evoke a respectable Ottoman harem, yet in a space devoid
of men, showcases this complexity. The performance starts with a group dance,
after which the dancers sit in a semicircle to observe a soloist, highlighting both
collective and individual expressions.

To return to the question: Is Ciftetelli ours or not? However, the content
of the “us” here consists of “us” with different contents according to periods,
both in the repetitive ideological constructs of power and in embodied ideas that
are reinforced and transformed by the discourses of power. The passive
positioning of women in the renewed “us” content also makes it difficult for us
to read historical narratives as a story of liberation.
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ESTE AL NOSTRU SAU NU? DISCUTII DESPRE DANSUL
CIFTETELLI IN TURCIA

Cuvinte cheie
Ciftetelli, secularizare, urban, national, dans traditional

INTRODUCERE: INCEPUTURILE PERIOADEI REPUBLICANE SI SEMNIFICATIILE
POLITICE ALE DANSULUI CIFTETELLI

Termenul Ciftetelli se referd prin traditie la continutul dansurilor Cengi si
Kégek, care isi au originile in epoca otomana si reprezinta o traditie urbana a
culturii otomano-balcanice. Cuvantul Ciftetelli inseamnd ,,doua coarde” si se
refera la un dans executat solo sau in pereche peste tot in Turcia. Desi este adesea
asociat cu orasul Istanbul si regiunea Marmara, este executat in multe zone atat
de barbati, cat si de femei. Pentru mult timp, dansul Ciftetelli nu a fost recunoscut
ca o categorie distincta n literatura traditionald a artei coregrafice turcesti, fiind
considerat dezorganizat si lipsit de o forma definita. Includerea dansului Ciftetelli
in repertoriul de dansuri traditionale nationale a fost subiectul unor controverse.
Ma voi axa aici pe contextul ideologic, economic si cultural al acestor polemici,
punand in lumind douad perioade semnificative ale discutiilor: una din anii 1950, iar
cealalta din anii 1980. Motivul pentru care am ales un exemplu din anii 1950 este
legat de transformarea conditiilor economice, ideologice si culturale ale acelei
perioade marcate de un acompaniament ,liberal” si de inceputul destramarii
regimului republican timpuriu. Semnificatia anilor 1980, pe de alta parte, tine de
politicile neoliberale ale noii conceptii nationaliste conservatoare, in care aceasta
disolutie a castigat viteza si claritate. Desi Ciftetelli este numele unui dans care nu
a primit multa atentie 1n literatura de specialitate, merita sa fie luat in considerare
ca o forma semnificativd de incorporare care a reflectat aceste noi conditii. Din
acest motiv, contextul pe care intentionez sa il conturez pentru a intelege
dinamicile politice evolutive de apropriere si intimitate culturala din Turcia pe
parcursul secolului al XX-lea este de asemenea ilustrat de polemicile despre
Ciftetelli. Datele mele includ surse scrise, ziare, reviste de cultura din diversi ani ai
secolului al XX-lea si texte de dezbateri literare.

INCEPUTURILE PERIOADEI REPUBLICANE SI SEMNIFICATIILE POLITICE ALE
DANSULUI CIFTETELLI

La Tnceputurile perioadei republicane, Ciftetelli oglindea Orientul si stilul
alaturca in opozitie cu Occidentul si stilul alafranga. Mai exact, cand dansul a fost
relationat cu culturile balcanice, el a devenit occidental intr-un mod pozitiv.
Totodata, este legat de cultura otomana si araba si este acceptat ca o tema
orientala negativa. Ca de exemplu intr-un raport din 1938 despre sarbatoarea
nationalda a Romaniei, care a fost celebrata intr-un submarin, iar barbati turci si
romani au dansat impreund Ciftetelli, eveniment anuntat cu mandrie (Tan,
1938). Cu privire la celelalte implicatii ale ,,Orientului defect”, situatia era ca Turcia
facuse eforturi extraordinare de promovare a artei turcesti in ultimii 12 ani (din
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1923). Republica s-a straduit sa isi elibereze teatrul de tuluat (improvizatie) si
muzica de Ciftetelli si darbuka (Tan, 1935).

De obicei, Ciftetelli, una din expresiile corporale nerestrictionate ale
mediilor de divertisment, era exclus din manifestdrile puterii politice a structurii
de divertisment si proceselor de ritualizare de la inceputul republicii, cum erau
Balos si sarbatorile oficiale. Totusi, s-a intamplat cand controlul social si politic s-a
diminuat, asemanandu-se cu momentul de extaz de dupa incheierea balului, cand
evenimentul se transforma intr-o distractie informala de taverna - meyhane. in
plus, practicarea dansului Ciftetelli in anii 1930, descris ca una din izbucnirile celor
care privesc filmul cu bilete ieftine, de la balcon, serveste de asemenea ca marker
de clasa din aceastd perspectiva (Son Posta, 1932).

In anii 1940, Ciftetelli a fost inclus In repertoriul national de compozitie ca
muzica orchestratd, dar dansul In sine nu era executat pe scend. Doar muzica, in
special elementele ritmice, a reprezentat Ciftetelli in aceasta perioadd. Doi factori
principali au influentat decizia de a exclude dansul Ciftetelli din spectacolele
nationale. Primul a fost faptul ca factura sa solistica si improvizatorica nu
corespundea ideii de unitate colectiva accentuata in identitatea nationald. Acest
aspect a fost subliniat de Selim Sirri Tarcan, fondatorul Tarcan Zeybegi, primul dans
national al Republicii, care a sustinut importanta aranjamentelor colective fara
improvizatie in dansurile nationale (Oztirkmen, 1998:228). Al doilea aspect ridica
intrebari despre corpuri—masculine sau feminine—si originile lor: dansatorii
proveneau din palatul otoman si din harem, sau din viata de zi cu zi a oamenilor, si
a caror oameni, de la orase sau de la sate? Mai mult, s-au exprimat ingrijordri nu
doar legate de trivializarea si exoticizarea corpului feminin, ci si de distorsionarea
masculinitatii traditionale.

Qap beewmauan INSADT  gene a-
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Fig. 1. Cineva care dansa foxtrot in timp ce se dansa Ciftetelli (Haber, 17 iulie 1934)

Miscarea catre modernizare insemna ca spectacolele, inclusiv cele care
prezentau Ciftetelli, urmdreau sa se distanteze de imagistica exotica si irationala
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asociata cu trecutul otoman si cu credintele religioase conservatoare, prezentand
pe scena reprezentatii seculare si moderne ale performerilor de ambele sexe. In
orice caz, scenografia dansurilor traditionale nu includea Ciftetelli ca un gen
specific. In ziarele vremii, termenul Giftetelli este asociat cu intelesuri peiorative si
expresii ironice, ca ,,Ciftetelli cu trupa de jazz, Ciftetelli cu rumba si Ciftetelli
alafranca” (v. Fig.1) in contextul aranjamentelor occidentale, cand ar trebui sa fie
asociat cu ,,dansul femeii fatale, dansul risipei, dansul celor de jos, dizgratia in
viata urband, dansul betivilor, miscari bizare, oribile, dans dezgustator
(mendebur) din buric”. De asemenea, poartd intelesuri metaforice in meciul de
fotbal dintre Turcia si Grecia. Mai mult, nu se danseaza nici mdcar in lugoslavia,
asa cum se vede n raport (v. Fig. 2):

Fig. 2. Haber, 10 noiembrie 1938

,,Cariera uneia dintre ultimele dansatoare de Ciftetelli ramase Tn
lugoslavia, Fatma Hilmi, s-a terminat de asemenea intr-un dezastru
cumplit. Dansul din buric, care isi pierduse popularitatea in toate tarile
balcanice, isi dusese si fanii pe plajele din lugoslavia, unul cate unul. Fatma
Hilmi, singura dansatoare ramasa in tard, avea in ultima vreme un singur
fan.[...] Darintr-o sear3, Fatma |-a pierdut si pe acesta. In ziua urmatoare,
l-a cautat si l-a gasit pe o plaja cu o femeie numita Olga Markus.
Dansatoarea si-a pierdut imediat controlul, a scos o arma si a ranit-o pe
Olga” (10 noiembrie 1938, Haber).
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Anii 1950: NOUA SCENA URBANA SI REPREZENTAREA FOLCLORULUI

In anii 1950, In timp ce Ciftetelli ramanea marginalizat, sectorul de turism
si divertisment din Istanbul cunostea o crestere semnificativa, introducandu-se
noi locatii si experiente. Aceastd expansiune a scos in evidentd contrastul dintre
scena culturala tot mai moderna a orasului si marginalizarea continua a
elementelor traditionale precum (iftetelli. Multe conditii, precum mobilitatea
crescanda a orasului prin migratia populatiei dinspre zonele rurale si extinderea
sectorului de servicii, cu tineri care veneau la oras pentru studii si piata de dans
traditional care Tncepea sa se formeze in aceasta perioadd, ofereau o mare
cantitate de materiale pentru reprezentarea Istanbulului pe scena. In plus, oameni
de afaceri bogati si antreprenori din zone rurale au venit Tn numar mare in Istanbul
n aceasta perioada, contribuind Tn mod semnificativ la transformarea stilurilor de
muzicd si dans din cazinouri si cluburi de noapte. Acest curent a provocat o
distantare de stilurile occidentale si o orientare spre, in principal, stiluri orientale,
anatoliene si allaturca®.

Pe [and restaurante, cazinouri si cafenele muzicale, de exemplu, Casele de
Divertisment din Sulukule (case formate din camere unde grupuri de clienti
servesc bauturi si mancare in timp ce urmaresc tinere fete care danseaza pe
muzicd interpretata de tarafuri rome), Ciftetelli si dansul din buric atrageau cu
succes atentia turistilor straini si locali. Sdrbdtoarea Primdverii si Florilor avea loc in
fiecare anin luna mai (1951-1961), fiind organizatd de autoritatile din Istanbul ca un
festival pentru clasele de jos ale orasului. Festivalul se desfasura intr-un parc si
includea multe forme traditionale de divertisment (karagéz Hacivat, spectacole cu
jongleri, muzicd, dans, mancare si bauturi etc.); dansatoare din Sulukule apéreau
pe scenele amenajate si comunitatea lua parte la dansul Ciftetelli.

Odatd cu extinderea locatiilor de divertisment, dansurile asociate cu viata
urbana, ca dansul din buric Ciftetelli, au castigat popularitate. In acelasi timp, au
iesit la suprafata polemici pentru incorporarea Ciftetelli in repertoriul national de
dans traditional, marcand data la care astfel de discutii au fost pentru prima data
abordate in mod serios si formal in comunitatea etnocoreologilor. In septembrie
1954, Institutul pentru Protectia si Supravietuirea Dansurilor Traditionale a
organizat un concurs, anuntand initial, prin reglementari, ca dansatoarele din
Sulukule vor reprezenta patrimoniul de dans traditional al Istanbulului cu
dansurile ¢engi, kécek si Ciftetelli (v. Fig. 3, Fig. 4). Ins3, ulterior, comitetul a
retractat aceasta decizie, excluzand dansurile din Istanbul din etapa finala a
competitiei. Aceasta masura a fost criticata de folcloristul Fikret Memisoglu, care
si-a expus Ingrijorarea intr-un lung eseu publicat in Revista Turca pentru Cercetare
Folclorica:

,yAceastd compozitie (Ciftetelli) este expresia spiritului exuberant al

natiunii turce [...] A neglija acest ritm national in spectacolele de dansuri

nationale este o neglijenta nationala [...] Astazi, femeile noastre [...]

37Astfel de tipuri de proprietari de pamant bogati, originari din mediul rural, au primit denumirea
generala de haciaga si au fost eticizati atat de mediatori, cat si de opinia publicad generala. Haci
Tnseamnd pelerin la Mecca, iar aga (agha) inseamna ,,proprietar feudal” provincial (Aytar, 2014: 113).
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danseaza si dansuri europene. Aceste dansuri sunt binevenite si nu sunt
intdmpinate cu obiectii [...] De fapt, nici un dans nu este obscen. Tot asa
cum nu toate picturile cu nuduri sunt obscene, si dansurile k¢ek ar putea
sd nu fie obscene, chiar daca se danseaza nud [...] Pentru a privi aceste
dansuri, a fost necesar ca ansamblul din Istanbul sa apara in fata unui juriu
si sa fie inclus n spectacole [...] Un motiv pentru care ansamblul din
Istanbul nu a fost inclus este ca dansatorii din Istanbul erau probabil
membri ai unei clase lipsite de prestigiu social. Ma intreb ce fel de gandire
folclorica a avut comisia, pe care nu ne-o putem imagina, in asa fel incat sa
conduca la aceasta neglijenta? [...] De ce ceea ce e dorit in Anatolia e
neglijat in Istanbul? E din cauzd ca danseaza femeile? Toti dansatorii erau
preocupati de spectacolul grupului din Istanbul pentru ca urma un
concurs. Dar aceastad ingrijorare nu era necesard, si nu era nici un concurs
[...] S& nu separam cea mai vivace compozitie coregrafica turca de cel mai
agil dans turcesc” (Memisoglu, 1955: 1060).
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iplerden  «Topkapr  Gilleri - Sulukule Cic

rkive Halk Oyunlam Misabakalar talimatnamesin
gérilyorsunuz.

Fig. 3. Trandafirii din Topkapi, Florile din Sulukule, 1954, Revista Turca de

Cercetare Folclorica

Problema nu se refera doar la dansul Ciftetelli, ci si la dansatoarele din

Istanbul. De fapt, Ciftetelli a fost acceptat in Sarbatorile de Dans Traditional in alte
regiuni si formate, cum sunt dansul lingurii si o versiune masculind a Ciftetelli din
Konya in Anatolia centrald, toate in aceeasi decada. (v. TFA, 1955: 1162). Textul
reflecta eforturile de a integra Ciftetelli in cultura traditionala prin distantarea sa
de industria de divertisment si de dansul din buric. Totodata pune in discutie
impactul curentului de re-islamizare asupra corpului feminin dupa Al Doilea
Razboi Mondial. Transformarile cerute de secularizare vin cu provocari. in plus,
odata cu transferul puterii de la republicani catre elitele traditionaliste, apare o
reticentd fata de marginalizarea dansului Ciftetelli, o traditie urbana otomana, Tn
pofida conflictului sau cu morala si credintele.
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Tiirk ve Amerikan kadnlar:  milli, danslarmizi - gynuyorlar

danslar, miizik, ¢ocuk psikolojisi ye-
mek, vesaire sahalarinda 20-30 kisilik
faaliyet gruplart vardir. Bu gruplarin
hepsinin  biri Tiirk, digeri Amerikali
birer bagkam1 mevcuttur. Gruplar, fa-
aliyet mevzularina gore miinavebe ile
Tirklerle Amerikalilarin evinde top-
lanmaktadir.  Sosyal yardim grupu
meseld giiniin ihtiyaglarina uygun ola-
rak sel feliketine ugramig zavalhlar,
Oksiizler, fakir mektep ¢ocuklari vesa-
ire gibi yardima muhtag vatandaslar
i¢in dikis dikmektedir. Yemek grupu-

Bizimkilerle onlart  aywrabilir  misiniz?
Afet Inan, Kristof Kolomb'dan sonra
Amerika'nin ilk haritasim gizen Piri
Reisin hayatim anlatmig, Prof. Halide
Edib Adivar bugiiniin kadinhgma dii-
sen vazifelerden bahsetmis, Ferhunde
Erkin Tirk bestekarlannin eserlerini
¢almig, Saghk  Bakanhg Hemgirelik
Biirosu Miidiresi Bayan Fatma Bengi-
su Tiirkiye'de hemgireligin ~ durumu
hakkinda konferanslar vermistir. Da-
ha sonralari bu ayhk kiiltiirel toplanti-
lar terkedilmis; onun yerine ayda bir
biitiin dyelere mahsus yemekli toplan-

bile satilmigtir. Ayrica birgok Ameri-
kan gazeteleri bu kitaba atfen Tiirk
yemek terifeleri bastirmiglardir.
Dernegin kayda deger diger bir t-
egebbiisii, 1951  baharinda Dil Tarih
fakiiltesinde agmis oldugu Tiirk eligleri
ve kiyefetleri sergisi olmustur. Halen
Istanbul'da Giizel Sanatlar Akademisi-
nin Tirk sanatlar branginin direktorli
giinii yapan Kenan Ozbel'e ait olan bu
enfes koleksiyon, o zaman ilk defa hal-
kin huzuruna ¢ikmugti. Degerli ressam
ve sanat tarihgimiz Kenan Ozbel, tam
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nun toplantilarinda bir yandan anane-

cirlars facadilickan didar

tilar yapilmaga baglanmistir. Denilebi- 55 cone miiddetle her cesil k
lir ki ilk haclanoicta daha hariz  hir 00 meie e Ll owe

vi mildvimizin

Fig. 4. Akis, 3 iulie 1954. (Nota: dansatoare turce si americane interpretand
dansurile noastre nationale, le puteti deosebi unele de altele?)

Anii 1980: O NOUA ABORDARE A NATIUNII-STAT SI A REPREZENTARII MEDIULUI
URBAN

Fig. 5. Ansamblul Turc de Dansuri Traditionale de Stat, Ciftetelli, 1983,
Radioteleviziunea Turca

In cele din urm3, dansul Ciftetelli, reimaginat, si-a ocupat locul pe scena
nationald, interpretat de Ansamblul Turc de Dansuri Traditionale de Stat in 1983.
Ansamblul a fost fondat Tn 1975 sub patronajul Ministerului Turismului si
Promovarii, care a devenit mai tarziu Ministerul Culturii si Turismului, marcandu-
se astfel prima conexiune semnificativa cu guvernul. Dupd aceasta perioada, in
special dupa anii 1980, guvernul si-a asumat un rol mai pregnant ca partener pe
piata tot mai dezvoltatd a dansurilor traditionale, punand accentul pe colaborarea
dintre sectorul public si intreprinderile private, care incepuse poate chiar Thainte

de anii 1950.
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Pe parcursul anilor 1970 si 1980, s-au rdspandit polemici despre
nautenticitate” in punerea in scena a dansurilor traditionale, despre ,,puritate”
muzicald, continutul programului Radioteleviziunii Turce si,,curatenia’” modelelor
combinate cu stilul arabesc. Toate acestea se datorau conceptului de
nationalitate, initial separat de continutul religios de catre Republica, reunit cu
elemente spirituale in anii 1970, conducand spre o perspectiva a nationalului si
religiei ca ,,esenta”. Politicile culturale ale guvernelor populare nationaliste si
Islamiste, care sustineau intoarcerea la traditie, au influentat dezbaterile
academice despre autenticitate. Tn pofida misiunii Ansamblului Turc de Dansuri
Traditionale de Stat de a,,crea un nou mediu scenic fiind fidel esentei dansurilor
traditionale, intr-o interpretare contemporanad, dar fard a le prejudicia esenta si
aspectul formald” (Kurt, 2013: 13), coregrafiile sale au fost primite cu critici.

In noile aranjamente ale dansului Ciftetelli ,,zona abdomenului si taliei este
acoperitd de costum, iar dansul din buric este eliminat, in pofida stilului cizelat al
miscarilor umerilor si soldurilor. Miscarile in stil de balet executate de dansatorul
solist si de grup sunt o versiune profesionistd si rationald a dansului Ciftetelli.”
(Shay, 2002: 195) Dupa ce coregrafia a fost prezentata masiv pe ecranele
Radioteleviziunii Turce, s-au fdcut auzite si discutii din comunitatea dansului
traditional:

,»,Dacd dansurile Bar si Zeybek pot fi combinate perfect, este o chestiune

artistica pe care nu e atributia noastra sa o apreciem. Totusi, crearea unor

tipuri de Ciftetelli din dansuri traditionale anatoliene, care numara cateva

mii, pentru divertismentul proprietarilor de terenuri, este un eveniment

artistic uimitor... Cu noi aranjamente scenice, nimeni nu are dreptul sa ne

impinga dansurile catre dansuri de palat ca ¢engi, kécek si Ciftetelli,

influentate de culturile araba, persana si bizantina. Nici nu exista o

necesitate de a ne apleca spre dansurile din buric pentru a obtine

popularitate externa. Faptul ca Ansamblul Turc de Dansuri Traditionale de

Stat a abordat stiluri si experimente arabesc intr-o perioada in care TRT a

interzis muzica In genul arabesc este intr-adevar demn de atentie”

(Baykurt, 1988: 58-59).

Asemanator lui Baykurt, alta opinie adauga:

,»,Sa etichetam muzica si dansul ,,Noptilor andaluze” drept dans traditional

turcesc ar fi o mare nedreptate. In ce art3 folclorica si in ce regiune Tsi are

originea costumul sumar al concubinelor de la curte? Raspunsul la aceste

intrebari s-ar putea sa nu fie foarte simplu” (Bulut, 1983: 2).

Tinand cont de climatul politic si cultural in care au aparut aceste critici, accentul
pus pe termeni ca ,palat, concubine, arab, persan, bizantin, proprietari de
terenuri, arabesc” era crucial. Fluxul politico-cultural, franat de lovitura de stat din
1980, si-a reluat cursul prin sinteza turco-islamica, iar otomanismul, esenta
sintezei, a Tnceput sa fie socializat. Situatia a creat totodata un sol fertil pentru o
critica tot mai acerba la adresa Republicii, care a operat o ruptura categorica de
trecutul ei otoman. Tn acest context, artistii si figurile culturale s-au axat tot mai
mult pe teme de memorie, autenticitate si polemici despre ce anume este
universal, local si national, in paralel cu o re-evaluare a culturii otomane.
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Organizarea unui bal la Palatul Yildiz Th 1986 de cdtre sotia prim-ministrului, cu
decor si costume din epoca otomana, exemplifica trendul emergent al noului
otomanism, reflectand o dorinta de a se reconecta cu si a sarbatori trecutul
otoman. Acest interes crescand pentru motivele si temele otomane indica o
mutatie culturala semnificativa si o resurgentd a aprecierii pentru mostenirea
otomana. Neo-Otomanismul care persista din perioada post-1980 personifica
,»fuziunea pluralismului otoman traditional cu multiculturalismul modern liberal”,
aducand o abordare care favoriza incorporarea si integrarea identitatii imperiului
printre valorile contemporane (Bayram, 2020: 29). Coregrafia dansului Ciftetelli
realizatd de ansamblul de stat pune in lumina o fateta innoita si conservatoare a
nationalismului, subliniind o revigorare a elementelor culturale otomane in
contrast cu perspectiva kemalismului. Aceastd abordare cauta sa rafineze
Ciftetelli, diferentiindu-l de dansul din buric. Aceasta interpretare respectd scopul
guvernamental de a imbina idealurile Turciei republicane cu mostenirea sa
islamica otomand, o viziune care a castigat claritate dupa anul 2000. in plus,
spectacolul de dans din buric transmis de Radioteleviziunea Turca in Ajunul Anului
Nou, din 1981 pana spre finalul deceniului, a scos in evidenta diferenta dintre
dansul din buric oriental si coregrafia Ciftetelli. Ambele stiluri includ miscari
corporale controlate si Tmbracaminte sumard; totusi, (Ciftetelli prezinta o
coregrafie de grup, In timp ce dansul oriental pune accentul pe improvizatia solo

(v. Fig. 5, Fig. 6).

Fig. 6. Nesrin Topkapl, spectacol de dans din buric oriental, 1981,
Radioteleviziunea Turca.

CONCLuzII

Rezumand, (iftetelli este un dans modelat de evolutia contextului
identitatii si nationalismului turc, manifestat in formele sale repetitive. A generat
discutii complexe despre corpul feminin, secularizare, ideologie, si comercialism.
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Coregrafia Ansamblului Turc de Dansuri Traditionale de Stat, implicand exclusiv
dansatoare, costumate in asa fel incat sa evoce un harem otoman respectabil, dar
totusi intr-un spatiu lipsit de barbati, infatiseaza aceasta complexitate.
Spectacolul incepe cu un dans de grup, dupa care dansatoarele se aseazad intr-un
semicerc pentru a privi o solistd, punand astfel in evidentda atat expresii
individuale, cat si colective.

Dacd ne intoarcem la intrebarea: (iftetelli este al nostru sau nu?,
consideram ca termenul ,,al nostru” folosit aici are un continut diferit in functie de
perioade, atat in constructele ideologice repetitive ale puterii si in ideile
fncorporate care sunt consolidate si transformate de cdtre discursurile puterii.
Pozitionarea pasivad a femeilor in acest continut innoit al termenului ,,al nostru”
ne ingreuneaza citirea naratiunilor istorice ca pe un discurs al eliberarii.
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A COMMUNITY OF EXPERTS: DANCE
AND MUSIC KNOWLEDGE
TRANSMISSION WITHIN THE
TANCHAZ MOVEMENT
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SUMMARY

From the beginning, adapting rural Hungarian improvised dance to an
urban practice has been a journey of discovery. At the first Budapest
tdnchdz in 1972, named after the “dance houses” of Szék in Transylvania,
choreographers, professional dancers and invited musicians attempted to
mimic the improvisation of that village. The popularizing of similar events,
named the tdnchdz movement, boosted by a difficult political situation,
sent many musicians and dancers into Transylvania to find village events.
Growing availability of ethnographic materials and accessibility to village
dancers in Transylvania resulted in individual dancers and musicians
enthusiastically doing their own research on rural Hungarian dance and
music. As the tdnchdz movement spread throughout and beyond the
boundaries of Hungary and Romania, many more people shared video tapes
and recordings and experimented with the form. This study explores
practices of this group as they seek to preserve this material, surveying
competing visions of authenticity and varying solutions to issues of
improvisation.

REZUMAT

Incd de lainceput, adaptarea dansului improvizat maghiar rural la o practicd
urband a fost o cdldtorie a descoperirilor. La prima casd de dans (tdnchdz)
din Budapesta, n 1972, numitd dupd ,,casele de dans” din Szék in
Transilvania, coregrafi, dansatori profesionisti si muzicieni invitati au
incercat sd imite improvizatia din acel sat. Popularizarea unor evenimente
similare, numitd miscarea tdnchdz, impulsionatd de o situatie politica
dificild, a trimis multi muzicieni si dansatori in Transilvania pentru a gdsi
evenimente in sate.

Disponibilitatea tot mai mare a materialelor etnografice si accesul la
dansatorii din satele transilvdnene au avut ca rezultat faptul cd dansatori si
muzicieni individuali au fdcut cercetdri proprii asupra dansului si muzicii
maghiare. Pe mdsurd ce miscarea caselor de dans s-a rdspdndit peste tot in
si dincolo de granitele Ungariei si Romdniei, mult mai multe persoane au
distribuit inregistrdri video si au experimentat aceastd formd de dans.
Studiul de fatd analizeazd practicile acestuia pe mdsurd ce cautd sd conserve
acest material, explordnd viziunirivale despre autenticitate si solutii variate
la probleme de improvizatie.
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Fig. 1: “Visa Dances at Visai Tanctabor (Visa Dance Camp), Visa (Visea, Cluj county),
Romania. July 28, 2019. Naci Macsingo, Primas” (photo and video by author).
https://lyoutu.be/jQyOTiscmbw

INTRODUCTION

“Who is now the expert?” a topic explored at the ICTMD South East
Europe conference in Cluj-Napoca (Hungarian: Kolozsvar, German: Klausenburg)
in October 2024, becomes an important question as dance as an integral part of
village life has rapidly fallen out of practice. For Hungarian rural dance, the
tdnchdz movement has explored and complicated this question by offering a
range of challenges and opportunities, approaches and prohibitions that for the
last 50 years have drawn enthusiasts, urban and rural, to the dance.

The tdnchdz movement is an effort to recreate the milieu of a range of
improvised dances developed within rural villages throughout the Hungarian-
speaking world. Although there are hierarchies of experts, each person is
encouraged to take ownership of the material and continue to research and learn
these various dance systems. This independence stems from a range of factors
including:

1. How the tanchdz movement began
2. Dance in the context of late-20th century social and political developments
3. Increasing availability of primary material
4. The nature of the material and how it is viewed and taught
I will talk about these points, as well as some fundamental problems, including:
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1. Originality in the context of preservation
2. The relationship between dancer and band

3. Copying

How the tanchdaz movement began

The tdnchdz movement grew out of ethnographic research conducted
throughout the 20" century by a host of people engaged in various approaches
to dance and music. These included ethnochoreologists and ethnomusicologists,
choreographers, physical education teachers, ethnologists, dancers, and
musicians. | have heard it said that the Hungarian field was a lucky size, because
people with different goals were meeting each other over and over, and sharing
information and perspectives.

The tdnchdz idea was suggested by Gyorgy Martin, an ethnochoreologist
who had endeavored to analyze and learn the rural art legényes through
interaction with his primary subject, Istvdn Matyas Mundruc,?® from Magyarvista
(Vistea, Cluj county) in the Kalotaszeg cultural area (Romanian: Tara Cdlatei) of
Transylvania as well as other dance systems. In first event, organized by the Bihari
dance group under Ferenc Novak with Martin and other supporters including
Séndor Timar, dancers from four performing groups3® and musicians Béla Halmos
and Ferenc Sebd attempted the improvised dances of Szék to see if they could
come close to replicating that village’s tdnchdz, or dance house. The first
Budapest tdnchdz took place on May 6, 1972. Much is written about this event.*°
Bela Halmos, violinist, talked about the difficulty of finding music and learning
improvisation, finally working with Gyérgy Martin’s recordings.*' While first
meant to be kept among professionals, it was soon decided to include the general
public. (Taylor, 2021:118). Tdnchdz bands founded their own regular dates to play
the material, and provided dance instruction (Taylor, 2021:118-119). This model
won UNESCO designation for Best Safeguarding Practice in 2011.#* The process
mainly consists of teaching participants the movement and attitude of a dance
through practicing basic figures which participants can combine freely or
according to certain rules.*® Figure 2 gives an example of tdnchdz teaching and
practice today.

38Various notes on these interactions have been collected in Martin, Gyorgy. 2004. Mdtyds Istvdn
'Mundruc': egy kalotaszegi tdancos gyéniség vizsgdlata (Matyas Istvan 'Mundruc': An Examination of
a Kalotaszeg Dance Talent). Budapest: Planetas.

39The HDVSZ Bihari Janos Tancegyiittes, the Vegyipari Dolgozdk Sézakszervezete Bartdk Béla
Tancegyiittes, the Vasas M6vészegyiittes and the Epitk Vadrdzsak Néptancegyiittes (Székely
2024:67).

49 Many accounts can be found on the Hagyomanyok Haza website https://hagyomanyokhaza.hu/.
Accounts listed here include (Halmos, undated), (Taylor, 2021, see especially chapter 4), (Székely,
2024:63-70), (Frigyesi, 1996).

41 (Halmos, undated: 3), (Frigyesi, 1996: 61-62), (Székely, 2024)

42 https:/[/ich.unesco.org/en/decisions/6.COM/9.8 .

43 In my observation, material taught has passed through a number of stages; first, regional
dances were taught combining figures from throughout the region, then teaching focused on
specific villages, now many are teaching the dance figures of individual dancers.
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Fig. 2. “Fond Szerda tanctdnitas és tanchdz: Maros-Kikdillok vidéke (Fono
Wednesday dance lessons and dance house: Maros-
Kukillokregion).”https://www.youtube.com/watch?v=WyQk92jnEkw
https://youtu.be/PwpjGJeFmOw

Tdanchdz’s new approach to folk dance moved responsibility for
determining many elements concerning the material from the choreographer to
the dancer. It would be hard to overemphasize the implications of this choice,
which ultimately took dance off the stage and created a new social sphere, the
urban tdnchdz.

DANCE IN THE CONTEXT OF LATE-20™ CENTURY SOCIAL AND POLITICAL
DEVELOPMENTS

Tdnchdz served political as well as social goals. In the dark days of state
socialism 15+ years after the suppressed Hungarian Revolution of 1954, tdnchdz
provided a hidden means of protest.#* Dance in general was fostered by the
Russian Communists; the Moiseyev Dance Company providing the model of a
smooth, collective society, all working together for a common good.* Igor
Moiseyev helped greatly with the establishment of the Hungarian State
Ensemble, although that group’s first Choreographer (later Artistic Director),
Miklds Rabai, was much more involved in ethnographic dance research and the
accurate representation of Hungarian dance.*®* Dance groups run by amateurs,
sponsored by collectives, such as those noted earlier, or taking place in culture

44Balogh, Balazs and Fiilemile, Agnes. 2008. “Cultural Alternatives, Youth and Grassroots Resistance
in Socialist Hungary -~ The Folk Dance and Music Revival.” Hungarian Studies, 22:43-62.
https://epa.oszk.hu/01400/01462/00038/pdf/[EPA01462_hungarian_studies 2008 1-2_ 043-
062.pdf.

45See (Shay, 2002), especially chapter 3, 57-81 for Soviet Union support and expectations regarding
dance companies.

46In my interview with Maria Molnar, one of Rabai’s students at the Testnevelési Fdiskola,
thePhysical Education College in Budapest, she reported how, when bringing students to
Hungarian villages, he taught meticulous analysis of not only the dance, but the circumstances
surrounding them, who was dancing, and other considerations.


https://www.youtube.com/watch?v=WyQk92jnEkw
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houses were well regarded and even required in some cases,* and if the people
doing the dancing undertook it for the purpose of maintaining a separate
Hungarian sensibility, then, as one participant said, “They came, and all they found
were people dancing.”#® The advantage was that you didn’t even need to
acknowledge to yourself that you were protesting or hollowing out a clean space
for yourself. Judit Frigyesi first played down the political element in tdnchdz, but
noted it provided researchers a place to go, with less political supervision.*®
Much tdnchdz material was from Transylvania, a mixed-nationality region
that had changed hands between Hungary and Romania. Hungarian, as well as
Romanian and Roma, dance in this area fostered by isolation, had continued to
develop in the second half of the 20" century, into an unusually soloistic and
virtuosic form. Going to Transylvania and looking for weddings and other village
events to join became a way to show solidarity with Hungarians there, and a
favorite activity for tdnchdz-goers for learning dances. Romanian officials,
nervous about the Hungarians crossing into Transylvania and about the mixing of
rural and urban minorities, sought to interfere, with rules, such that people should
not talk to foreigners and no foreigner could sleep within the country, interpreted
by visitors as within boundaries of a town. One frequent traveler told me how she
camped just outside the sign for Sz&ék.>° This danger was real—Istvan Addm, Bela
Halmos’s Roma violin teacher was frequently beaten, and Laszlo Kelemen, a
Transylvanian native living in Hungary, told me of how he only escaped beating or
worse because he was traveling with an American girl.> Zoltan Kéllos, the primary
Hungarian ethnographer working in Transylvania, was thrown in prison.>
Despite the danger, a local tdnchdz movement began in Transylvania.>
Andrds Sinko told me how as a conservatory violin student, he and his friends
would go to community events along with Roma musicians. He said the musicians
were suspicious until they saw they could have the conservatory students play the
gig and then collect the money themselves.>* lldikd Németh, then a student in
Cluj, said that Kallos would help them with materials, but kept his distance for
their sake. She told me police would take tdnchdz organizers into custody on the
nights of events, releasing them when it was too late for the event to happen.>

47(Székely, 2024)

48 See (Szbnzei, forthcoming) on Secret Service surveillance of the tdnchdz movement.

49Frigyesi teases out a the various (often not political) threads that drew people from different
backgrounds and interests to participate in tdnchdz (Frigyesi, 1996). Taylor likewise links tdnchdz
to other trends such as the Beat movement, and she explores its position and utility within the
political system (Taylor, 2021).

50 Julia Bock, 9 May 2024

5'Personal discussion 2003 and (Kelemen, 2008). She was able to reach help from the Amercan
Embassy after they were detained by the police.

52 He was imprisoned for an unrelated offense, but he himself made the connection with his research
work (2006).

53 See (Kelemen, 2008) and (K8nczei and Kénczei, 2004) fordetailedaccounts of thisprocess.

54 Interview Kalotaszentkiraly 2005. Halmos also experienced this (Halmos, undated: 5).

55 InterviewKalotaszentkiraly 2005
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All these experiences added to the attraction of tdnchdz, building a culture
of social engagement and personal responsibility for one’s own knowledge
acquisition as well as exposing dancers to rural models. Folk dance was also
legitimated with the establishment of a folkdance department at the Allami Balett
Intézet (National Ballet Institute).”® Names of members of the first class,
graduating in 1975, Zoltan Zsurdfszky Zsurd, Zoltdn Farkas Batyu, and Istvan
Kosbor Kosbor (who dances in New Jersey), are found on many of the field notes
of archived dance films. Sdndor Timdr and other teachers taught amateur dancers
throughout the world how to improvise just as in Hungary and Transylvania.>’
Thus, dance enthusiasts began to think more deeply about how movements fit
together and building a personal dance, as well as finding new appropriate
figures.

Archival materials moved hand to hand. Aaron Székely told me about
learning legényes figures from videos he could hardly understand because they
had been copied so many times. Musical tapes and albums were also traded and
carefully dissected by ear. In Figure 3, amateur musicians in New York have
transcribed and memorized dances from the Sebd Ensemble’s1978 record album
Tdnchdzi muzsika -- Music in Folk Dance Rooms. Dances were taught by Steven and
Susan Kotansky, Americans involved in the Budapest tdnchdz movement, who had
returned to the US.5®

Fig.3.Mez8ségi Dances at Sunday Folk Dance Session in Earl Hall at Columbia
University, New York, NY on 12/12/1985.https://youtu.be/ijojLirmJto. Video
provided by Barry Winnaker.

INCREASING AVAILABILITY OF PRIMARY MATERIAL

As a response to the interest in traditional dance, collections actively
strove to make their films available. As a walk-in, the Laszlo Lajtha Library (now

56 https://mte.eu/tortenet/

57 | attended one of Timar’sworkshops in Boston in the 1980’s. In 2015, Takashi Kamiya reported on
Timar’s teaching trips to Japan, beginning in 1979 in “History of Magyar Néptanc in Japan,” a
PowerPoint presentation at the Hagyomdnyok Haza. Facebook 7-24-22

58 At the Balkan Folk Arts Center (1981 renamed Ethnic Folk Arts Center, now Center for Traditional
Music and Dance) at 179 Verick St. These classes were my first contact with the tdnchdz
movement.
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the Folklore Documentation Center) at the Hagyomdanyok Haza made a copy for
me of Gyorgy Martin’s Kalotaszegi films in Tiire in 1969, along with a photocopy
of the field notes. ZTI published video cassettes in the early 2000’s, including such
materials as Mundruc dancing legényes. As Székely notes, archival films have
generally been viewed as public domain (Székely, 2024). Sometime after YouTube
came out in 2005, Hungarian archival films became available in personal accounts.
Janos Fligedi developed and made available an online archive of films from the
ZTI collection which immediately became references for dance classes. The most
recent version of the archives is now the Néptdnc Tuddstdr of the BTK Zene
tudomanyilntézet [Knowledge Base of Traditional Dances of the RCH Institute for
Musicology] at https://neptanctudastar.abtk.hu/.

The fall of Communism in 1989 was followed soon by the first
Transylvanian dance camp.>°As the need for resistance disappeared, many feared
Tdnchdz would become less popular. However, the intrinsic attractiveness and
sophistication of the material, along with the resilience of tdnchdz as a social form
has resulted in generation after generation devoting themselves to Hungarian
dance at tdnchdz. Anna Székely’s new dissertation “K6z6sségés Autenticitas: A
Kortars Magyar Néptancos Revival Mozgalom Vizsgalata (Community and
Authenticity: An Examination of the Contemporary Hungarian Folk Dance Revival
Movement)” studies some of the core concepts of tdnchdz participants,
comparing generations and looking at how they are conceptualizing and realizing
the material today. Much attention is devoted to the relationship between newer
dancers and the last generation of villagers in Transylvania to have experienced
dance as central to their communities for most of their lives, whom they treasure
as “adatkézI6” (informants, or people of peasant origin and raised in traditional
lifestyle local representatives of styles).®°Her work, especially in terms of
contemporary views of authenticity, provides a window on how this generation is
handling one of the movement’s most knotty problems.

THE NATURE OF THE MATERIAL AND HOW IT IS VIEWED AND TAUGHT

Throughout the course of the movement, dance house participants
focused on the issue of where to turn to remain true to the material. For urban
dancers especially in Hungary, the solution has been the archival films from the
1960s by Gydrgy Martin and others. However, those archives hold a special trap,
in that they represent moments in the practice of very creative people. To truly
preserve the form, the element of serendipity and momentary invention must be
preserved. However, another concern looms large. How does a dancer find new
moves that fit with the dance without the boundaries of training and social
reaction of the community in which the dance developed?

59 Since then, many have followed, often set up by locals, such as in Gyérgyfalva and Jobbagytelke,
Transylvanians living in Hungary set up a gypsy camp in Commando, which is now in Zabola, The
Bartdk ensemble from Budapest set up the Visa camp after long personal association with local
people. Dance camps vary in program; generally taught by professional dancers, often bringing in
local people to demonstrate dances.

60 She also presents a short history of tdnchdz and the concerns of the founders.
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A locus of this issue involves the Kalotaszegi legényes, at home in the
Kalotaszeg region, just outside of Cluj to the west, and stretching down to the
south. This dance is considered the most developed of men’s solo dances and is
the most talked about in Martin’s writings. This dance consists of a series of
improvised units of dance or pont, 8-bar sequences corresponding to a musical
phrase. Similar to the music, a pont divides into 2-bar segments, generally
analyzed as abbc, or an introductory segment, followed by two segments of new
motives, which interact through repetition, reversal, or contrast. This is followed
by a 2-bar close. Figure 4 is the dance as danced by Ferenc Biro Fekete, with
musical phrases marked with capital letters. Dance phrase segments are marked
with small letters and annotated to note similar figures in different pont.®’

Fig.4. Legényes. Ferenc Biro Fekete -- 4-bar segment, music and dance
phrasing, motives.

https://youtu.be/mT4eUjGwMI8.

A video posted on YouTube of three Mundruc archival tapes (Figure 5)
gives a sense of the variety of motives a dancer can develop.

AAWM 25 Example 3. "Legényes.” Performed by Istvan Matya...

Fig. 5. Legényes. Performed by Istvan Matyds Mundruc, Magyarvista (Vistea, Cluj
county) September 1, 1967.

61 This example is taken from (Olson, in press)
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Martin notes that the traditional method of learning involved first
practicing small dance motives typical of the central section of the pont. When
these were mastered, dancers worked out their close and opening. Martin also
wrote about the functionality of the beginning and end of the pont, the a and ¢
sections. He notes that the close of the pont in this tradition ends with a step on
the last beat of the measure. The development of the opening, the first two bars
of pont, comes last, as a personal manner of beginning and moving to the middle
section. He suggests that the opening of the figure and the delayed first step
observed in many openings has to do with timing and balance at the end of the
previous pont.®2Martin expresses surprise that many dancers developed similar
openings. The use of a formulaic opening and closings allow the dancer seconds
to plan the placings of new material and the shape of his total performance with,
for example, more elaborate figures in later pont for a dramatic effect.

In contrast to this long-form instruction in the inventive possibilities and
requirements of this form, in my observation of dance classes, men tend to be
taught ready-made pont from the archive and instructed to seek out pont that suit
them and fit their bodies, thus instilling them with a reverence for the archive and
a reluctance to experiment or improvise, often resulting in hybrid combinations
of pont copied from different dancers and a new tradition of exact copies of
archival material.

However, Székely’s research into tdnchdz concepts of “autentikus”
[authentic] and “hiteles” [credible or convincing] suggests why such an approach
might be considered proper by this group. She notes: “According to researchers
of revival movements, groups tend to merge time and space in order to create a
‘new authenticity’ that is ‘infused with practice.”” Quoting Livingstone, “It is
determined by a belief in its timelessness, unbroken historical continuity and
purity of self-expression.” (Székely, 133). That is, revivalists can feel that they are
of the same cloth as those they are following and that through acting the same
they become part of an unbroken line.

ORIGINALITY IN THE CONTEXT OF PRESERVATION

Attending the Budapest ‘“Teddkipontot” Nemzetkdzi Legényes
versenyen, or “Make a Point” International Legényes Competition, a number of
consecutive years, Székely

Interviewed participants, judges, and informants, and reviewed
competition materials. For the main competition, contestants begin with a film
of a peasant dancer prepared by the judges. A contestant is to render every
movement of this dance faithfully, shaping his own body physique to model the
dancer. In addition, for an authentic performance, the contestant must present
the model dancer’s personality, his particular character or habitus, dance, and

62That is, as a pont ends on the third beat of the measure in this tradition (that is, western versions
of men’s dance), the dancer is not prepared to step on the first beat of the following opening
measure, and thus steps on the last half of that beat creating syncopation.
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performance style.®3 A sense of this exercise can be gained from a page on the
Hagyomanyok Haza website, Figure 6. The second part of the competition allows
the dancer to create a dance more freely, using figures from films of a number of
other people within the same village, also chosen by the judges. In a secondary
category “Hitelesel6adé” (Authentic Speaker), the dancer may be slightly freer
with the material, not producing an exact copy.

Another award is the “Egyéni megformalé” (Custom Shaper or Individual
Designer). In this case the dancer does well in the style, but is unable to copy
exactly another dancer. His dance is good, but it isn’t authentic.

») MOST SZ0L: 36 rata (Nagydobromy) —sarge WUIEN Q. [ ©) @ o (
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: \
Fig. 6. “Akkorés Most” (“Then and Now”). Hagyomanyok Haz (House of
Traditions) website. https://hagyomanyokhaza.hu/hu/akkoresmost.

Mastery of a dance primarily from archival tapes has created some tension
when Budapest dancers who know the tapes by heart and want to demonstrate
their competence travel to Transylvania.®* Local Transylvanian dancers also know
the tapes, but they are more familiar with local village dancers. They tend to see
this as their own tradition and are perhaps less bothered by change that has
happened over time. Budapesters often feel the videos represent the high point,
things have gone downhill since, and they have to go back. When I discussed
these differences with Agnes Fiilemille, she said, “but they are so far away.”® |
feel her comment applies to in distance; Budapest is 467 km from Cluj. It would
seem that for these dancers it might also apply to time—dancing the videos in the
archives which are overwhelmingly from the 1960’s.

The reluctance of dancers to grapple with the requirement of personal
invention and fear of inappropriately changing the tradition by adding one’s own
invention is illustrated by a Legényes gathering organized by
choreographer/dancer Cdlin Orza in Cluj in 2011. Cdlin advertised that each dancer

63 “A versenyz8k szerint a kiadott paraszttancoshoz tartozik egy unkarakter, habitus, tancstilus,
el6adasmdd, melyet a felkésziilés soran igyekeznek a film és egyéb segédanyagok alapjan
meghatdrozni, elsajatitani és a szinpadon megmutatni.” (Székely, 2024: 148)quoting in part one of
her interviewees.

64 On one of my earliest trips to a Transylvanian dance camp (2006), a local dancer told me a joke
about researchers from Budapest working in Transylvania who filmed a man who had recently
hurt his leg. Ever afterwards, Budapesters danced with a limp.

6527 April 2012


https://hagyomanyokhaza.hu/hu/akkoresmost
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should bring two prepared pont from the archive and two that they had found
themselves. | received this email from Bence Stanik®® reporting about the
gathering:

Finally, the Ordégtérgye Ensemble organized the 1. Erdélyi Legényestanc
Taldlkozé (the 1st Transylvanian Lads’ dance Workshop) on the 19th of November last
year. It didn't turn out as popular as we thought it would. Just me and a friend of mine
from the Ordégtérgye Ensemble tried to show a new concept-legényes (men’s)-dance
performance. Nobody else actively participated from outside our immediate circles,
but there were quite a few spectators eager to take part in the discussions.
In my dance | tried to find and show new folk dance motives, not just a new sequence
of the already existing/collected ones. | think | came up with one or two new moves.
My friend built and showed a strong new sequence of known moves. | think the basic
idea of what Calin talked about is the same. | know about 150-200 good “legényes”
dancers in Transylvania but just about 10 improvise every time in front of the musician.
Just a few, but it's no wonder as long as the first instruction that we get from the folk
dance instructors in Transylvania and Hungary is: "try to imitate the old village men
from the tape, the original kalotaszegi legényes-dance is what you see on the tapes."
So, I think there is a serious problem with the teaching methodology of folk dances as
this approach is not going to support the development of free self-expression in
dance. | think there is a way for compromise between the conservative school (just
the original) and the liberal platform (Calin nearly singlehandedly). We do have to
preserve the original kalotaszegi legényes dance but if we want to keep it alive, we have
to let it find its renewed, actual formulas. So, we have a lot to learn from the Gypsies
[sic], they don't have dance-schools or any kind of learning institution, and that's why
their dance developed a lot in these years too.

THE RELATIONSHIP BETWEEN DANCER AND BAND

A further problem in grounding one’s practice in the archive is the
potential to lose the special relationship between dancers and band. The archival
collector’s practice of filming just short shots of the dancer facing forward,
necessitated by that time’s technical limitations, masked this relationship. Martin
himself said he was unable to render a true village event as it happened (Martin,
2020). Within the traditional context, this was a sort of alliance in which the band
created a supportive and creative space for the dancer. The relationship which
results has been called “choreomusical intimacy” (Quigley and Varga, 2020) which
creates a unified, interdependent performance in which each part has a
place.®’Quigley and Varga with Pali Marci observed that often both Budapest
dancers and musicians had not had the exposure to Transylvanian models to keep
a driving beat and responding to each other. Figure 7 gives an example of a spatial
situation that complicates the relationship between band and dancer.

66 Dated July 1, 2012
67 Quigley and Varga discuss at length with their primary informant, Primds Filep Marton (Pali Marci),
how bands respond to and “help” the dancer. (Quigley and Varga, especially 123, 129-30)



138

Fig. 7. “Magyar tanchaz Hagyomanyok hdza 05 18 Hungarian folk dance
Budapest” https://youtu.be/SFBmrBfGVp8.¢®

COPYING

Yet another issue which bears research is that of copying itself. Noted
earlier was the value put on creating a representation of a master dancer. Among
legényes dancers and afficionados, copying various expert dancers becomes a
form of communication as people recognize parts from the archive. A related
question is copying in terms of social and economic capital. To what extent does
a figure belong to one dancer as a signature move?

A fruitful way of exploring this issue is offered by working with Roma
musicians and dancers, in what is still an unbroken, living tradition. Within
informal discussions, villagers have told me they did not mind being copied. For
example, Marika Takdcs told me “How else are they going to learn?” However,
Roma are more skeptical of copying, perhaps because they can still obtain
compensation from their material and it is much more bound with identity. In any
case, this deserves continuing research, and could shed light on the traditional
dance context, where some figures were used in common and some were only
seen in the dance of one person.®® Broadening our understanding of this aspect
could make room for dancers to “find” or invent personal figures that do not need
to enter the common repertoire. It could also aid dance analysis in understanding
how figures originate and are shaped in the movement planes of specific bodies.

68 Taken from Kriszti Hornydk (2024, May 19) “Magyar tdnchaz Hagyomdnyok haza 05.18 -
Hungarian folk dance Budapest,” 32 sec. (viewed May 4, 2025).

69 Pali Marci noted about Sandor Varga: “He has been in Szék a longtime, knowsallthe old
gooddancers and learnedfromthembzstealing. Thatdsthewayyouhavetolearn, notbybeing told,
»twototheleft, two tot he right.”


https://youtu.be/SFBmrBfGVp8
https://www.youtube.com/@krisztitaylor
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CONCLUSIONS

In conclusion, within the tdnchdz movement, there is an emphasis on
striving to become one’s own expert individually, through various means. These
include dance classes, individual practice, and study of archival and embodied
sources. As Székely points out, the last include mesterek, “masters,” remaining
village dancers who were active in the 1960’s and continue to dance. She notes
the first layer of researchers who worked with villagers at that time are also often
considered mesterek. Figure 8 shows dancers at the Visai Tanctabor observing
masters. Dancers also turn to the archive of films made in the 1960’s when the
village milieu consisted of the dances under study.

W -
Fig. 8. Visai Tdnctabor, Master Dancers from Visa, camp faculty, local dancers,
and campers. Magyarpalatka Banda with Florin Kodoba, Primas, July 24, 2019.
Video by author. https://youtu.be/bmhFvNobSYc

Celebrated is the level of originality and invention within this art, achieved
through improvisation. However, in an inherent contradiction (not lost on many
participants), the consensus is that invention must remain within the limits of the
observed. In fact, in the case of the competition Székely explores, the highest
level to be reached involves the exact representation of segments of the classic
archival films (albeit with the persona of the modern dancer shining through).

One solution to the invention/innovation problem involves improvising
with motives extracted from the films, an approach explored in different ways by
dancers from Timar Sandor to the present”in regard to solo dances (and a
process used in couple dancing, improvising with basic motives seen within
couple dances). Henrik Kovdcs presented a related idea at the ICTMD
Ethnochoreology meeting this summer”—choosing a few motives from a general
list and trying them together (Kovacs, 2024). Some have catalogued the motives
of specific dancers.”

70 Székely suggests that Timar may have had a similar approach.
71 (Kovécs, 2024)
72 For example, (Karacsony, 2019).


https://youtu.be/bmhFvN0bSYc
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A different model, suggested by Orza, involves finding new, personal pont
or figures in the manner of the “masters” themselves. However, this seems to be
either rejected by most, or too fraught to attempt.

Taking these various approaches into account within this world of
dedication to preserving/saving a rural art which all agree is of great value, the
final answer to who is the expert would seem to be: You are (or could be) - but
dance responsibly!

O COMUNITATE DE EXPERTI: TRANSMITEREA
CUNOSTINTELOR DESPRE DANS SI MUZICA iN CADRUL
MISCARII CASELOR DE DANS

Cuvinte cheie
Dans traditional, improvizatie, autenticitate, tdnchdz sau casa de dans maghiara

Fig. 1: ,,Dansuri din Visea la Visai Tdnctdbor (Tabara de dansuri Visea ), Visea, jud.
Cluj, Romania, 28 iulie 2019. Naci Macsingo, primas” (foto si video realizate de
autoare), https://youtu.be/jQyOTiscmbw

INTRODUCERE

»Cine este expertul acum?” — un subiect explorat la Conferinta ICTMD
Europa de Sud-Est din Cluj-Napoca (in maghiard: Kolozsvdr, in germana:
Klausenburg) n ocrombrie 2024, devine o intrebare importanta in contextul in
care dansul ca parte integrantad a vietii satului dispare rapid din practica. Pentru
dansul rural maghiar, miscarea tdnchdz” a explorat si complicat aceastd intrebare
prin oferirea unei serii de provocari si oportunitati, abordari si interdictii care, in
ultimii 50 de ani, au atras inspre dans entuziasti din sate si orase.

73 Tanchaz-ul (casa de dans) a fost locul de desfasurare a evenimentelor de dans social ale taranilor
din Szék (Sic, jud. Cluj), un sat maghiar din Transilvania Centrald, Romania, pana in anii 1990, iar
termenul a fost preluat de adeptii dansului folcloric. In timp ce alte sate foloseau termeni similari,
cum ar fi tdncos hdz or tdncold hdz (aproximativ casa de dans), din anii 2000, termenul tdnchdz a
fost aplicat din ce In ce mai mult evenimentelor de dans sdtesc unde adeptii dansului urban si
satenii danseazd impreuna.


https://youtu.be/jQyOTiscmbw
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Miscarea tdnchdz este un efort de a recrea mediul unei serii de dansuri
improvizate dezvoltate in sate In toate zonele vorbitoare de limba maghiara. Desi
exista Intregi ierarhii de experti, fiecare persoana este incurajata sa isi asume
materialul si sa continue sa cerceteze si sa invete aceste sisteme diferite de dans.
Aceasta independenta provine dintr-o serie de factori cum sunt:

1. Modulin care ainceput miscarea tdnchdz

2. Dansulin contextul dezvoltdrilor sociale si politice de la finalul secolului al
XX-lea

3. Cresterea disponibilitatii materialului de baza

4. Natura materialului si modul cum este privit si predat.

Voi vorbi despre aceste aspecte, precum si cateva probleme de baza, cum sunt:
1. Originalitatea Tn contextul conservarii
2. Relatia dintre dansator si trupa
3. Copierea.

CUM A INCEPUT MISCAREA TANCHAZ

Miscarea tanchdz a aparut Tn urma cercetdrilor etnografice efectuate de-
a lungul secolului al XX-lea de catre o serie de persoane implicate in diverse
abordari ale dansului si muzicii. Printre acestea s-au numarat etnocoreologi si
etnomuzicologi, coregrafi, profesori de educatie fizica, etnologi, dansatori si
muzicieni. Am auzit spunandu-se ca mediul maghiar avea o dimensiune
norocoasa, deoarece oameni cu obiective diferite se intalneau mereu si mereu,
impartasind informatii si perspective.

Ideea tdnchdz a fost sugerata de Gydérgy Martin, un etnocoreolog care se
straduise sa analizeze si sa Tnvete arta rurald legényesi (fecioreascd) prin
interactiunea cu subectul sau principal, Istvan Matyds Mundruc’* din Magyarvista
(Vistea, jud. Cluj) din zona culturald a Kalotaszeg (Tara Calatei) din Transilvania,
precum si alte sisteme de dans. In primul eveniment, organizat de grupul de dans
Bihari condus de Ferenc Novdak si Martin si alti suporteri, printre care Sandor
Timar, dansatori din patru grupuri care sustin spectacole’”> si muzicienii Béla
Halmos si Ferenc Sebd au Tncercat dansurile improvizate din Sic pentru a vedea
daca s-ar putea apropia de o reluare a caselor de dans rurale. Primul eveniment
tdnchdz din Budapesta a avut loc in data de 6 mai 1972. S-a scris mult despre acest
eveniment’®. Bela Halmos, violonist, a vorbit despre dificultatea de a gasi muzica
si de a invata improvizatia, lucrand in cele din urma cu inregistrarile lui Gyorgy

74Diverse note despre aceste interactiuni au fost adunate Tn Martin, Gyorgy. 2004. Matyas Istvan
'Mundruc': egy kalotaszegi tancos gyéniség vizsgélata (Matyaslstvan '"Mundruc': an Examination
of a Kalotaszeg Dance Talent). Budapesta: Planetas.

75The HDVSZ Bihari Jadnos Téncegyiittes, the Vegyipari Dolgozdk Sézakszervezete Bartdk Béla
Tancegyiittes, Vasas M8vészegyiittes si Epiték Vadrézsdk Néptancegyiittes (Székely 2024:67).

76 Numeroase relatdri pot fi gasite pe site-ul HagyomanyokHaza https://hagyomanyokhaza.hu/.
Printre relatdrile enumerate aici se numara (Halmos, nedatat), (Taylor, 2021, vezi in special
capitolul 4), (Székely, 2024:63-70), (Frigyesi, 1996).
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Martin”’. Desi a fost gandit initial pentru a fi pastrat in randul profesionistilor, s-a
decis curand includerea publicului larg (Taylor, 2021:118). Trupele de tdnchaz si-au
stabilit propriile intalniri regulate pentru a interpreta materialul si au oferit lectii
de dans (Taylor, 2021:118-119). Acest model a castigat desemnarea UNESCO pentru
Cea mai buna practica de conservare in 201178, Procesul consta in principal in
predarea miscarii si atitudinii unui dans prin exersarea unor figuri de baza pe care
participantii le pot combina liber sau conform anumitor reguli’®. Figura 2 ofera un
exemplu de predare si practica in stilul tdnchdz in prezent.

el W RAERLAY, W B
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Fig. 2.“Fond Szerda tanctdnitas és tdnchdz: Maros-Kukullok vidéke (Lectii de
dans si casa de dans organizate miercurea in Fono: zona Mures-Tarnave).”
https://www.youtube.com/watch?v=WyQk92jnEkw
https://youtu.be/PwpjGleFmOw

Noua abordare a dansului popular fin stilul tdnchdz a mutat
responsabilitatea pentru determinarea multor elemente privitoare la material de
la coreograf spre dansator. Ar fi greu sd supra-amplificam implicatiile acestei
alegeri, care Tn cele din urma au scos dansul de pe scena si au creat o noud sfera
sociala, casa de dans urbana.

DANSUL IN CONTEXTUL DEZVOLTARILOR SOCIALE SI POLITICE DE LA FINALUL
SECOLULUI XX

Tdnchdz a servit atat obiective politice, cat si sociale. In zilele intunecate
ale socialismului de stat, la mai mult de 15 ani dupa Revolutia Maghiara inabusita
din 1954, tdnchdz a oferit un mijloc ascuns de protest®. Dansul in general a fost

77 Halmos, nedatat: 3), (Frigyesi, 1996: 61-62), (Székely, 2024).

78 https:/fich.unesco.org/en/decisions/6.COM/9.8.

79 Din observatiile mele, materia predata a trecut printr-o serie de etape; mai intai, dansurile
regionale au fost predate combinand figuri din intreaga regiune, apoi predarea s-a concentrat pe
anumite sate, iar acum multi predau figurile de dans ale dansatorilor individuali.

80 Balogh, Baldzs si Fiilemile, Agnes. 2008. ,,Alternative culturale, rezistentd la nivel de tineret sila

nivel local in Ungaria socialista - Renasterea dansului traditional si a muzicii.” Studii maghiare,

22:43-62. https://epa.oszk.hu/01400/01462/00038/pdf/[EPA01462_hungarian_studies_2008 1-

2_043-062.pdf.

https://epa.oszk.hu/01400/01462/00038/pdf/[EPA01462_hungarian_studies 2008 1-2_043-

062.pdf.


https://www.youtube.com/watch?v=WyQk92jnEkw
https://youtu.be/PwpjGJeFmOw
https://ich.unesco.org/en/decisions/6.COM/9.8
https://epa.oszk.hu/01400/01462/00038/pdf/EPA01462_hungarian_studies_2008_1-2_043-062.pdf
https://epa.oszk.hu/01400/01462/00038/pdf/EPA01462_hungarian_studies_2008_1-2_043-062.pdf
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promovat de comunistii rusi; Compania de Dans Moiseyev a oferit modelul unei
societati colective, armonioase, in care toti lucrau impreuna pentru un bine
comun®. Igor Moiseyev a contribuit enorm la infiintarea Ansamblului de Stat
Maghiar, desi primul coregraf al acestui grup (mai tarziu director artistic), Miklds
Rabai, a fost mult mai implicat in cercetarea etnografica a dansului si Tn
interpretarea exactd a dansului maghiar®. Grupuri de dans conduse de amatori,
sponsorizate de colective, precum cele mentionate anterior, sau care fsi
desfdsurau activitatea 1n case de culturd aveau un bun renume si erau chiar
solicitate in unele cazuri®, iar dacd dansatorii faceau ceea ce faceau in scopul
mentinerii unei sensibilitati ungare separate, atunci, dupa cum a declarat un
participant, ,,Au venit si tot ce au gasit au fost oameni care dansau’?4. Avantajul
era ca nici mdcar nu era nevoie sd recunostiin sinea ta ca protestezisau caiti creezi
un spatiu curat pentru tine insuti. Judit Frigyesi a minimalizat la Tnceput elementul
politic din tdnchdz, dar a remarcat ca le-a oferit cercetatorilor un loc unde sa se
ducd, cu mai putina supraveghere politica®.

O mare parte din materialul tdnchdz era din Transilvania, o regiune cu
nationalitati mixte, care facuse schimburi intre Ungaria si Romania. Dansurile
maghiare, ca si cele romanesti si rome, continuasera sa se dezvolte in aceasta
zond, favorizate de izolare, in a doua jumatate a secolului al XX-lea, intr-o forma
neobisnuita solistica si de virtuozitate. Calatoriile in Transilvania si cautarea de
nunti si alte evenimente satesti la care se putea participa a devenit o modalitate
de a demonstra solidaritate cu maghiarii de acolo si 0 ocazie preferata pentru
participantii la tdnchdz de a Tnvata dansuri. Autoritatile romane, nelinistite de
trecerea maghiarilor in Transilvania si de amestecarea minoritatilor rurale cu cele
urbane, au incercat sd interving, cu reguli ca oamenii sa nu vorbeasca cu strainii si
niciun strdin sa nu poata dormi in tard, interpretate de vizitatori ca fiind pe
teritoriul unui oras. O doamna care calatorea frecvent mi-a relatat cum a campat
chiar dincolo de tabla cu denumirea localitatii Sic®. Acest pericol era real - Istvan
Adam, profesorul de vioard rom al lui Bela Halmos a fost batut frecvent, iar Laszlo
Kelemen, de origine transilvdneand, dar care traia in Ungaria, mi-a relatat ca a
scapat de bataie sau de ceva mai rau pentru ca a calatorit cu o fata din America®.

81 Vezi (Shay, 2002), in special capitolul 3, 57-81, pentru sprijinul si asteptarile Uniunii Sovietice cu
privire la companiile de dans.

8 n interviul meu cu Maria Molnar, una dintre studentele lui Rébai la Testnevelési Féiskola, Colegiul
de Educatie Fizica din Budapesta, ea arelatat cum, atunci cand aducea studentiin satele maghiare,
acesta i preda o analiza meticuloasa nu numai a dansului, ci si a circumstantelor din jurul lor, a cine
dansa si a altor consideratii.

83 (Székely, 2024)

84 Vezi (Szbnzei, in curs de aparitie) despre supravegherea miscdrii tdnchdz de catre Serviciile
Secrete.

85 Frigyesi scoate in evidentd diversele fire (adesea nepolitice) care au atras oameni din medii si
interese diferite sa participe la tdnchdz (Frigyesi, 1996). De asemenea, Taylor leaga tdnchdz de alte
tendinte, cum ar fi miscarea Beat, si exploreaza pozitia si utilitatea sa n cadrul sistemului politic
(Taylor, 2021).

86 Julia Bock, 9 mai 2024

87 Discutie personald 2003 si (Kelemen, 2008). Ea a reusit sd obtina ajutor de la Ambasada Americana
dupa ce au fost retinuti de politie.
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Zoltan Kallos, cel mai important etnograf maghiar care lucra in Transilvania, a fost
aruncat in inchisoare®®.

In ciuda pericolului, o miscare tdnchdz locala a inceput in Transilvania®.
Andras Sinko mi-a povestit cum un student violonist de la conservator, el si
prietenii lui mergeau la evenimente comunitare impreuna cu muzicieni romi. El
spunea ca muzicienii au fost suspiciosi pana cand au vazut ca puteau sa ii pund pe
studentii de la conservator sa cante la aceste petreceri, iar apoi sa incaseze ei
banii®®. lldiké Németh, pe atunci studenta la Cluj, a spus ca Zoltan Kallos ii ajuta cu
materialele, dar pastra distanta de dragul lor. Mi-a spus ca politia ii lua in custodie
pe organizatorii caselor de dans in serile evenimentelor sifi elibera cand era prea
tarziu pentru ca evenimentul sa mai aiba loc?".

Toate aceste experiente au contribuit la atractivitatea caselor de dans,
construind o cultura a angajarii sociale si a responsabilitatii personale pentru
propria acumulare de cunostinte, precum si expunand dansatorii la modele rurale.
Dansul folcloric traditional a fost, de asemenea, legitimat prin infiintarea unui
departament de dansuri populare la Allami Balett Intézet (Institutul National de
Balet)®. Numele membrilor primei promotii, care au absolvit in 1975, Zoltdn
Zsurafszky Zsurd, Zoltan Farkas Batyu si Istvan Kosbor Kosbor (care danseaza in
New Jersey), se gasesc pe multe dintre notitele de teren ale filmelor cu dansuri
arhivate. Sdndor Timar si alti profesori i-au invatat pe dansatorii amatori din
intreaga lume cum sa improvizeze, la fel ca in Ungaria si Transilvania®. Astfel,
pasionatii de dans au inceput sd se gandeasca mai profund la modul in care
miscarile se iTmbina si la construirea unui dans personal, precum si la gasirea de noi
figuri potrivite.

Materialele de arhiva se transmiteau din mana in mana. Aaron Székely mi-
arelatat ca a invatat figuri de legényes din filmari in care de abia se mai vedea ceva
pentru ca fusesera copiate de atatea ori. Casetele si albumele muzicale erau de
asemenea obiectul schimburilor si disecate atent dupa ureche. In Figura 3,
muzicieni amatori din New York au transcris si memorat dansuri de pe discul din
1879 al Ansamblului Sebd intitulat Tdnchdzi muzsika (Muzicd din Casele de Dans).
Dansurile erau predate de Steven si Susan Kotansky, americani implicati n
Miscarea Caselor de Dans din Budapesta, care se intorsesera in SUA%4.

88 El a fost Inchis pentru o infractiune fara legaturd, dar el insusi a facut legatura cu munca sa de
cercetare (2006).

89 Vezi (Kelemen, 2008) si (K6nczei si K&nczei, 2004) pentru relatdri detaliate ale acestui proces.

9° Interviu Kalotaszentkiraly 2005. Halmos a experimentat si el acest lucru (Halmos, nedatat: 5).

9" Interviu 2005

92 https://mte.eu/tortenet/

93 Am participat la unul dintre atelierele Iui Timar din Boston in anii 1980. in 2015, Takashi Kamiya a
relatat despre excursiile de predare ale lui Timdr in Japonia, incepand din 1979 in ,,Istoria Magyar
Néptdnc in Japonia”, o prezentare PowerPoint la Hagyomdnyok Héza. Facebook 7-24-22

94 La Centrul Balcanic de Arte Traditionale (redenumit fn 1981 Centrul de Arte Traditionale Etnice,
acum Centru pentru Muzica si Dans Traditional) de pe strada Verick nr. 179. Aceste cursuri au fost
primul meu contact cu miscarea tdnchdz.
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Fig. 3. Dansuri Mez8ségi la o Sesiune Duminicala de Dansuri Folclorice
Traditionale la Earl Hall la Universitatea Columbia, New York, NY la 12/12/1985.
https://youtu.be/ijojLirmJto. Filmare oferita de Barry Winnaker.

DISPONIBILITATEA TOT MAI MARE A MATERIALULUI DE BAZA

Ca raspuns la interesul pentru dansul traditional, colectiile s-au straduit T
mod activ sa isi faca filmele disponibile. Biblioteca Laszlo Lajtha (acum Centrul de
Documentare Folclorica) de la Hagyoményok Haza a facut pentru mine o copie a
filmului lui Gydrgy Martin Kalotaszegifilms in Tiire in 1969, impreuna cu o fotocopie
a notitelor de teren. ZTI a publicat casete video la Thceputul anilor 2000, inclusiv
materiale cu Mundruc dansand legényes. Dupa cum noteaza Székely, filmele de
arhiva au fost in general considerate domeniu public (Székely, 2024). La un timp
dupd lansarea YouTube 1n 2005, filmele de arhiva maghiare au devenit disponibile
in relatari personale. Janos Fligedi a dezvoltat si a pus la dispozitie o arhiva online
de filme din colectia ZTI, care au devenit imediat referinte pentru cursurile de
dans. Cea mairecenta versiune a arhivelor este acum Néptdnc Tuddstdr a BTK Zene
tudomanyilntézet [Baza de cunostinte despre dansurile traditionale a Institutului
de Muzicologie al RCH] la https://neptanctudastar.abtk.hu/.

Caderea comunismului 1n 1989 a fost curand urmata de prima tabara de
dans din Transilvania®®. Pe masura ce nevoia de rezistenta a disparut, multi s-au
ingrijorat ca Tdnchdz va deveni mai putin populara. Cu toate acestea, atractivitatea
si sofisticarea intrinseci ale materialului, impreuna cu rezilienta tdnchdz ca forma
sociala, a avut ca rezultat generatii dupa generatii care s-au devotat dansului
ungar practicat in tdnchdz. Noua teza a Annei Székely, K6z6sségés Autenticitds: A
Kortdrs Magyar Néptdncos Revival Mozgalom Vizsgdlata (Comunitate si
autenticitate: o analiza a miscarii maghiare contemporane de renastere a dansului
traditional) studiazd unele dintre conceptiile fundamentale ale membrilor
tdnchdz, comparand generatii si privind modul cum se conceptualizeaza si
realizeaza materialul astazi. Se acorda multa atentie relatiei dintre dansatorii mai

9 De atunci, au urmat multe altele, adesea infiintate de localnici, cum ar fi in Gydrgyfalva si
Jobbagytelke, ardelenii care locuiesc in Ungaria au infiintat o tabara de romi in Commando, care
se afla acum n Zabola, ansamblul Barték din Budapesta a infiintat tabara Visa dupa o lungd
asociere personala cu localnicii. Taberele de dans variaza ca program; in general, sunt predate de
dansatori profesionisti, adesea aducand localnici pentru a exemplifica dansuri.


https://youtu.be/ijojLirmJt0
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noi si ultimii sateni din Transilvania care au trdit dansul ca parte centrald a
comunitatilor lor iTn cea mai mare parte a vietii lor, pe care i pretuiesc ca adatké6zI6
(informatori sau tarani crescuti in modul de viata traditional)®®. Lucrarea ei, in
special In ceea ce priveste conceptiile contemporane despre autenticitate, ofera
0 imagine asupra modului in care aceasta generatie se ocupa de una dintre
problemele cele mai spinoase ale acestei generatii.

NATURA MATERIALULUI SI CUM ESTE PRIVIT SI PREDAT

Pe tot parcursul miscarii, participantii la casele de dans s-au concentrat pe
o problema: unde sa se indrepte pentru a ramane fideli materialului. Pentru
dansatorii din orase, mai ales Tn Ungaria, solutia au fost filmele de arhiva din anii
1960 realizate de Gydrgy Martin si altii. Totusi, acele arhive contin o capcana
speciala, prin faptul cd reprezinta momente din practica unor oameni foarte
creativi. Pentru a conserva intr-adevar forma, elementul de desuetudine si
inventie momentana trebuie pastrat. Totusi, o alta ingrijorare pandeste in umbra:
cum gaseste un dansator miscdri noi care se potrivesc cu dansul fara limitele
impuse de instructie si de reactia sociald a comunitatii in care s-a dezvoltat dansul?

Un punct central al acestei probleme il reprezinta dansul legényes originar
din regiunea Kalotaszeg (Tara Calatei), chiar 1anga Cluj, la vest, si se intinde spre
sud. Acest dans este considerat cel mai dezvoltat dintre dansurile solo masculine
si este cel mai discutat in scrierile lui Martin. Acest dans consta dintr-o serie de
unitati improvizate de dans sau pont, secvente de 8 masuri corespunzatoare unei
fraze muzicale. Similar muzicii, un pont se imparte in segmente de 2 masuri,
analizate in general ca abbc, sau un segment introductiv, urmate de doua
segmente de motive noi, care interactioneaza prin repetitie, inversare sau
contrast. Acesta este urmat de o incheiere de 2 masuri. Figura 4 prezintd dansul
asa cum a fost dansat de Ferenc Biro Fekete, cu fraze muzicale marcate cu
majuscule. Segmentele de fraze de dans sunt marcate cu litere mici si adnotate
pentru a:’nota figuri similare in pontok diferite?’.

- . % § | \ N
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9 De asemenea, ea prezintd o scurtd istorie a tdnchdz si preocupdrile fondatorilor.
97 Exemplu preluat din Olson, in curs de tiparire.
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Fig. 4. Legényes. Ferenc Biro Fekete - segment de 4 masuri, frazarea muzicii si
dansului, motive.
https://youtu.be/mT4eUjGwMI8.

O filmare postata pe YouTube cu trei casete de arhiva cu Mundruc (Figura
5) ofera o impresie a varietatii de motive pe care le poate dezvolta un dansator.

Fig. 5. Legényes. Interpretat de Istvan Matyds Mundruc, Vistea, jud. Cluj, 1
septembrie 1967

Martin observa ca metoda traditionala de invdtare implica mai intai
practicarea unor mici motive de dans tipice sectiunii centrale a pontului. Dupa ce
acestea erau stapanite, dansatorii lucrau la inchidere si deschidere. Martin a scris,
de asemenea, despre functionalitatea inceputului si sfarsitului pontului, sectiunile
a si c. El observa ca inchiderea pontului in aceasta traditie se termina cu un pas pe
ultima bataie a masurii. Dezvoltarea deschiderii, primele doua masuri ale pontului,
vine ultima, ca 0o maniera personald de aincepe si de a trece la sectiunea din mijloc.
El sugereaza ca deschiderea figurii si primul pas intarziat observat in multe
deschideri au legaturd cu sincronizarea si echilibrul de la sfarsitul pontului
anterior®®. Martin fsi exprimd surprinderea ca multi dansatori au dezvoltat
deschideri similare. Utilizarea unei deschideri si inchideri bazate pe o formula
permite dansatorului secunde pentru a planifica plasarea materialului nou si
forma executiei sale in ansamblu, de exemplu, cu figuri mai elaborate in pontul
ulterior pentru un efect dramatic.

In contrast cu instructia de lunga durata in sfera posibilitatilor de inventie
si cerintelor acestei forme, am observat personal cd, in timpul orelor de dans,
tendinta e ca barbatilor sa li se predea pontok gata facute din arhive si sa fie
instruiti sa caute pontok care li se potrivesc si sunt in acord cu corpurile lor,
inspirandu-li-se astfel un respect pentru arhiva si o retinere de a experimenta si
improviza, avand adesea ca rezultat combinatii hibride de pontok copiate de la
dansatori diferiti si 0 noua traditie de copii exacte de material arhivat.

98 Adicd, deoarece un pont se termina pe a treia bataie a masurii in aceasta traditie (adica versiunile
occidentale ale dansului fecioreasca), dansatorul nu este pregétit sd calce pe prima bataie a
urmatoarei masuri de deschidere si, astfel, calca pe ultima jumdtate a acelii bdtai, creand o sincopa.


https://youtu.be/mT4eUjGwMl8
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Totusi, cercetdrile lui Székely asupra conceptelor tdnchdz de autentikus
(autentic) si hiteles (credibil sau convingator) sugereaza de ce o astfel de abordare
ar putea fi considerata potrivita de catre acest grup. Ea noteaza: ,,Potrivit
cercetadtorilor miscarilor de renastere, grupurile tind sa fuzioneze timpul si spatiul
pentru a crea o «noua autenticitate» care este «infuzata de practica»”. Citandu-|
pe Livingstone, ,,Aceasta este determinata de credinta in atemporalitatea sa,
continuitatea istorica neintreruptd si puritatea auto-exprimarii” (Székely, 133).
Adica, sustinatorii renasterii pot simti ca sunt din acelasi material cu cei pe care fi
urmeaza si cd, actionand la fel, devin parte a unei linii neintrerupte.

ORIGINALITATEA IN CONTEXTUL CONSERVARII

Participand la Budapesta la Teddkipontot Nemzetkdzi Legényes
versenyen, sau ‘“Make a Pont” Concursul International de Legényes, timp de mai
multi ani consecutivi, Székely aintervievat

participanti, membri de jurii si informatori si a revizuit materiale de la
concursuri. Pentru concursul principal, participantii incep cu un film cu un
dansator taran pregdtit de juriu. Participantii trebuie sa redea fiecare miscare cu
fidelitate, modelandu-si propriile miscari corporale pentru a imita dansatorul. in
plus, pentru o interpretare autentica, participantul trebuie sa prezinte
personalitatea dansatorului-model, caracterul sau particular, dansul si stilul de
interpretare®. Ne putem face o idee despre acest exercitiu de pe o pagina de pe
website-ul Hagyomanyok Hdaza, Figura 6. A doua parte a concursului permite
dansatorului sa creeze un dans mai liber, folosind figuri din filmari ale mai multor
persoane din acelasi sat, alese tot de juriu. Intr-o categorie secundars,
Hitelesel6adé (Vorbitor autentic), dansatorul poate fi putin mai liber cu materialul,
farad a produce o copie exacta.

Alt premiu este Egyéni megformdld. Tn acest caz dansatorul interpreteaza
bine Tn stilul dat, dar nu reuseste sa imite exact un alt dansator. Dansul sdu e bun,
dar nu e autentic.

JEGYEK WEBARUHAZ FOLKNAPTAR FOLKRADIO NEPMOVESZETI JELENTES  (B) MOST SZ0L: 36 raita (Nagydobromy) - WUlEN Q. [ ©) @ ¢

MAGYAR
==== Ly ROLUNK v PROGRAMOK v TEVEKENYSEGEINK v MAGYAR ALLAMINEPI EGYUTTES v

MAGYAR NEPI IPARMOVESZETI MUZEUM v

99 “A versenyzOk szerint a kiadott paraszttdncoshoz tartozik egy Unkarakter, habitus, tancstilus,
el6adasmdd, melyet a felkésziilés soran igyekeznek a film és egyéb segédanyagok alapjan
meghatdrozni, elsajatitani és a szinpadon megmutatni.” (Székely, 2024: 148) citand partial un
respondent.
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Fig. 6. Akkorés Most (Atunci si acum). Website-ul Hagyomdnyok Hdza (Casa
Traditiilor). https://hagyomanyokhaza.hu/hu/akkoresmost.

Stdpanirea unui dans invatat in principal de pe benzi de arhiva creeaza o
oarecare tensiune atunci cand dansatori din Budapesta care cunosc benzile pe de
rost si vor sa isi demonstreze competenta cdlatoresc in Transilvania'®. Dansatorii
transilvaneni locali cunosc si ei benzile, dar sunt mai familiarizati cu dansatorii din
satele din regiune. Ei tind sa vada acest lucru ca pe propria lor traditie si sunt poate
mai putin deranjati de schimbarile care au avut loc de-a lungul timpului. Cei din
Budapesta simt adesea ca videoclipurile reprezinta punctul culminant, ca lucrurile
au degenerat de atuncisi ca trebuie sa seintoarcd. Cand am discutat despre aceste
diferente cu Agnes Fiilemille, ea a spus: ,,Dar sunt atat de departe”™'. Simt ca
afirmatia ei se aplicd distantei; Budapesta se afld la 467 km de Cluj. S-ar pdrea ca
pentru acesti dansatori s-ar putea aplica si timpului - dansand pe videoclipurile din
arhive, care sunt in mare parte din anii 1960.

Reticenta dansatorilor e a se conforma cu cerinta inventiilor proprii si
teama de a modifica traditia in mod nepotrivit prin addugarea de elemente
personale este ilustrata de o fintalnire de Legényes organizata  de
coregraful/dansator Calin Orza in Cluj Tn 2011. Calin a anuntat cad fiecare dansator
trebuie se aduca doua pontok exersate din arhiva si doua gasite de ei insisi. Am
primit de la Bence Stanik'®acest e-mail care descrie intalnirea:

In cele din urma, Ansamblul Ordégtérgye a organizat primul Atelier de Dansuri
Fecioresti Transilvane (Erdélyi Legényestanc Talalkozd) pe 19 noiembrie anul trecut.
Nu a fost atat de popular pe cat am crezut ca va fi. Doar eu si un prieten de-al meu de
la Ansamblul Ordégtérgye am incercat s3 prezentdm un concept nou - spectacolul de
dans legényes (fecioresc). Nimeni altcineva din afara cercurilor noastre apropiate nu a
participat activ, dar au fost destui spectatori dornici sd ia parte la discutii.
In dansul meu am incercat sa gasesc si sa arat motive noi de dans traditional, nu doar
0 noua secventad din cele deja existente/culese. Cred cad am adus una sau doua miscari
noi. Prietenul meu a construit si a ardtat o noud secventa puternica de miscari
cunoscute. Cred ca ideea de baza din ce a spus Calin este aceeasi. Cunosc cam 150-200
de dansatori de legényes buni in Transilvania, dar doar aproximativ 10 improvizeaza de
fiecare data in fata muzicianului. Doar cativa, dar nu e de mirare, atata timp cat prima
instructiune pe care o primim de la instructorii de dans traditional din Transilvania si
Ungaria este: ,,Incercati sa fi imitati pe satenii batrani de pe caset, ceea ce vedeti pe
casete e dansul original legényes din Tara Calatei...”. Asadar cred cd existd o problema
serioasa cu metoda de predare a dansurilor traditionale, fiindca aceasta abordare nu
va sprijini dezvoltarea auto-exprimarii libere in dans. Cred ca exista o cale de
compromis intre scoala conservatoare (care sustine doar originalul) si platforma

100 fntr-una dintre primele mele c3l3torii la o tabara de dans din Transilvania (2006), un dansator local
mi-a spus o glumd despre niste cercetatori din Budapesta care lucrau in Transilvania si care
filmasera un barbat care se ranise recent la picior. Dupd aceea, locuitorii din Budapesta au dansat
schiopatand.

10127 aprilie 2012

102 Datat 1iulie 2012


https://hagyomanyokhaza.hu/hu/akkoresmost

150

liberala (reprezentatd de Calin aproape singur). Trebuie intr-adevar sa pastram dansul
original legényes din Tara Cdlatei, dar daca vrem sa il tinem in viatd, trebuie sa il [asam
safsi gaseasca formulele innoite, actuale. Asa ca avem multe de invatat de la romi [sic],
ei nu au scoli de dans si nici un fel de institutie educativa, si din cauza asta dansul lor s-
a dezvoltat mult in acesti ani.

RELATIA DINTRE DANSATOR SI TRUPA

O alta problema in ancorarea practicii in arhiva este potentialul de a pierde
relatia speciala dintre dansatori si trupa. Obiceiul culegdtorilor de arhive de a filma
doar cadre scurte cu dansatorul orientat inspre inainte, impus de limitarile tehnice
ale vremii, a mascat aceasta relatie. Martin Tnsusi a spus ca nu a putut reda un
eveniment satesc real asa cum a avut loc (Martin, 2020). In contextul traditional,
aceasta era un fel de alianta in care trupa crea un spatiu suportiv si creativ pentru
dansator. Relatia care rezultd a fost numitd ,,intimitate coreomuzicald” (Quigley
si Varga, 2020), care creeazd o interpretare unitard, interdependentd, in care
fiecare parte Tsi are locul'®. Quigley si Varga cu Pali Marci au remarcat ca adesea
nici dansatorii, nici muzicienii din Budapesta nu fusesera expusi direct modelelor
transilvanene care sa mentina un ritm impulsionant si o responsivitate reciproca.
Figura 7 ofera un exemplu al unei situatii spatiale care complica relatia dintre trupa
si dansator.

R’ € P =
Fig. 7. Magyar tdnchdz Hagyomdnyokhdza 05 18 Hungarian folk dance Budapest.
https://youtu.be/SFBmrBfGVp8.'°4

COPIEREA

Totusi, un alt aspect care se cere analizat este aspectul imitatiei propriu-
zise. Mai devreme am remarcat valoarea acordata credrii unei reprezentari a unui
maestru dansator. Printre dansatorii si pasionatii de legényes, a copia diversi

103 Quigley si Varga discutd pe larg cu informatorul lor principal, primasul Filep Marton (Pali Marci),
despre modul in care trupele raspund si ,,ajutd” dansatorul. (Quigley si Varga, in special 123, 129-
30).

104 Preluat de la Kriszti Hornyak (2024, 19 mai) ,,Magyar tanchaz Hagyomanyok haza 05.18 - Dans
traditional maghiar, Budapesta”, 32 sec. (vizionat la 4 mai 2025).
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dansatori experti devine o forma de comunicare, deoarece recunosc parti din
arhiva. O problema inrudita este imitarea vazuta ca un capital social si economic.
In ce masura o figura apartine unui anumit dansator ca miscare caracteristica?

O modalitate fructuoasa de a explora aceasta problema este oferita prin
lucrul cu muzicieni si dansatori romi, Th ceea ce este Tncd o traditie vie,
neintrerupta. In cadrul discutiilor informale, satenii mi-au spus ca nu ii deranjeaza
sa fie imitati. De exemplu, Marika Takdcs mi-a spus: ,,Cum sa invete altfel>”. Cu
toate acestea, romii sunt mai sceptici fata de imitare, poate pentru cd pot inca sa
obtind compensatii din materialul lor si este mult mai legat de identitate. in orice
caz, aceasta cercetare merita sa fie continuata si ar putea aduce lumina asupra
contextului dansului traditional, unde unele figuri erau folosite Tn comun, iar altele
erau vazute doar n dansul unei singure persoane'®. Extinderea intelegerii noastre
asupra acestui aspect ar putea crea spatiu pentru ca dansatorii sa ,,gdseasca” sau
sa inventeze figuri personale fara a fi necesar ca acestea sa intre in repertoriul
comun, ceea ce ar putea totodatd sa sprijine analiza dansului prin Tntelegerea
modului in care figurile Tsi au originea si sunt modelate Tn planurile de miscare ale
unor anumite corpuri.

CONCLUzII

In concluzie, in cadrul miscarii tdnchdz, se pune accent pe stradania de a
deveni propriul maestru individual, prin diverse mijloace. Acestea includ ore,
practica individuala si studiul surselor arhivate siihcorporate. Dupa cum subliniaza
Szekely, ultimele din acestea includ mesterek (maestri) — sateni aflati in viata care
dansau n anii 1960 si continua sa danseze in prezent. Ea mentioneaza ca primul
strat de cercetdtori care au lucrat cu sdtenii la vremea respectivd sunt si ei
considerati maestri. Figura 8 prezinta dansatori de la Visai Tanctabor observand
maestrii. Dansatorii recurg si la arhive de film realizate Tn anii 1960, cand mediul
rural continea dansurile care fac obiectul studiului.

105 Pali Marci a remarcat despre Sandor Varga: ,,El a fost in Szék multa vreme, ii cunoaste pe toti
vechii dansatori buni si ainvdtat de la ei furand. Acesta este modul in care trebuie sa inveti, fara sa
ti se spund ,,doi la stanga, doi la dreapta”.
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Fig. 8. Visai Tanctabor, maestri dansatori din Vistea, instructori, dansatori locali si
turisti. Magyarpalatka Banda cu Florin Kodoba, primas, 24 iulie 2019. Filmare
realizata de autoare. https://youtu.be/bmhFvNobSYc

Se onoreaza nivelul de originalitate si inventivitate din aceasta arta,
obtinut prin improvizatie. Cu toate acestea, intr-o contradictie inerentd (sesizata
de multi participanti), consensul este ca inventiile trebuie sa ramana in limitele
celor observate. De fapt, in cazul concursului analizat de Szekely, cel maiinalt nivel
realizabil include reprezentarea exactd a unor segmente din filmele clasice de
arhiva (in care totusi transpare persona dansatorului modern).

O solutie la problema inventiei/inovatiei implica improvizatia cu motive
extrase din filmari, o abordare explorata in moduri diferite de catre dansatori, de
la Timar Sandor pana in prezent'®, in ceea ce priveste dansurile solo (si un proces
utilizat in dansul in pereche, improvizatia cu motive de baza observate in dansurile
in pereche). Henrik Kovdcs a prezentat o idee similara la conferinta de
etnocoreologie ICTMD din aceastd vara'” - alegerea catorva motive dintr-o lista
generala si testarea lor impreund (Kovdcs, 2024). Unii au catalogat motivele
anumitor dansatori'®.

Un model diferit, sugerat de Orza, presupune gasirea de pontok sau figuri
noi, personale, in stilul ,,maestrilor” insisi. Cu toate acestea, e o varianta respinsa
de majoritate sau prea tensionata pentru a fi pusa Tn practica.

Luand n consideratie aceste abordari diferite In aceasta lume dedicata
conservdrii/salvarii artei rurale, despre care toti sunt de acord ca are o mare
valoare, raspunsul final la intrebarea cine este expertul pare sa fie: Tu esti (sau ai
putea fi) - dar danseaza responsabil!
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SUMMARY:

This paper explores the heritage of historical commercial recordings
through a research project centred on three Zagreb-based record
companies - Edison Bell Penkala, Elektroton, and Jugoton - active during
the 78 RPM era. The introductory section contrasts UNESCO’s ethnographic
notion of intangible cultural heritage with that in popular music studies,
highlighting issues of materiality and the contested nature of heritage. The
second section examines the fragile condition of physical gramophone
records, many lost or preserved only thanks to private collectors. The third
emphasises the pivotal role of enthusiasts in digitising and making
recordings publicly accessible, often far surpassing institutional efforts. The
next section delves into complex collaborations with these enthusiasts,
who straddle roles as collectors, archivists, curators, and researchers (i.e.
curasearchers), as well as audio engineers, promoters, gatekeepers, and
more, acting also as heirs to the past captured on gramophone records. The
concluding section underscores the transnational circulation of music and
recording technologies, and invites reflection on whether an alliance -
possibly an international research project - might link regional
enthusiasts/curasearchers and ethno/musicologists to help protect and
safeguard the heritage of historical commercial recordings in the Balkans.

REZUMAT:

Lucrarea exploreazd patrimoniul de inregistrdri comerciale istorice printr-
un proiect de cercetare axat pe trei case de discuri localizate in Zagreb —
Edison Bell Penkala, Elektroton si Jugoton — active in perioada discurilor 78
RPM. Sectiunea introductivd compard notiunea etnograficd de patrimoniu
cultural imaterial a UNESCO cu cea din studiile de muzicd populard, pundnd
in lumind aspecte de materialitate si natura contestatd a patrimoniului. A
doua sectiune exploreazd situatia fragild a discurilor fizice de gramofon,
multe dinte ele pierdute sau pdstrate doar datoritd unor colectionari
privati. A treia pune accentul pe rolul esential al entuziastilor in digitalizarea
si punerea discurilor la dispozitia publicului, care depdsesc adesea eforturile
institutionale. Urmdtoarea sectiune analizeazd in detaliu colabordri
complexe cu acesti entuziasti, care acopera roluri de colectori, arhivisti,
curatori si cercetdtori (i.e. curasearchers), ca si de ingineri de sunet,
promotori, gardieni s.a., actiondnd totodatd ca mostenitori ai trecutului
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captat pe discurile de gramofon. Sectiunea finald scoate in evidentd
circulatia transnationald a tehnologiilor muzicale si de inregistrare si invita
la reflectie despre posibilitatea ca o aliantd — posibil un proiect international
de cercetare — sd conecteze entuziastii/curasearchers si etno/muzicologii
pentru a-i ajuta sd protejeze si sd apere patrimoniul de inregistrdri istorice
comerciale din Balcani.

Keywords

Heritage, commercial recordings, preservation and accessibility, enthusiasts of
recorded music, research alliances, former Yugoslavia, Croatia, Balkans

INTRODUCTION

This paper stems from a project focused on the record industry in Croatia
and the former Yugoslavia, encompassing three Zagreb-based record companies
- Edison Bell Penkala (EBP), Elektroton, and Jugoton — and spanning the era of 78
RPM records from the mid-1920s to the late 1950s.°® The approximately 6,000
records that these companies released onto the Yugoslav market, along with the
music they contained and their influence on subsequent musical practices can be
examined through the lens of the UNESCO-led programme on intangible cultural
heritage. This involves identifying the bearers, communities, stakeholders, and
curators involved, as well as understanding the cross-sectoral and cross-national
support they garnered. It also involves the issue of how existing practices were
filtered and articulated into recordings, and the co-operation between the record
industry and other pillars of musical life (from the trio of theatre, cabaret, and
tavern, to radio, festivals, sheet music publishing, professional organisations,
scholarly institutions, and the relationship with dance culture and the film
industry). In this context, the further transmission chain through various
performance scenarios — whether recorded, radio-mediated, or live - plays an
important role in shaping the organisation of musical fields and genres. More
broadly, it also reflects and co-creates the social and cultural landscape of the era.
The process of effective filtering, along with co-operation with other pillars of
musical life to enhance the record industry’s influence, are actually tools from the
arsenal of heritage production. Namely, the concept of heritage, likewise, implies
a continuous process of selection from a pool of total practices, rearticulation,
and elevation to the status of a representative symbol, and at the same time
refers to living culture, effective functions and meanings within the communities
of those who bear and engage with the heritage, such as musicians and various
audiences."®

199 The main outcomes of the project are a comprehensive, multi-authored volume (Ceribasic et al.,
2025) and a database of recordings released by the three companies
(https://repozitorij.dief.eu/a/?pr=I&mrx%5B-%5D%5B150723%5D=a). The project was carried out
between 2020 and 2024 with the support of the Croatian Science Foundation (IP-2019-04-4175).
This paper draws on one subchapter of the book (Ceribasi¢, 2025).

"o To date, a substantial body of literature on intangible cultural heritage has emerged, and an
interdisciplinary field of study has taken shape. It is therefore somewhat inconvenient to single


https://repozitorij.dief.eu/a/?pr=l&mrx%5B-%5D%5B150723%5D=a
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Furthermore, the recordings and their cultural impact can be viewed
through the lens of popular music studies, where the concept of heritage has
gained increasing significance over the last decade. It refers to “those aspects of
the past that are important in creating a sense of identity among a particular
group of people, whether a nation, a city or a neighbourhood. Heritage is,
therefore, highly contested and always changing” (Cantillon et al., 2018:5). The
emphasis on the past sets this definition of heritage apart from the ethnographic-
UNESCO approach, and within popular music studies heritage is therefore closely
linked to the material manifestations of music. This primarily includes the
recordings themselves, their circulation, consumption, and possession (Long,
2018:123), but also extends to other tangible forms such as heritage locations (e.g.
former clubs, halls of fame, museums), re-releases of recordings, musical
instruments and clothing worn by notable artists, and promotional items like
posters, badges, and ticket stubs (ibid.:124). Regarding the second key emphasis
- heritage as “contested and always changing”, very influential in popular music
studies is the distinction between authorised, self-authorised, and unauthorised
heritage: authorized in terms of institutionally canonised heritage (by systems of
power and associated cultural institutions);self-authorised in terms of heritage
that is recognised and promoted by influential stakeholders in the music industry
and/or specific communities; and unauthorised in terms of heritage that is still in
the process of being made (that is, in the wider society actually still only a
practice), which does not have its powerful or influential advocates (Roberts and
Cohen, 2014).

Both the focus on the past and the contested nature of heritage are
relevant in the Yugoslav context, and are closely intertwined. On one hand, there
is the issue of the physical preservation and accessibility of recordings in public
institutions, which, broadly speaking, remains limited and inadequate. On the
other hand, there are incredibly active enthusiasts operating outside the
institutional and academic realms, who are wholeheartedly dedicated to the
recognition, protection, preservation, and promotion, that is, to the
heritagisation of the music and musicians captured on historical gramophone
records.

THE PHYSICAL PRESERVATION OF GRAMOPHONE RECORDS

It’s impossible to talk about the materiality of the Yugoslav heritage of
early recorded music aside from the gramophone records themselves. There are
no places of memory or physical objects functioning as memorabilia, which
popular music studies determine as important in the heritage-making process.
Moreover, the records themselves are only partially preserved, as shown in the
table below.™

out specific references; nonetheless, see, for example, the critical compendium by Stefano and
Davis (2017).

" On the methodology used to determine the number of records, and the issue of source partiality,
resulting with data that is sufficiently precise but not entirely accurate, see Ceribasic¢, 2025:671.
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Total production | No preserved copy in
of  gramophone | any of the
records documented
collections

EBP 1,383 639 (46.2%)

Elektroton 558 229 or more
(possibly c¢. 30 | (41% or more)
additional)

Jugoton 980 8(0.8%)

Tab. 1. Total production and preserved copies of gramophone records (as of
April 2024)

As for a significant portion of the EBP and Elektroton records, even the
most basic factor of their heritage potential is absent, since no copies have been
preserved in any of the documented collections. The main reasons for this fate lie
in social and political upheavals, the theft and destruction of the assets of the
bankrupt EBP and later Elektroton, the physical deterioration of the records, and
their recycling into raw materials for new pressings. Besides, more importantly,
this is also partly due to the lack of recognition of their value, except from the
perspective of a few individuals — enthusiasts of recorded music - who, over time,
became collectors. Most of today’s largest institutional collections in Croatia were
created thanks to such individuals, who, in their later years, decided to donate
their collections: Eduard Capka (1922-2016) to the National and University Library
in Zagreb, Damir Tonci¢ (1939-2010) to the State Archives in Split, and Velimir
Kraker (1935-2026) to the City Museum of Sisak.

A vivid account of the historical journey of records is provided in Silvio
Salamon Jazbec’s article about the collector Eduard Capka. For instance, the
explanation of why copies from Capka’s collection were selected for official re-
releases of early recordings is as follows:

“As Radio Zagreb was consistently plagued by a lack of space and material
resources, hard [shellac] records were often cleared out from the radio depots;
many of them reached some collectors in these waves of purges [...], but the vast
majority were simply taken from the depot to the landfill. [...] There are accounts
about trucks [full] of records being driven from the radio building [...] straight to
the rubbish dump” (Jazbec, 2018:109; emphasis in original).

Capka also shared with Jazbec the story about the beginnings of his film
collection. During the World War Il, Capka’s mother,

“fearing that the highly flammable film reels he had collected might cause
a major fire in the event of an air raid, destroyed[...] in the yard of the family home
[...] all the films that he, as a high school student, had bought for small sums from
Roma who ran a traveling cinema [...]. She burned most of the films, including
those with her favourite actor Gustav Frohlich, while Edo [Eduard] secretly buried
his favourite film reels in the ground next to the fence. When he unearthed them
after the war, they were completely ruined” (ibid.: 103).
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These and other examples related to Capka clearly illustrate the
precarious terrain where the same objects can be simultaneously viewed as
socially unauthorised heritage in the making (from Capka’s perspective) and as
waste (from the perspective of their physical deterioration or the threats posed
by wartime).

One could conclude that the heritage of recorded music from the period
in question generally falls into the category of unauthorised heritage - a heritage
still in the process of making. This is already because a significant portion of the
basic material prerequisites for EBP and Elektroton no longer exist (not even the
gramophone records have been preserved, let alone the matrices), as well as
because interest in recorded music and an understanding of its importance and
value to this day depend largely on the enthusiastic efforts of a small group of
collectors, who also act as advocates and researchers of the early record industry.
Such individuals, by definition, cannot be the arbiters of authorised heritage, but
only institutions where social values, legislation, academic knowledge, and
cultural policies are woven together from the top down.™

AVAILABILITY OF DITIGISED RECORDINGS

The extent and importance of the shift from, in the terminology of
popular music studies, unauthorised to authorised heritage are clearly reflected
in another key element — the availability of sound recordings. In practice, it means
the availability of digitised variants of the original recordings. In this regard, it is
again the enthusiastic individuals who are far more prolific than the institutions,
as shown in the following table.

Digital National and Digital National Ivan Mirnik: | MrSuanPan:
University Library in Library of Serbia: YouTube YouTube
Zagreb: collection collection Virtuelna channel channel
Zvuci proslosti brazda [Virtual
[Sounds of the past] groove]

EBP 79 58 €. 480 -
Elektroton 4 8 14 19
Jugoton - 28 4 C.570
Total (all 109 302 3,431 1,256

companies)

Tab. 2. Number of digitised recordings (as of April 2024)

"2 In some other countries, judging by informal conversations with colleagues, record collecting has
become a major and lucrative enterprise, not unlike the art trade. This is certainly not the case in
the post-Yugoslav countries, where prices remain relatively low. As this paper, and indeed the
entire project, demonstrates, | believe that gramophone records ought to gain the status of
authorised heritage. At the same time, | would not want this status to give rise to profit-driven
dealers who might undermine the purchasing opportunities of existing collectors, the enthusiasts
of recorded music.
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In comparison to the digital recordings made available by Ivan Mirnik (b.
1942), the anonymous MrSuanPan, and several other individuals via their YouTube
channels, the contributions from national libraries in the region and European
heritage projects are markedly more modest."> Moreover, institutional efforts
tend to follow musical and national hierarchies: Croatian institutions prioritise
Croatian classical composers and performers, Serbian institutions favour Serbian
ones, and Slovenian institutions do likewise — a logic that runs counter to the
publishing policies and actual catalogues of the three record companies in
question. A similar pattern can be observed in the reissuing of early recordings by
Jugoton and its successor, Croatia Records, where national affiliation remains a
key determinant."™ By contrast, Mirnik and MrSuanPan appear to be gradually
uploading all the recordings in their possession to their YouTube channels.

Mirnik is a doctor of archaeology, a distinguished numismatist, a retired
museum advisor at the Archaeological Museum in Zagreb, and the author of
several important publications in this field (see Anon. 2025). While in the realm of
recorded music, he plays a particularly significant role: since April 2018, he has
been gradually digitising his collection and making it publicly accessible via his
YouTube channel.™ His collection originated as a family heirloom, reflecting the
musical taste of Zagreb’s upper middle class. Over the decades, it has been
enriched with donations from the same social and intellectual milieu. The most
recent and notable example is the substantial collection bequeathed to Mirnik by
Branko Poli¢ (1924-2014), a respected Croatian intellectual and long-time editor
at the Third Programme of Croatian Radio.

I have previously compared the number of digital recordings available on
Mirnik’s YouTube channel with those in the collections “Zvuci proslosti” at the
National and University Library in Zagreb (NSK), “Virtuelna brazda” at the
National Library of Serbia (NBS), and selected international repositories
(Ceribasi¢, 2021:346). Since then, between September 2021 and April 2024, the
number of recordings in Mirnik’s collection has grown by around 60% —from
approximately 2,100 to 3,400 recordings, including around 480 from EBP and
roughly a dozen from Elektroton. By contrast, the collections at NSK and NBS
have remained as modest as they were. Fortunately, the collections made
available on YouTube by Mirnik and MrSuanPan are complementary. As of April
2024, MrSuanPan’s channel features around 1,250 recordings, including
approximately 570 from Jugoton and around 120 from Elektroton."® In both cases,
as we did not have the opportunity to document their collections physically as
part of the project, we have been regularly monitoring their YouTube uploads and
extracting data on individual records that are not found in other collections. Even
after several years of intensive work documenting the complete output of EBP,

13 Although, in terms of technical quality and adherence to recommended professional standards,
the latter are generally (or ideally) superior to the work of individuals.

"4 For some examples, see Radovinovi¢, 2025:699-700.

5 See https://www.youtube.com/@ivanmirnik6459.

16 See https://www.youtube.com/@MrSuanPan.
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Elektroton, and Jugoton, we continue to come across previously unknown
recordings, which we then incorporate into our database.

For a number of analyses conducted as part of our project, Mirnik’s and
MrSuanPan’s recordings - alongside those we digitised ourselves (but which
remain available only internally at the Institute of Ethnology and Folklore
Research) - formed a fundamental basis that made them possible. This is because
the recordings held by institutions are generally not accessible for listening or
borrowing due to the absence of appropriate playback equipment and/or because
playing them poses a risk to their preservation. Given the inherent fragility of
shellac records, and they are indeed fragile, digitisation is essential. However, this
process is carried out only sporadically, lacking any systematic, inter-institutional
coordination or coherent strategic planning. In my view, this is largely due to the
unauthorised status of this heritage, rather than, as is often claimed, purely a
result of limited funding opportunities. As a result, the problem continues to turn
in circles, unresolved."”

So, while institutions tend to be sluggish and individuals (or groups of
individuals) far more agile, it would be unwise to rush to a simplistic conclusion
about institutional stagnation and hegemony on the one hand, and individual
heroism on the other, although elements of that dynamic are undoubtedly
present. The deeper reasons seem to lie in broader shifts in global social currents,
the ubiquity of digital environments, and the erosion of traditional structures,
whether they be public institutions, academic authority, or centres of political
power. In other words, we are also witnessing the growing influence of planetary
tech power-holders, as opposed to traditional ones, whose digital platforms (here
notably YouTube for audio recordings and Discogs for discographic metadata)
outsource labour by drawing in vast networks of volunteers. Officially termed
“users”, they carry out tasks such as archiving, annotating, and curating content,
motivated by the satisfaction of sharing, the attention and recognition from
fellow, ordinary users, and in some cases, modest financial compensation tied to
metrics such as views, subscribers, clicks, and likes. Within this new digital
ecosystem, traditional structures — power holders, their affiliated institutions, and
the authorised knowledge they produce - can begin to seem like mock-ups of real
contests over power, influence and authority. Added to this is the issue of
copyright, which institutions really have to take care of, while individuals on their
YouTube channels do not have to, especially if they are anonymous like
MrSuanPan.

COLLABORATION WITH ENTHUSIASTS

In this paper, | refer to key figures such as Mirnik, MrSuanPan, Capka,
Tondi¢, Kraker and others as enthusiasts. In a few earlier conference papers, |
described them as curasearchers — a term | coined to highlight their dual role in
both curating and researching historical recordings, which also draws on the
concept of prosumers, individuals who are both consumers and producers of

"7 On the decades-long effort to establish a Croatian national sound archive, see Radovinovi¢, 2025.
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historical recordings, engaging in collecting, archiving, sifting through all manner
of materials, audio engineering, and more, all with the shared goal of helping
these recordings gain recognition as authorised heritage. In the terminology of
intangible cultural heritage, they would conventionally be referred to as
stakeholders. In popular music studies, the broader term often used for such
groups is do-it-yourself communities, which underscores their grassroots,
bottom-up approach, and their independence from institutional frameworks (see,
for example, Baker and Huber, 2013; Bennett, 2018).

However, returning to our local enthusiasts, alias curasearchers, it is
worth considering the depth of their identification with, and commitment to,
historical recordings. Many take on most, if not all, of the roles previously
mentioned: curation, research, collecting, archiving, audio restoration, and more.
They invest a staggering amount of time and labour, and often hold not only rare
records, but also valuable accompanying documentation. In light of this, it is
entirely fitting to describe them as heirs, those who have inherited the past of
recorded music — a multimedia and multisensory past, etched into gramophone
records which, thanks to these heirs, we can hear and see (recordings and their
labels), and touch and smell if granted access to their physical collections. The
term heir is particularly apt not only because of its close association with heritage
and the individuals, groups, and communities who are central to the UNESCO
programme of intangible cultural heritage, but also because the heir, more than
heritage and accompanying terms, implies possession and ownership.
Throughout the project, this has been strongly felt — at times through denied
access to private property, at other times through exchange of materials (where
access or copies are given only in return for equally interesting material), and at
yet other times through the property’s doors being wide open.

Cooperation with enthusiasts (alias heirs, curasearchers or stakeholders)
as a new category of our “field” collaborators is, understandably, particularly
delicate when it comes to the research itself, as this is where theoretical
frameworks, methodological approaches, and research priorities come into direct
contact. Enthusiasts often see us as “blah-blah” narrators, skilled in developing
interpretation, but lacking deep, hands-on knowledge of the “real” material.
Conversely, we sometimes view them as storytellers whose accounts can include
unsubstantiated or unverifiable claims. Whether due to negligence or deliberate
withholding (in the spirit of protecting access to their property), key sources
and/or the sequence of conclusions based on fragmentary material are not always
made clear in their statements or, at times, even in their written texts. Many of
these enthusiasts have spent decades building the structure of knowledge and
distinction between essential and secondary aspects of research, while now,
suddenly, a new group has appeared on the scene - academics with advanced
degrees, coming from a more institutionally privileged background, mostly
women in contrast to them men, and on average younger than them. While they
are pleased to see new allies in the mission to promote the heritage of early
recorded music, our presence also represents a challenge if not, in some cases, a
perceived threat. In practice, we have managed this relationship largely through
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what might be called an economy of exchange — above all, the exchange of
materials. | was rarely, if ever, asked to recommend scholarly literature. What |
was asked repeatedly, however, was whether we had come across additional
collections of records, catalogues, newspaper clippings, and the like during the
course of our research.

Enthusiasts typically carry out their research by repeatedly exploring
various record collections, meticulously examining periodicals and archival
sources, scouring online platforms, exchanging information with fellow
enthusiasts, and uncovering relevant details from a wide range of - often
unexpected - locations, or from former figures in the record industry and those
to whom their knowledge has been passed down."™ While enthusiasts do
occasionally publish papers, this happens infrequently and usually represents only
a small fraction of the knowledge they possess. This opens up a valuable
opportunity for collaboration with professional (ethno)musicologists, where
enthusiasts  would  contribute  rich, well-sourced material, and
(ethno)musicologists offer analytical and critical interpretation.” In this sense,
working with enthusiasts mirrors our long-standing collaboration with traditional
field collaborators, bringing together lived or experiential knowledge with
cultural-anthropological interpretation. At the same time, within the broader
context of the collaborative-decolonial turn in ethnographic disciplines, a
question arises of how we should conceptualise and position ourselves in relation
to our field collaborators. Where once they were regarded as informants, and
later as interlocutors or collaborators, today they are increasingly seen as co-
authors. Given the development of the discipline over recent decades, it may now
be ethically necessary to include them literally as co-authors of anthropological-
ethnographic publications.”® However, the case of the enthusiasts discussed here
is of a different nature. They are not culture bearers, but heirs to the historical
legacy of recorded music. As such, recognising and respecting the distinct
competencies involved, and finding ways to productively weave them into the
fabric of scholarly writing, becomes an especially delicate matter.

CONCLUSION: INTERNATIONAL ALLIANCES

My final point concerns the inherently international nature of the record
industry. Matrices cross national borders, being bought and sold, tested in various
markets, and with them, the music they carry. To illustrate this, let’s consider the
example of “Ca, c’est Paris”, a popular song from the Paris revue of the same
name, originally released by Mistinguett in December 1926 for Odeon.™ The song

"8 This likely includes unique documentation that was once rescued from being discarded and is now
held by enthusiasts. At times, however, these are publicly available sources that simply need to be
unearthed - something in which enthusiasts have proven to be excellent “diggers”. For more on
two such examples, see Ceribasi¢, 2025: 679.

"9 One such example is an article written by ethnomusicologist Danka Laji¢ Mihajlovi¢ in
collaboration with two enthusiasts, David Pokrajac and Sasa Spasojevi¢ (2022).

20 As is the case, for example, of Ostashewski et al., 2020.

21 See https://[secondhandsongs.com/release/194774.
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reached the Yugoslav market as early as 1927 — possibly as the original recording,™
but certainly through two recordings produced by EBP. On 24 August 1927, the
song was recorded by Margita Dubaji¢, a popular singer known primarily for her
operetta performances in Zagreb, accompanied by a “jazz band” led by Rikard
Simacek (Z-1016, m. Z122). The lyrics were translated into Croatian, in keeping with
the standard practice of the time, and Dubaji¢ maintained her own distinct style,
independent of Mistinguett’s interpretation (cf. Vukobratovi¢ 2025: 520). A
month later, on 22 September, a French-language version of “Ca, c’est Paris” was
recorded by a Romanian salon orchestra led by Jean Marcu (R-1004, m. Z141), also
relying on the orchestra’s own style of performing, but making it closer to
Mistinguett’s rendition than in the case of Dubaji¢.” EBP released about 80
recordings by Marcu’s orchestra, likely due to its high quality, but also because,
within the international structure of Edison Bell, EBP’s parent company, Romania
was managed through the Zagreb EBP. Both recordings became available to
Yugoslav audiences around the same time, no later than November 1927 (when
the EBP catalogue listing these recordings was published). The point here is that
the popular French song quickly found its way to the Yugoslav market, albeit
indirectly, filtered through two distinct styles of performing and approaches to
the original: the style of Zagreb operetta, detached from the original rendition,
and the style of a Romanian salon orchestra domesticating the original. Even
more, the point is that we know almost nothing about Marcu’s orchestra™* or
about Edison Bell’s and EBP’s operations in Romania, or, indeed, about the
Romanianrecord industry in general and its role in the country’s cultural life at the
time.

This paper is therefore primarily an invitation to consider an international
project that would illuminate the role of the record industry in culture, focusing
on the processes of transformation, mutual influences, and exchanges between
musical cultures, as well as the socio-political and economic relations in
Southeastern Europe. From the perspective of the completed project on the
former Yugoslavia, the connections between Yugoslav and Bulgarian companies
have undoubtedly been confirmed (particularly between Elektroton and the

22 Namely, Odeon was present in the Yugoslav market, although its catalogue intended to the
Yugoslav (and specifically Serbian) market from October 1927 does not include the recording in
question. Instead, it features a rendition by Béla Dajos, accompanied by an ensemble (no. 0-2120;
see Odeon, 1927:37).

123 Basic information about these two recordings, including images of the record labels and links to
digitised versions of the recordings, see in the project database (https://repozitorij.dief.eu
[al2pr=I&mrx%5B-%5D%5B150723%5D=a). The recording dates are known thanks to the notes of Paul
Voigt, Edison Bell’s sound engineer, who was in charge of recordings made in Zagreb at the time
(Paul Voigt Fonds in Library and Archives Canada, MUS 142, 1982-13, vol. 1).

24 | was able to identify his correct name thanks to the Discogs database (see
https://www.discogs.com/artist/2288646-Jean-Marcu; also see https://secondhandsongs.
comjartist/238882). On EBP’s labels, he is usually referred to as Marco or Marko (e.g., Romanian
Orchestra Marco, Salon Orchestra Marco, Orchestra Marco from the Hotel “Colonade” in
Bucharest, and similar variants), while only a few solo violinist recordings list him as “Jean Marco”.
A search for additional information about Marcu yielded no results, aside from discovering a
number of recordings made in the same year for the Gramophone Company.


https://repozitorij.dief.eu/
https://www.discogs.com/artist/2288646-Jean-Marcu
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Bulgarian company CumoHasua and its label Opdeit), as well as links with Romania
and Greece in terms of the musicians involved. Of course, beyond that, business
relationships also extended to countries in Central and Western Europe, especially
Czechoslovakia, Italy, Germany, Hungary, and the UK. As such, the involvement of
scholars working on the recorded music cultures of these regions would also be
highly valuable.

When envisioning an international project, | would certainly include not
only music scholars but also enthusiasts (alias curasearchers or heirs), who
phenomenologically continue the historical sequence from folk ethnographers to
action-based research, digital humanities and postcolonial critique. Also, through
them and in general, | recognise the shifting global social dynamics, the
pervasiveness of the digital environment and networking, alongside the
simultaneous decline of traditional structures, whether public institutions,
academic knowledge, or centres of political power. The main question for us
scholars is to explore whether an alliance can be formed between regional
enthusiasts/curasearchers and ethno/musicologists to help protect and safeguard
the heritage of historical commercial recordings in the Balkans.

PATRIMONIUL DE INREGISTRARI COMERCIALE
ISTORICE: MATERIALE, ENTUZIASTI, ALIANTE iN
BALCANI

Cuvinte cheie

Patrimoniu, Tnregistrari comerciale, conservare si accesibilitate, entuziasti ai
muzicii inregistrate, aliante de cercetare, fosta lugoslavie, Croatia, Balcani

INTRODUCERE

Lucrarea provine dintr-un proiect centrat pe industria discurilor din
Croatia si fosta lugoslavie, care a analizat trei case de discuri cu sediul in Zagreb -
Edison Bell Penkala (EBP), Elektroton si Jugoton — si care acopera era discurilor 78
RPM, de la mijlocul anilor 1920 pana la sfarsitul anilor 1950™. Cele aproximativ
6.000 de discuri pe care aceste case le-au lansat pe piata iugoslava, impreuna cu
muzica pe care o contineau si influenta lor asupra practicilor muzicale ulterioare,
pot fi analizate prin prisma programului desfasurat de UNESCO cu privire la
patrimoniul cultural imaterial. Aceasta presupune identificarea purtatorilor,
comunitatilor, partilor interesate si curatorilor implicati, precum si intelegerea
sprijinului intersectorial si transnational pe care l-au primit. Implica totodata

25 Principalele rezultate ale proiectului sunt un volum cuprinzator cu autori multipli (Ceribasi¢ si
colab., 2025) si o bazd de date cu fnregistrari publicate de cele trei companii
(https:/[repozitorij.dief.eu/a/?pr=1&mrx%5B-%5D%5B150723%5D=a). Proiectul s-a desfasurat intre
2020 si 2024 cu sprijinul Fundatiei Croate pentru Stiintd (IP-2019-04-4175). Aceasta lucrare se
bazeaza pe un subcapitol al cartii (Ceribasi¢, 2025).
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aspectul moduluiin care practicile existente au fost filtrate si articulate pe discuri,
precum si cooperarea dintre industria discografica si alti piloni ai vietii muzicale
(de la trio-ul teatru-cabaret-tavernd, la radio, festivaluri, publicare de partituri,
organizatii profesionale, institutii stiintifice si relatia cu cultura dansului siindustria
cinematografica). In acest context, lantul de transmitere ulterioara prin diverse
scenarii de interpretare — fie inregistrate, transmise la radio sau interpretate live -
joaca un rol important Tn modelarea organizarii domeniilor si genurilor muzicale.
Intr-un sens mai larg, reflecta si co-creeaza totodata peisajul social si cultural al
epocii. Procesul filtrarii eficiente, impreund cu cooperarea cu alti piloni ai vietii
muzicale pentru a amplifica influenta industriei discografice, sunt de fapt
instrumente din arsenalul producerii patrimoniului. Mai exact, conceptul de
patrimoniu implicd, de asemenea, un proces continuu de selectie dintr-un fond
format din totalitatea practicilor, rearticulare si ridicare la statutul de simbol
reprezentativ si, in acelasi timp, se refera la cultura vie, functiile si semnificatiile
efective din cadrul comunitatilor celor care poarta si interactioneaza cu
patrimoniul, cum sunt muzicienii si diversele categorii de public™.

Mai mult, inregistrarile si impactul lor cultural pot fi vazute prin lentila
studiilor de muzica populard, unde conceptul de patrimoniu a castigat o
importanta tot mai mare pe parcursul ultimului deceniu, referindu-se la ,,acele
aspecte ale trecutului care sunt importante in crearea unui simt al identitatii in
cadrul unui anumit grup de persoane, fie ca este vorba de o natiune, un oras sau
un cartier. Prin urmare, patrimoniul este extrem de contestat si in continud
schimbare” (Cantillon et al. , 2018:5). Accentul pus pe trecut detaseaza aceasta
definitie a patrimoniului de abordarea etnografica a UNESCO, iar in cadrul studiilor
de muzica populard patrimoniul este asadar strans legat de manifestarile
materiale ale muzicii. Aici sunt incluse in primul rand chiar inregistrarile, circulatia,
consumul si posesia lor (Long, 2018:123), dar si alte forme materiale cum sunt
locatiile patrimoniului (de exemplu foste cluburi, galerii, muzee), re-lansari de
discuri, instrumente muzicale si imbracaminte purtata de artisti celebri si articole
promotionale ca postere, insigne si cotoare de bilete (ibid.:124). In ceea ce
priveste al doilea aspect cheie — patrimoniul ca fiind ,,contestat si mereu in
schimbare”, foarte influenta in studiile despre muzica populard este distinctia
dintre patrimoniul autorizat, auto-autorizat si neautorizat: autorizat in sensul de
mostenire canonizata institutional (de catre sistemele de putere si institutiile
culturale asociate); auto-autorizat in sensul de patrimoniu care este recunoscut si
promovat de persoane interesate influente din industria muzici si/sau din
comunitati specifice; si neautorizat in sensul de patrimoniu care este inca in proces
de creare (adica se regdseste, in societate in sens larg, deocamdata doar sub
forma de practicd), care nu are sustindtorii sai puternici sau influenti (Roberts si
Cohen, 2014).

126 Pana la aceastd datd s-a publicat un corpus substantial de literaturd despre patrimoniul cultural
imaterial si s-a conturat un domeniu de studiu interdisciplinar. Prin urmare, este oarecum incomod
sa se evidentieze referinte specifice; cu toate acestea, a se vedea, de exemplu, compendiul critic
scris de Stefano si Davis (2017).
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Atat accentul pus pe trecut, cat si natura contestatd a patrimoniului, sunt
relevante in contextul iugoslav si sunt strans intretesute. Pe de o parte, exista
problema conservarii fizice si a accesibilitatii Tnregistrarilor in institutiile publice,
care, in general, ramane limitata si inadecvata. Pe de alta parte, existd entuziasti
incredibil de activi care opereaza in afara sferei institutionale si academice, care
sunt dedicati din toatd inima recunoasterii, protejdrii, conservarii si promovarii,
adica patrimonializarii muzicii si muzicienilor inregistrati pe discurile istorice de
gramofon.

CONSERVAREA FIZICA A DISCURILOR DE GRAMOFON

Este imposibil sa vorbim despre materialitatea patrimoniului iugoslav de
la inceputurile muzicii Tnregistrate separat de discurile de gramofon propriu-zise.
Nu exista locuri ale memoriei sau obiecte fizice care functioneazd ca suveniruri, pe
care studiile de muzica populara sa le desemneze ca importante in procesul de
constituire a patrimoniului. Mai mult, discurile propriu-zise sunt doar partial
pastrate, dupa cum se poate vedea in tabelul de mai jos™.

Productia Niciun exemplar pastrat in colectiile
totala de oficiale
discuri de
gramofon
EBP 1.383 639 (46.2%)
Elektroton 558 229 sau mai multe (41% sau mai
(posibil cca. 30 | multe)
n plus)
Jugoton 980 8 (0.8%)

Tab. 1. Productia totald si exemplarele pdstrate de discuri de gramofon (in aprilie
2024)

In ceea ce priveste o parte semnificativa a inregistrarilor EBP si Elektroton,
chiar si cel mai elementar factor al potentialului lor patrimonial lipseste, deoarece
nu s-au pastrat exemplare 1n niciuna dintre colectiile oficiale. Principalele motive
ale acestei disparitii provin din tulburdrile sociale si politice, furtul si distrugerea
bunurilor societatilor falimentare EBP si ulterior Elektroton, deteriorarea fizica a
inregistrarilor si reciclarea lor in materii prime pentru noi imprimari. in plus, mai
important, toate acestea se datoreaza partial si faptului ca valoarea lor nu a fost
recunoscutd, decat de unele persoane - entuziasti ai muzicii inregistrate — care, in
timp, au devenit colectionari. Majoritatea celor mai mari colectii institutionale
actuale din Croatia au fost create datorita unor astfel de persoane, care, spre
finalul vietii, au decis sa isi doneze colectiile: Eduard Capka (1922-2016), Bibliotecii

127 Cu privire la metodologia utilizata pentru determinarea numarului de Tnregistrdri si la problema
partialitatii sursei, care are ca rezultat date suficient de precise, dar nu in intregime exacte, vezi
Ceribasi¢, 2025:671.
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Nationale si Universitare din Zagreb, Damir Tonci¢ (1939-2010), Arhivelor Statului
din Split si Velimir Kraker (1935-2026), Muzeului Municipal din Sisak.

O relatare plina de viata a parcursului istoric al inregistrarilor apare n
articolul lui Silvio Salamon Jazbec despre colectionarul Eduard Capka. De
exemplu, explicatia motivului pentru care exemplare din colectia lui Capka au fost
selectate pentru relansari oficiale ale unor inregistrari timpurii este urmatoarea:

,,Deoarece Radio Zagreb se confrunta Tn mod constant cu lipsa de spatiu
si resurse materiale, discurile dure [de selac] erau adesea eliminate din depozitele
radioului; multe dintre ele au ajuns la unii colectionari in aceste valuri de purjari
[...], dar marea majoritate au fost pur si simplu duse de la depozit la groapa de
gunoi. [...] Existd relatdri despre camioane [pline] de discuri care mergeau de la
cladirea radioului [...] direct la gunoi” (Jazbec, 2018:109; italice in original).

Capka i-a relatat lui Jazbec si o povestire despre inceputurile colectiei sale
de filme. n timpul celui de Al Doilea R3zboi Mondial, mama lui Capka,

,stemandu-se ca rolele de film extrem de inflamabile pe care le
colectionase ar putea provoca un incendiu major in cazul unuiraid aerian, a distrus
[...] In curtea casei familiei [...] toate filmele pe care el, ca elev de liceu, le
cumpadrase pe sume mici de la romi care aveau un cinematograf ambulant [...]. Ea
a ars majoritatea filmelor, inclusiv pe cele cu actorul ei preferat, Gustav Fréhlich,
in timp ce Edo [Eduard] si-a ingropat in secret rolele de film preferate in pamant,
langd gard. Cand le-a dezgropat dupa razboi, erau complet distruse.” (ibid.:103).

Acestea si alte exemple legate de Capka ilustreaz clar terenul precar pe
care aceleasi obiecte pot fi simultan vazute ca patrimoniu social neautorizat in
curs de formare (din perspectiva lui Capka) si ca deseuri (din perspectiva
deteriorarii lor fizice sau a amenintarilor aduse de razboi).

S-ar putea concluziona ca patrimoniul muzicii inregistrate din perioada in
cauza se incadreazd, in general, in categoria patrimoniului neautorizat — un
patrimoniu Tnca Tn curs de formare. Acest lucru se datoreaza faptului ca o parte
semnificativa a premiselor materiale de baza pentru EBP si Elektroton nu mai
exista (nici macar discurile de gramofon nu au fost pastrate, cu atat mai putin
matritele), precum si datorita faptului ca interesul pentru muzica inregistrata si
intelegerea importantei si valorii acesteia in zilele noastre depind in mare masura
de eforturile entuziaste ale unui mic grup de colectionari, care actioneaza si ca
sustinatori si cercetdtori ai inceputurilor industriei discografice. Astfel de
persoane, prin definitie, nu pot fi arbitrii patrimoniului autorizat, ci doar institutiile
in care valorile sociale, legislatia, cunostintele academice si politicile culturale sunt
intretesute de la varf spre baza™®.

28 In unele tari, judecand dup3 conversatiile informale cu colegii, colectionarea de discuri a devenit
o intreprindere majora si profitabild, asemanatoare cu comertul cu arta. Cu siguranta nu este cazul
n tdrile post-iugoslave, unde preturile raman relativ scazute. Dupd cum demonstreazd aceasta
lucrare si, de fapt, intregul proiect, cred ca discurile de gramofon ar trebui sd dobandeasca statutul
de patrimoniu autorizat. In acelasi timp, nu as dori ca acest statut s3 dea nastere unor comercianti
dornici de profit care ar putea submina oportunitdtile de cumparare ale colectionarilor existenti,
pasionati de muzica inregistrata.
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DISPONIBILITATEA INREGISTRARILOR DIGITALIZATE

Amploarea siimportanta trecerii de la, in terminologia studiilor de muzica
populard, patrimoniu neautorizat la patrimoniu autorizat se reflecta Th mod clar
intr-un alt element cheie - disponibilitatea inregistrarilor sonore. In practic3,
aceasta inseamnd disponibilitatea variantelor digitalizate ale Tnregistrarilor
originale. Tn acest sens, din nou, persoanele entuziaste sunt mult mai prolifice
decat institutiile, asa cum se poate vedea in tabelul urmator.

Biblioteca Nationala Biblioteca Ivan MrSuanPan:
si Universitard Nationala Digitald Mirnik: canal
Digitala din Zagreb: | aSerbiei: colectia canal YouTube
colectia Zvuci Virtuelna YouTube
proslosti [Sunetele brazda [Ritm
trecutului] virtual]
EBP 79 58 c. 480 -
Elektroton 4 8 14 19
Jugoton - 28 4 C.570
Total (toate 109 302 3.431 1.256
casele de
discuri)

Tab. 2. Numarul inregistrarilor digitalizate (in aprilie 2024)

In comparatie cu inregistrarile digitale puse la dispozitie de Ivan Mirnik (n.
1942), anonimul MrSuanPan si alte cateva persoane pe canalele lor de YouTube,
contributiile bibliotecilor nationale din regiune si ale proiectelor europene pentru
patrimoniu sunt considerabil mai modeste™. Mai mult, eforturile institutionale
tind sa urmdreasca ierarhiile muzicale si nationale: institutiile croate acorda
prioritate compozitorilor si interpretilor croati de muzica clasica, institutiile sarbe
celor sarbi, iar institutiile slovene procedeaza la fel — o logica contrara politicilor
de publicare si cataloagelor reale ale celor trei case de discuri analizate. Un tipar
similar se poate observa in re-lansarea unor inregistrari timpurii ale Jugoton si
succesoarei sale, Croatia Records, unde afilierea nationald ramane un criteriu
determinant™°. Pe de alta parte, Mirnik si MrSuanPan par sa incarce treptat pe
canalele lor de YouTube toate inregistrarile aflate in posesia lor.

Mirnik este doctor in arheologie, un distins numismat, consilier muzeal
pensionar la Muzeul de Arheologie din Zagreb si autor al mai multor publicatii
importante in acest domeniu (vezi Anon. 2025). lar in domeniul muzicii
inregistrate joaca un rol deosebit de semnificativ: din aprilie 2018, isi digitalizeaza
treptat colectia si o pune la dispozitia publicului prin intermediul canalului sau de

129 Desi, n ceea ce priveste calitatea tehnica si respectarea standardelor profesionale recomandate,
acestea din urma sunt in general (sau in mod ideal) superioare muncii unor persoane individuale.
30 Pentru exemple, v. Radovinovi¢, 2025:699-700.
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YouTube™'. Colectia sa a fost initial 0 mostenire de familie, reflectand gustul
muzical al clasei de mijloc superioare din Zagreb. De-a lungul deceniilor, ea a fost
imbogatita cu donatii din acelasi mediu social si intelectual. Cel mai recent si
notabil exemplu este colectia substantiala lasata mostenire lui Mirnik de Branko
Poli¢ (1924-2014), un intelectual croat respectat, care a fost o indelungata
perioadd redactor la Programul 1l al Radiodifuziunii Croate.

Am comparat anterior numarul de inregistrari digitale disponibile pe
canalul de YouTube al lui Mirnik cu cele din colectiile ,,Zvuci proslosti” de la
Biblioteca Nationala si Universitara din Zagreb (NSK), ,,Virtuelna brazda” de la
Biblioteca Nationald a Serbiei (NBS) si din depozite internationale selectate
(Ceribasi¢, 2021:346). De atunci, intre septembrie 2021 si aprilie 2024, numarul de
inregistrari din colectia lui Mirnik a crescut cu in jur de 60% — de la aproximativ
2.100 la 3.400 de inregistrari, printre care in jur de 480 de la EBP si aproximativ o
duzina de la Elektroton, in timp ce colectiile de la NSK si NBS au ramas la fel de
modeste precum erau. Din fericire, colectiile puse la dispozitie pe YouTube de
Mirnik si MrSuanPan sunt complementare. Incepand cu aprilie 2024, canalul lui
MrSuanPan contine aproximativ 1.250 de inregistrari, printre care aproximativ 570
de la Jugoton si aproximativ 120 de la Elektroton™. In ambele cazuri, deoarece nu
am avut ocazia sa documentam fizic colectiile lor ca parte a proiectului, am
monitorizat in mod regulat materialele incarcate de ei pe YouTube si am extras
date despre inregistrari individuale care nu se gasesc in alte colectii. Chiar si dupa
mai multi ani de munca intensiva de documentare a productiei complete a EBP,
Elektroton si Jugoton, continuam sa intalnim nregistrari necunoscute anterior, pe
care le Tncorporam apoi in baza noastra de date.

Pe parcursul mai multor analize efectuate ca parte din proiectul nostru,
inregistrarile lui Mirnik si MrSuanPan - impreuna cu cele digitalizate chiar de noi
(dar care raman disponibile doar intern la Institutul de Cercetare Etnologica si
Folcloricd) — au format o baza fundamentalad care le-au facut posibile. Aceasta din
cauza ca Tnregistrarile detinute de institutii sunt in general inaccesibile pentru
audiere sau Tmprumut din cauza lipsei echipamentului potrivit pentru redare si/sau
pentru ca utilizarea reprezinta un risc pentru conservarea lor. Avand in vedere
fragilitatea inerenta a discurilor de selac, si sunt intr-adevar fragile, digitalizarea
este esentiala. Totusi, acest proces are loc doar sporadic, Intrucat lipseste orice
coordonare interinstitutionald sistematica sau planificare strategica coerenta. In
opinia mea, acest lucru este Tn mare masura rezultatul statutului neautorizat al
acestui patrimoniu, si nu, asa cum se sustine adesea, pur si simplu al
oportunitatilor limitate de finantare. Drept urmare, problema continua sa se
Tnvarta in cerc, nerezolvata3.

Asadar, Tn timp ce institutiile tind sa fie letargice, iar persoanele private
(sau grupurile de persoane) mult mai agile, ar fi neintelept sa ne pripim spre o
concluzie simplista despre stagnarea si hegemonia institutionale, pe de o parte, si

31V. https://[www.youtube.com/@ivanmirnik6459.

32V, https://[www.youtube.com/@MrSuanPan.

33 Tn privinta efortului depus de cateva decenii pentru infiintarea unei arhive sonore nationale
croate, v. Radovinovi¢, 2025.
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eroismul individual, pe de alta parte, desi elemente ale acestei dinamici sunt fara
indoiala prezente. Motivele mai profunde par sa se regaseascd in mutatiile mai
ample din curentele sociale globale, in ubicuitatea mediilor digitale siTn eroziunea
structurilor traditionale, fie ele institutii publice, autoritate academica sau centre
de putere politica. Cu alte cuvinte, asistam si la influenta tot mai mare a
detinatorilor puterii tehnologice planetare, spre deosebire de cei traditionali, ale
caror platforme digitale (in special YouTube pentru inregistrari audio si Discogs
pentru metadate discografice) externalizeaza munca prin atragerea unor retele
vaste de voluntari. Numiti oficial ,,utilizatori”, acestia iTndeplinesc sarcini precum
arhivarea, adnotarea si organizarea continutului, motivati de satisfactia partajarii,
de atentia si recunoasterea din partea altor utilizatori obisnuiti si, in unele cazuri,
de o compensatie financiara modesta legata de sisteme de valori precum
vizualizari, abonati, clicuri si like-uri. Tn acest nou ecosistem digital, structurile
traditionale — detinatori ai puterii, institutiile afiliate acestora si cunoasterea
autorizata pe care o produc — pot incepe sa para un fel de parodii in competitia
reald pentru putere, influenta si autoritate. La acestea se adauga problema
drepturilor de autor, pe care institutiile trebuie realmente sd le ia in considerare,
in timp ce persoanele private nu sunt nevoite sa faca acelasi lucru pe canalele lor
de YouTube, mai ales daca sunt anonime, ca MrSuanPan.

COLABORAREA CU ENTUZIASTII

In lucrarea de fata, ma refer la figuri-cheie precum Mirnik, MrSuanPan,
Capka, Ton¢i¢, Kraker si altii ca entuziasti. In cateva lucrari anterioare la conferinte,
i-am descris drept curasearchers — un termen pe care l-am inventat pentru a
evidentia rolul lor dublu atat de curatori, cat si de cercetatori ai Tnregistrarilor
istorice, care se inspira si din conceptul de prosumatori, persoane care sunt atat
consumatoare, cat si producatoare de inregistrari istorice, implicate in colectarea,
arhivarea, cernerea prin diverse tipuri de materiale, inginerie audio si multe altele,
toate cu scopul comun de a ajuta aceste inregistrari sa devina recunoscute ca
patrimoniu autorizat. In terminologia patrimoniului cultural imaterial, ei ar fi
denumiti in mod conventional parti interesate. In studiile despre muzica populara,
termenul mai cuprinzator folosit adesea pentru astfel de grupuri este comunitati
de tipul ,,do-it-yourself”, ceea ce subliniaza abordarea lor de tip grassroots, de la
bazd spre varf, si independenta lor fatd de cadrele institutionale (vezi, de
exemplu, Baker si Huber, 2013; Bennett, 2018).

Totusi, intorcandu-ne la entuziastii nostri locali, alias curasearchers, merita
sa luam n considerare profunzimea identificarii lor cu si angajamentul fata de
inregistrarile istorice. Multi fsi asuma majoritatea, daca nu chiar toate rolurile
mentionate anterior: curare, cercetare, colectionare, arhivare si restaurare audio
si nu numai, investind o cantitate uimitoare de timp si munca si adesea nu detin
doar discuri rare, ci si documente Insotitoare valoroase. Din aceasta perspectivd,
este cat se poate de adecvat sa ii descriem ca mostenitori, cei care au mostenit
trecutul muzicii inregistrate — un trecut multimedia si multi-senzorial, imprimat pe
discuri de gramofon pe care, datorita acestor mostenitori, le putem auzi si vedea
(discurile si producatorii lor) si atinge si mirosi dacd ni se permite accesul la
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colectiile lor private. Termenul ,,mostenitor” este deosebit de potrivit nu doar din
cauza asocierii sale stranse cu patrimoniul si cu persoanele, grupurile si
comunitatile care se afla in centrul programului UNESCO privind patrimoniul
cultural imaterial, ci si pentru ca mostenitorul, mai mult decat patrimoniul si
termenii insotitori, implica posesie si proprietate. Pe parcursul proiectului, acest
lucru s-a resimtit puternic — uneori prin refuzul accesului la proprietatea privata,
alteori prin schimbul de materiale (unde accesul sau exemplarele sunt acordate
doar in schimbul unor materiale la fel de interesante), iar alteori prin faptul ca usile
proprietatii sunt larg deschise.

Cooperarea cu entuziastii (alias mostenitori, curasearchers sau parti
interesate) ca o noud categorie a colaboratorilor nostri ,,din teren” este, usor de
inteles, deosebit de delicata cand este vorba despre cercetarea propriu-zisa,
acesta fiind locul unde cadrele teoretice, abordarile metodologice si prioritatile
cercetarii intra in contact direct. Entuziastii ne vad adesea ca pe niste vorbitori de
,»,bla-bla”, priceputi la a emite interpretdri, dar neavand o cunoastere profunda,
direct de la surs3, tangibila, a materialului ,real”. Tn schimb, uneori noi fi
consideram pe ei povestitori ale caror relatdri pot include afirmatii nefondate sau
neverificabile. Fie din neglijentd, fie din omitere intentionata (in spiritul protejarii
accesului la proprietatea lor), sursele-cheie si/sau succesiunea concluziilor bazate
pe materiale fragmentare nu sunt intotdeauna clarificate in declaratiile lor sau,
uneori, nici mdcar in textele lor scrise. Multi dintre entuziasti au petrecut decenii
construind structura cunoasterii si distingerii dintre aspectele esentiale si
secundare ale cercetdrii, iar acum, brusc, un nou grup a apdrut pe scend -
academicieni cu diplome inalte, venind dintr-un mediu institutional mai privilegiat,
majoritatea femei, Tn contrast cu ei, care sunt barbati, si in medie mai tineri decat
ei. Cu toate ca sunt Tncantati sa vada noi aliati in misiunea de a promova
mostenirea muzicii vechi inregistrate, prezenta noastra reprezintd si o provocare,
iar in unele cazuri ne pot percepe ca pe o amenintare. In practicd, am gestionat
aceastarelatie Tn mare parte prin ceea ce s-ar putea numi o economie a schimbului
- mai presus de orice, schimbul de materiale. Rareori, sau niciodata, nu mis-a cerut
sa recomand literatura stiintifica. Ceea ce am fost intrebata in mod repetat, insa,
a fost dacd am descoperit colectii suplimentare de discuri, cataloage, tdieturi din
ziare si altele asemenea in cursul cercetadrii noastre.

Entuziastii Tsi desfasoara de regula cercetarea explorand in mod repetat
diverse colectii de discuri, examinand meticulos periodice si surse arhivistice,
scotocind in platforme online, facand schimb de informatii cu alti entuziasti ca si
ei si scotand la lumina detalii relevante dintr-o gama variata de locatii — adesea
neasteptate — sau de la persoane care au fost implicate in trecut in industria
discografica si cei cdrora cunostintele le-au fost transmise®™*. Desi entuziastii
publica ocazional lucrari, acest lucru se intampla rar si reprezinta de obicei doar o
mica parte din cunostintele pe care le poseda, ceea ce deschide o oportunitate

134 Probabil cd acestea includ documentatie unica, salvata candva de la distrugere, detinuta acum de
entuziasti. Uneori, insd, acestea sunt surse disponibile public care pur si simplu trebuie scoase la
suprafatd — sens n care entuziastii s-au dovedit a fi excelenti ,,sdpatori”. Pentru mai multe
informatii despre doua astfel de exemple, vezi Ceribasic, 2025: 679.
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valoroasa de colaborare cu (etno)muzicologi profesionisti, unde entuziastii ar
contribui cu materiale bogate si bine documentate, iar (etno)muzicologii ar oferi
interpretdri analitice si critice™®. Tn acest sens, colaborarea cu entuziastii
oglindeste munca noastra indelungata cu colaboratorii din teren, reunind
cunostinte ,,traite” sau experientiale cu interpretarea cultural-antropologica.
Totodatd, in contextul mai larg al teoriei colaborativ-decoloniale in disciplinele
etnografice, apare o intrebare despre cum ar trebui sa conceptualizam si sd ne
pozitionam in raport cu colaboratorii nostri din teren. Acolo unde candva erau
priviti ca informatori, iar mai tarziu ca interlocutori si colaboratori, azi sunt tot mai
mult vazuti drept coautori. Avand in vedere dezvoltarea disciplinei in ultimele
decenii, ar putea fi acum necesar din punct de vedere etic sa i includem
literalmente ca si coautori ai publicatiilor antropologico-etnografice®. Cu toate
acestea, cazul entuziastilor discutati aici este de o natura diferita. Ei nu sunt
purtatori ai culturii, ci mostenitori ai patrimoniului istoric al muzicii inregistrate. Ca
atare, recunoasterea si respectarea competentelor distincte implicate si gasirea
unor modalitati de a-i integra productiv n tesatura literaturii academice devine o
chestiune deosebit de delicata.

CONCLUZIE: ALIANTELE INTERNATIONALE

Pozitia mea finala se referd la natura internationala inerenta a industriei
discografice. Matritele trec dincolo de garnitele nationale, fiind cumpdrate si
vandute, testate pe diverse piete si, odatd cu ele, muzica pe care o poartd. Pentru
ailustra acestea, sa luam exemplul melodiei Ca, c’est Paris, un cantec popular din
spectacolul parizian cu acelasi nume, lansat in premiera de Mistinguett in
decembrie 1926 pentru Odeon'. Cantecul a ajuns pe piata iugoslava deja in 1927
- posibil sub forma finregistrarii originale™®, dar cu certitudine prin doud
inregistrari produse de EBP. Pe 24 august 1927, cantecul a fost inregistrat de
Margita Dubaji¢, o cantareatd renumita cunoscutd in principal pentru spectacolele
sale de opereta din Zagreb, acompaniata de o ,,formatie de jazz” condusa de
Rikard Simacek (Z-1016, m. Z122). Versurile au fost traduse in croatd, conform
practicii standard a vremii, iar Dubaji¢ si-a mentinut propriul stil distinct,
independent de interpretarea lui Mistinguett (cf. Vukobratovic¢ 2025: 520). O luna
mai tarziu, pe 22 septembrie, o versiune in limba franceza a piesei Ca, c’est Paris a
fost inregistratd de o orchestrd de salon romaneasca condusa de Jean Marcu (R-
1004, M. Z141), bazandu-se tot pe stilul propriu de interpretare al orchestrei, dar

135 Un astfel de exemplu este un articol scris de etnomuzicologul Danka Laji¢ Mihajlovi¢in colaborare
cu doi entuziasti, David Pokrajac si Sasa Spasojevi¢ (2022).

136 Asa cum este, de pilda, cazul Ostashewski et al., 2020.

37 V. https://secondhandsongs.com/release/194774.

138 Mai exact, Odeon era prezent pe piata iugoslava, desi catalogul sdu destinat pietei iugoslave (si
in special sarbe) din octombrie 1927 nu include inregistrarea in cauzi. In schimb, prezinta o
interpretare de Béla Dajos, acompaniat de un ansamblu (nr. 0-2120; v. Odeon, 1927:37).
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totusi mai apropiata de interpretarea lui Mistinguett decat in cazul lui Dubaji¢™°.
EBP a lansat in jur de 80 de inregistrdri cu orchestra lui Marcu, probabil datorita
calitatii sale excelente, dar si pentru cd, in reteaua internationala a casei de discuri
Edison Bell, compania-mama a EBP, Romania era manageriata prin compania EBP
din Zagreb. Ambele inregistrari au fost puse la dispozitia publicului iugoslav
aproximativ in aceeasi perioada, nu mai tarziu de noiembrie 1927 (cand a fost
publicat catalogul EBP cu titlurile din aceste fnregistrari). Ideea este cd
binecunoscuta melodie franceza si-a gasit rapid drumul catre piata iugoslava, chiar
daca indirect, filtrata prin doud stiluri de interpretare si abordari distincte ale
originalului: stilul operetei din Zagreb, indepartat de interpretarea originalg, si
stilul unei orchestre de salon romanesti care adapteaza originalul. Mai mult, ideea
este ca nu stim aproape nimic despre orchestra lui Marcu'®, sau despre activitatile
caselor de discuri Edison Bell si EBP in Romania, sau, de fapt, despre industria
discograficd romaneasca in general si despre rolul eiin viata culturala a tdrii la acea
data.

Lucrarea de fatd este, din acest motiv, in primul rand o invitatie de a luain
considerare un proiect international care ar pune in lumina rolul industriei
discografice in cultura, centrat pe procesele de transformare, influentele
reciproce si schimburile dintre culturile muzicale, precum si raporturile socio-
politice si economice din Europa de Sud-Est. Din perspectiva proiectului finalizat
privind fosta lugoslavie, legaturile dintre companiile iugoslave si bulgare au fost,
fara indoiala, confirmate (in special intre Elektroton si compania bulgara
CvmoHaBwuA si marca sa Opdeit), precum si legdturile cu Romania si Grecia n ceea
ce priveste muzicienii implicati. Desigur, dincolo de acestea, relatiile de afaceri s-
au extins si 1n tari din Europa Centrala si de Vest, in special Cehoslovacia, Italia,
Germania, Ungaria, Austria si Regatul Unit. Ca atare, implicarea cercetatorilor care
se ocupd de culturile muzicale Tnregistrate din aceste regiuni ar fi, de asemenea,
extrem de valoroasa.

In viziunea unui proiect international, as include cu sigurantd nu doar
muzicologi, ci si entuziasti (alias curasearchers sau mostenitori), care continud
fenomenologic succesiunea istoricd de la etnografi spre cercetarea bazatd pe
actiune, stiinte umaniste digitale si critica post-coloniala. De asemenea, prin ei si

139 Informatii de baza despre aceste doua inregistrari, inclusiv casele de discuri si linkuri cdtre versiuni
digitalizate ale finregistrarilor, pot fi gasite n baza de date a proiectului
(https:/[repozitorij.dief.eu/a/?pr=1&mrx%5B-%5D%5B150723%5D=a). Datele finregistrarilor sunt
cunoscute datorita notitelor lui Paul Voigt, inginerul de sunet de |a Edison Bell, care era responsabil
de inregistrdrile efectuate la Zagreb la acea vreme (Fondul Paul Voigt in Biblioteca si Arhivele
Canadei, MUS 142, 1982-13, vol. 1).

40 Am reusit s3-i identific numele corect datoritda bazei de date Discogs (vezi
https://www.discogs.com/artist/2288646-Jean-Marcu; vezi si
https://secondhandsongs.com/artist/238882). Pe marcile EBP, este de obicei numit Marco sau
Marko (de exemplu, Orchestra Romand Marco, Orchestra de Salon Marco, Orchestra Marco de la
Hotelul Colonade din Bucuresti si variante similare), in timp ce doar cateva inregistrari violonistice
solo il mentioneazd drept ,,Jean Marco”. O cdutare de informatii suplimentare despre Marcu nu a
dat niciun rezultat, in afara de descoperirea unor inregistrdri realizate in acelasi an pentru
compania Gramophone.
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in general, recunosc dinamica sociala globalda in continua schimbare,
omniprezenta mediului digital si a networking-ului, alaturi de declinul simultan al
structurilor traditionale, fie ele institutii publice, cunostinte academice sau centre
de putere politica. Principala provocare pentru noi, oamenii de stiinta, este sa
analizam daca se poate forma o aliantd intre entuziastii/curasearchers regionali si
etno/muzicologi pentru a ajuta la protejarea si apararea patrimoniului de
inregistrari comerciale istorice din Balcani.
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SUMMARY

This paper investigates the revolutionary role of Web 3 technologies, with
a focus on blockchain, in transforming the preservation, accessibility, and
management of music and dance archives in South Eastern Europe. Framed
within a posthumanist perspective, the study delves into how decentralized
digital platforms reconfigure traditional relationships between human
stakeholders and cultural artifacts, fostering collaborative, transparent,
and resilient archiving ecosystems. Blockchain's capabilities—such as
ensuring provenance, enabling decentralized storage, and supporting
smart contract-driven governance—offer innovative solutions for
safeguarding intangible cultural heritage amid geopolitical and resource-
related challenges. The paper also critically examines ethical
considerations, technical hurdles, and sustainable strategies essential for
effective deployment of these technologies. Ultimately, the integration of
Web 3 advancements has the potential to enhance the authenticity,
inclusivity, and long-term preservation of diverse cultural expressions, thus
shaping a forward-looking, participatory archival landscape aligned with
posthumanist and decentralized ideals.

REZUMAT

Lucrarea de fatd investigheazd rolul revolutionar al tehnologiilor Web 3, cu
accent pe tehnologia blockchain, 1in transformarea conservadrii,
accesibilitatii si managementului arhivelor muzicale si coregrafice din
Europa de Sud-Est. Incadrat intr-o perspectivd postumanistd, studiul
exploreazd modul in care platformele digitale descentralizate
reconfigureazd relatiile traditionale dintre pdrtile implicate umane si
artefactele culturale, favorizdnd ecosisteme de arhivare colaborative,
transparente sireziliente. Capacitatile blockchain-ului - cum sunt asigurarea
provenientei, a stocdrii descentralizate si sprijinirea guverndrii bazate pe
contracte inteligente - oferd solutii inovatoare pentru protejarea
patrimoniului cultural imaterial in mijlocul provocadrilor geopolitice si legate
de resurse. Totodatd, articolul examineazad critic consideratii etice, piedici
tehnice si strategii sustenabile esentiale pentru implementare eficientd a
acestor tehnologii. In cele din urmd, integrarea progreselor Web 3 are
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potentialul de a amplifica autenticitatea, incluziunea si conservarea pe
termen lung a unor forme de exprimare culturald diverse, modeldand astfel
un peisaj arhivistic progresist, participativ, in acord cu idealurile
postumaniste si descentralizate.

Keywords
Web 3 Technologies, Blockchain, Cultural Heritage Archives, South Eastern Europe,
Posthumanism

INTRODUCTION

This paper aims to scrutinize the transformative effects of Web 3
technologies, particularly blockchain, on sound and audiovisual archives,
specifically in the context of South Eastern European music and dance. Blockchain
technology, with its innate capabilities, fosters a collaborative environment and
encourages knowledge-sharing among institutions. The result is a secure,
transparent, and decentralized database of archival collections, which offers
unprecedented access to a wealth of historical and cultural information.

The potential benefits of blockchain extend beyond mere accessibility. Its
robust approach to data authenticity and credibility holds significant implications
for the preservation and study of South Eastern European music and dance
traditions. With blockchain, we can ensure that these archival materials, often
unique and irreplaceable, are not only preserved for future generations but also
are reliably authentic and credible sources of information for researchers,
enthusiasts, and the general public.

This study adopts a posthumanist approach. Posthumanism allows us to
critically explore how these digital and decentralized technologies reconfigure
the relationships between human and non-human agents in the archival process.
Moreover, it allows to think about the co-existence and entanglement of the
dance and music cultures of South Eastern Europe. In that sense, a web 3 based
archive model is proposed. It is not merely about using technology to preserve
and access archives, but it is also about understanding how this technology and
co-existence of cultures change our relationship with these archives, how we
understand history and culture, and how we envision the future of archiving in a
digital and decentralized world.

ETHICAL ISSUES IN ARCHIVING

Archiving cultural heritage, particularly audiovisual materials, is a complex
process that raises significant ethical challenges. These include participation and
representation, ownership and control, power dynamics, cultural sensitivity,
authenticity, privacy, intellectual property, and the sustainability of heritage
practices. Addressing these issues requires careful consideration, meaningful
community engagement, and evolving professional standards to ensure ethical
stewardship.

Ethical archiving demands active community participation to ensure that
heritage processes reflect the voices and identities of those being preserved,
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rather than being dictated by external authorities. Audiovisual media, used in
archives, influence cultural identity in Southeastern Europe by serving as tools for
both self-representation and self-discovery within local communities. They
contribute to constructing and asserting identities anchored in the region’s rich
past and present, often reflecting a complex interplay between local populations
and political or institutional influences. Media can also impose certain
representations, sometimes exoticized or biased, which shape perceptions and
reinforce stereotypes about these communities. When managed by local
populations, audiovisual media empower groups to articulate their cultural
narratives and challenge dominant or externally imposed visions, thus playing a
crucial role in the ongoing process of identity formation and transformation in
Southeastern Europe (Pistricket al., 2011). Participatory approaches, such as
Community-Based Participatory Research (CBPR), foster shared influence and
mutual development between archivists and communities, enhancing inclusivity
and ethical responsibility (Jansson, 2020; Wagner et al., 2024). Representation is
critical, as exclusion or marginalization of certain voices can lead to biased or
incomplete records. Sensitivity in portraying communities, especially
marginalized groups, is essential to avoid misrepresentation or exploitation
(Haarlammert et al., 2017; Viken & Norwegian, 2017). Digitizing intangible cultural
heritage must respect community values and wishes, prioritizing cultural
sensitivity and informed consent to prevent harm or misrepresentation (Cychosz
etal., 2019).

Ownership and control over cultural heritage are central ethical concerns,
particularly for indigenous and local communities. Communities must retain
agency over their cultural expressions, with informed and ongoing consent
guiding decisions about what is archived and shared. Intellectual property rights
and privacy concerns often complicate access to audiovisual materials, limiting
their public availability (Viken & Norwegian, 2017; Mitchell et al., 2023). Ethical
frameworks should prioritize community autonomy, ensuring that the creation
and dissemination of archival materials respect personal and communal
implications. Collecting sensitive data, such as longform audio recordings of
everyday life, requires adherence to principles of autonomy, beneficence, and
justice to protect individuals and communities (Cychosz et al., 2019).

Power imbalances are inherent in archival processes, particularly in state
archives that aim to construct a homogeneous national identity. Decisions about
what cultural elements are collected, stored, and made accessible are often
controversial and shaped by societal and political power dynamics (Casenave &
Kane, 2024). Archivists bear a societal responsibility to act with integrity, fostering
trust and collaboration among creators, users, and stakeholders (Jaillant & Rees,
2022). The lack of clear ethical guidelines for audiovisual archiving creates
uncertainty, highlighting the need for professional organizations to develop
specific standards (Mattock, 2010). As technologies like Al are integrated into
archival workflows, building trust and ensuring ethical collaboration remain
critical.
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The digitization and restoration of audiovisual materials also raise ethical
questions about authenticity and historical integrity. Restoration processes can
alter original recordings, blurring the line between preservation and
reinterpretation (Wallaszkovits, 2018; Bradley, 2009). Archivists must balance the
desire to enhance materials with the need to maintain their authenticity, ensuring
that the preserved artifact reflects its original context. Advanced signal
processing technologies further complicate these decisions, requiring careful
consideration of what is being preserved—the original or a modified version
(Mattock, 2010).

Sustainable heritage practices are essential for the long-term
preservation and vitality of cultural heritage. Archival institutions must adopt
strategies that benefit communities and ensure ongoing engagement, moving
beyond individual actions to embrace broader social responsibilities (Giménez-
Chornet, 2017; Wagner et al., 2024). This includes developing frameworks for
ethical stewardship that prioritize community well-being and the responsible
management of cultural resources.

Balancing access to cultural heritage with privacy and intellectual
property concerns is a persistent challenge. Legal restrictions and privacy
considerations often limit the public availability of audiovisual materials, requiring
archivists to navigate complex ethical and legal landscapes (Viken & Norwegian,
2017). Ensuring equitable access while respecting individual rights and community
wishes is a key ethical priority.

COMPARISON OF THREE ARCHIVAL SYSTEMS

The evolution from traditional archives to digital and blockchain-
supported (Web 3) archives brings distinct advantages and disadvantages for
each approach. Each system offers unique benefits in terms of efficiency, security,
and accessibility, but also presents specific challenges related to cost, complexity,
and trust.

We present a comparison of three archival systems—traditional physical
archives, Web 1 and Web 2 digital archives, and Web 3 blockchain-based
archives—focusing on decision making, accessibility, preservation methodology,
cost efficiency, data integrity, and trustworthiness. By analyzing these
dimensions, we can evaluate how each system addresses the challenges of
preserving audiovisual materials for future generations (Table 1).

Feature Traditional Web 1 & 2 Web 3 Blockchain
Archives Digital Archives Archives
Centralized Centralized .
. . . e e e Decentralized
Decision Making (institutions, (institutions, .
(community, DAOs)
curators) platforms)
I [ vi ntrali
- Limited by ‘ Global via Decentralized,
Accessibility . . internet, some transparent,
physical location L . .
restrictions technical barriers
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Feature Traditional Web 1 &2 Web 3 Blockchain
Archives Digital Archives Archives
Preservation Physical storage, | Digital storage,
A -only |
Methodology climate control | format migration ppend-only ledger
High (storage, High initial, High initial,
Cost Efficiency staff, lower ongoing || potential long-term
maintenance) costs savings
Data Integrity & Vulnerabl.e to R'ISk of ' High du'e'to
. degradation, | corruption, cyber immutability,
Trustworthiness
human error threats transparency
. Limited by media|| Dependenton Designed for
Longevity . .
lifespan maintenance permanence
Resistance to . .
Obsolescence Low Medium High

Tab. 1. Comparison Table for traditional, Web 1 and Web 2, and Web 3 archives
for audiovisual cultural heritage.

Decision making determines who controls the selection and management
of audiovisual materials for preservation. Traditional archives rely on centralized
decision-making by cultural institutions, governments, or private collectors.
Curators in national film archives or museums select materials based on historical,
cultural, or artistic significance, which can introduce biases and overlook
marginalized communities’ contributions.

Web 1and Web 2 digital archives also feature centralized decision-making,
often involving broader collaborations among institutions like the Internet
Archive or Spain’s Biblioteca Nacional de Espafia. While digitization enables more
inclusive preservation, decisions are still controlled by hosting entities, limiting
the diversity of preserved content.

Web 3 blockchain-based archives offer a decentralized approach, where
decision-making can be distributed across a network of participants, such as
through decentralized autonomous organizations (DAOs). This model allows
communities to vote on preserving materials like indigenous oral histories,
fostering inclusivity. However, robust governance frameworks are needed to
ensure efficiency and coordination.

Accessibility reflects how easily users can retrieve and engage with
archived audiovisual materials. Traditional archives are often physically located in
specific institutions, requiring on-site visits or special permissions, which limits
access, particularly for remote or underserved communities.

Web 1 and Web 2 digital archives enhance accessibility by hosting
materials online through platforms like the Prelinger Archives or the Spanish Web
Archive. These systems allow global access to digitized content, though barriers
like copyright restrictions or incomplete digitization persist.
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Web 3 blockchain-based archives promise greater accessibility through
decentralized storage, ensuring materials remain available as long as the
blockchain network exists. Blockchain’s transparency also verifies provenance,
enhancing trust, as seen in virtual exhibitions like Russia’s Hermitage Museum’s
NFT projects (Charr 2021). However, technical complexity may hinder access for
non-technical users.

Preservation methodology addresses how systems maintain audiovisual
materials to prevent loss or degradation. Traditional archives use physical storage
in controlled environments, such as climate-controlled vaults for film reels or acid-
free storage for photographs. These methods are labor-intensive and vulnerable
to natural disasters or decay.

Web 1 and Web 2 digital archives convert materials into digital formats
stored on servers or cloud systems, reducing physical degradation risks. However,
challenges like format obsolescence and data corruption require ongoing
maintenance, such as format migration.

Web 3 blockchain-based archives employ immutable storage, where data
cannot be altered or deleted once added to the blockchain. Distributed across
multiple nodes, this approach ensures longevity and security, protecting against
both physical and digital threats. Projects like NTT DATA’s AMLAD (Cabeza etc.
2023) solution demonstrate blockchain’s potential for preserving intangible
cultural heritage.

Cost efficiency impacts the sustainability of archival systems. Traditional
archives are resource-intensive, requiring investments in physical space,
specialized equipment, and skilled personnel. These high costs often limit
preservation efforts, particularly in resource-constrained regions.

Web 1 and Web 2 digital archives involve high initial costs for digitization
and infrastructure but offer lower ongoing expenses due to scalable digital
storage. Cloud-based solutions reduce costs, though server maintenance and
cybersecurity remain significant expenses.

Web 3 blockchain-based archives require substantial upfront investment
in blockchain technology and integration. However, automation and reduced
reliance on intermediaries can yield long-term savings. Platforms like ArDrive use
one-time fee models for permanent storage, and blockchain-based crowdfunding
can offset costs. High initial costs and technical complexity, however, may limit
adoption.

Data integrity and trustworthiness ensure archived materials remain
accurate and authentic. Traditional archives face risks from physical degradation,
such as film deterioration, and human errors in cataloging, which can compromise
authenticity.

Web 1 and Web 2 digital archives are vulnerable to digital corruption,
cyberattacks, and unauthorized alterations. Centralized storage creates single
points of failure, increasing risks of data loss or breaches.

Web 3 blockchain-based archives provide high data integrity through
immutable, cryptographically linked records, making unauthorized changes
detectable. Decentralized storage reduces single-point failures, and projects like
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the Hermitage Museum’s NFT exhibitions demonstrate blockchain’s ability to
ensure provenance. Robust validation processes are needed to address errors in
initial data entry.

Each system faces unique challenges. Traditional archives struggle with
the fragility of physical media, particularly in under-resourced regions. Web 1 and
Web 2 archives must address format obsolescence, cybersecurity, and metadata
standardization. Web 3 archives face scalability issues due to blockchain’s
computational intensity and require technical expertise, potentially excluding
some institutions.

Real-world examples highlight these systems’ strengths. The Prelinger
Archives showcase the benefits of online access, while the Spanish Web Archive
preserves web-based heritage. Blockchain initiatives like the Hermitage
Museum’s NFT exhibitions and NTT DATA’s AMLAD solution illustrate Web 3’s
potential. International organizations like UNESCO and the International
Association of Sound and Audiovisual Archives advocate for global cooperation
to ensure inclusive preservation.

POSTHUMANIST APPROACHES TO AUDIOVISUAL ARCHIVES

Posthumanism offers a framework for critically examining how digital and
decentralized technologies, such as blockchain, Al, and peer-to-peer networks,
are reshaping audiovisual archives. By recognizing agency as distributed across
human and non-human actors in terms of agential realism (Barad, 2007),
posthumanist perspectives highlight the relational, networked, and less
hierarchical interactions in the creation, preservation, and interpretation of
archives. These transformations foster dynamic, participatory, and culturally
inclusive archival systems while raising new questions about access, authority,
authenticity, and memory in an increasingly interconnected digital world, since
cultural heritage is continuously produced and reinterpreted through intra-
actions that involve both material and discursive elements (Barad, 2003).
Furthermore, by tracing the interconnected agencies of human and non-human
actors—such as instruments, rituals, and geographical features—in shaping
dance and music culture, posthumanist approaches reveal how cultural
transmission and change emerge through relational interactions, ensuring
archives capture the full spectrum of influences beyond human-centric narratives.
It underscores the unpredictable, non-hierarchical pathways of cultural exchange,
allowing archives to map intersecting networks of transformation that resist
traditional linear documentation by illuminating the non-linear, decentralized
nature of musical cultures within the archive. These approaches ensure a more
inclusive representation of diverse cultural flows (Akat, Ozgiin, 2022).

Digital technologies, including Al, machine learning, and blockchain, are
integrating traditional archival practices into complex, user-centric computational
frameworks. These advancements enable archives to manage diverse materials—
physical, digitized, and born-digital—while supporting innovative forms of public
interaction and knowledge production. Blockchain-based archives, in particular,
leverage immutability, decentralization, and cryptographic security to ensure
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data integrity, traceability, and tamper-resistance. For instance, hash values of
audiovisual files and metadata can be stored on a blockchain ledger, ensuring
verifiability and authenticity, while large files are housed in distributed storage
systems like IPFS (InterPlanetary File System) to optimize efficiency (Zhang et al.,
2024; Yang et al., 2023; Men, 2020).

The emergence of blockchain-based Web 3 archival systems signals a
profound reconfiguration of memory, authority, and cultural preservation,
aligning with posthumanist critiques of anthropocentric knowledge systems. No
longer bound by centralized institutions or human curatorial primacy, archives
now operate as entangled assemblages of humans, algorithms, dataflows, and
decentralized infrastructures. Within these dynamic ecologies, audiovisual
heritage is not merely stored but co-constituted through interactions among
distributed nodes, smart contracts, and autonomous governance protocols such
as DAOs.

These technologies embody posthuman logics of decentralization,
plurality, and non-linearity, dissolving hierarchical control in favor of collective
negotiation, machine-led verification, and algorithmic decision-making. Content
authenticity and access emerge not through singular gatekeepers but through
cryptographic proofs, participatory curation, and tokenized traceability. Users,
both human and machinic, engage in co-creative acts of preservation and
reinterpretation, rendering the archive a living, morphogenic system.

As digital memory proliferates through platforms like IPFS and multi-chain
infrastructures, archival labor shifts toward hybrid practices that blur professional
identities and epistemic boundaries. In this entangled archival field, heritage is not
fixed but becoming—subject to ongoing renegotiation by diverse agents
operating within a shared, mutable ontology. Web 3 archives thus instantiate a
posthuman archival paradigm where resilience, authenticity, and meaning are
emergent, distributed, and perpetually reconfigured.

WEB 3 BASED ARCHIVE FOR SOUTHEASTERN EUROPE

Southeastern Europe, with its rich tapestry of entangled cultures,
histories, and identities, stands to benefit immensely from a decentralized,
community-driven audiovisual archive leveraging Web 3 technologies. This
imaginary vision imagines a secure, inclusive, and innovative platform that
preserves and amplifies the region’s diverse heritage while fostering cross-border
collaboration and cultural reconciliation. By integrating decentralized storage,
blockchain, smart contracts, and community governance, the archive addresses
the region’s unique challenges and opportunities, positioning Southeastern
Europe as a global leader in heritage preservation.
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Fig. 1. Web 3 Blockchain-Based Archive Architecture and Workflow
(graphic generated by chatGPT)

The Balkan Heritage Archive (BHA), which is a proposed and imaginary
project, is a decentralized Web3 platform launched in 2027 to preserve, share, and
celebrate the vibrant dance and music traditions of Southeastern Europe. By
leveraging blockchain, decentralized storage, and community governance, BHA
safeguards audiovisual cultural heritage, amplifies marginalized voices, and
fosters cross-cultural dialogue. The platform addresses challenges like political
fragmentation, physical media degradation, and historical erasures while ensuring
authenticity, accessibility, and fair compensation for contributors.

Southeastern Europe’s cultural heritage is a mosaic of Slavic, Ottoman,
Romani, Byzantine, Austro-Hungarian and many other influences. However, this
heritage faces threats from deteriorating analog recordings, centralized platform
vulnerabilities (e.g., YouTube’s copyright disputes), and underfunded archives.
Marginalized communities, such as Roma musicians or rural dance troupes, often
lack representation. BHA creates a transparent, inclusive, and resilient archive to
preserve both traditional and contemporary performances while empowering
communities to govern their heritage.

BHA integrates Web3 technologies to ensure robust preservation and
accessibility:

e Decentralized Storage: Audiovisual files (e.g., 4K videos of Croatian Lindo
dances or audio of Bosnian sevdalinka songs) are stored on IPFS and
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Arweave for redundancy and permanence. Cryptographic hashes ensure
file integrity, with nodes hosted by local cultural centers, museums, and
universities, especially in rural areas.

e Blockchain Backbone: Metadata (e.g., performance date, location,
cultural context, contributor details) is recorded immutably on a Polygon
blockchain, ensuring transparent provenance and protection against
revisionism. Ethereum layer-2 solutions balance cost and scalability.

e Smart Contracts: Automated contracts manage access rights, licensing,
and royalty distribution. For example, a Romani musician can specify
terms for commercial use, with royalties split transparently among
contributors and their communities.

e Decentralized Autonomous Organization (DAO): The Balkan Heritage
DAO governs curation, funding, and platform updates. Stakeholders—
artists, researchers, cultural organizations, and community members—
vote on priorities, ensuring inclusivity and prioritizing underrepresented
groups like Bulgarian Pomaks or Albanian-speaking communities in North
Macedonia.To prevent majoritarian bias, the DAO includes cultural
representation quotas and rotating community councils to ensure
minority voices are equitably reflected in platform decisions.

Key Features

1. Cultural Inclusivity

o Prioritizes materials from marginalized communities (e.g., Romani
musicians, Croatian diasporas in Bosnia). The DAO ensures these
groups shape curation, countering biases in traditional archives.

o Example: A Roma brass band from Serbia uploads a performance,
with metadata acknowledging their cultural context, verified by
the DAO.

2. Authenticity and Provenance

o Blockchain ensures immutability of recordings (e.g., a 2023
Romanian hora dance video) and metadata, tracing origins to
specific villages or festivals.

o Contributors receive NFTs representing digital rights or
contributions, ensuring transparent attribution.

o Example: A Pontic Greek lament’s metadata, including performer
biography and historical context, is verifiable on-chain, building
trust for researchers.However, blockchain’s immutability also
means erroneous metadata cannot be easily corrected. BHA
addresses this via off-chain correction protocols and DAO-verified
amendment layers, ensuring both integrity and adaptability.

3. Participatory Curation and Governance

o Communities, researchers, and artists co-curate via the DAO,
resolving contested narratives (e.g., shared melodies among
Serbs, Bulgarians, and Turks) through transparent deliberation.
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o

Example: The Horo Circle Dance DAO verifies submissions of
horo/oro dances, acknowledging shared heritage across Bulgaria,
North Macedonia, and Greece.

4. Tokenized Ownership and Monetization

o

NFTs represent licenses: Preservation NFTs for non-commercial
use (e.g., scholarly access) and Remix NFTs for derivative works
(e.g., sampling by DJs), with royalties to original artists. However,
compatibility with national copyright laws—especially in Balkan
countries adhering to EU directives—requires careful legal review
and may limit the enforceability of NFT-based licenses. This
demands hybrid legal frameworks combining smart contracts
with conventional IP systems.

Microtransactions in USDC enable streaming or premium access,
with smart contracts distributing revenue (e.g., 50% to artists, 30%
to local archives, 20% to platform maintenance).

Example: A DJ in Belgrade buys a Remix NFT for a 1970s Romanian
hora, embedding on-chain provenance in their track, with 10% of
streaming royalties returning to the artist’s heirs.

5. Dynamic User Interfaces

o

A multilingual portal and mobile app allow exploration via
interactive maps, timelines, and themes (e.g., “Ottoman
legacies,” “Borderland songs”).

Users can annotate, remix, or contribute family footage, creating
a living archive. Machine learning suggests melodic or rhythmic
similarities across regions without overriding local knowledge.
Example: A user explores “Bosnian sevdah, 1960s,” finding related
kolo dances and scholarly articles via linked data.

6. Accessibility and Education

@)

Decentralized storage ensures global access, even in areas with
limited infrastructure. Content streams from regional nodes,
supporting rural educators (e.g., an Albanian teacher streaming
vallja videos).

Educational resources include dance tutorials, historical context,
and expert interviews, fostering cross-disciplinary research.
Example: A diaspora user in Canada uploads family footage of a
Macedonian oro, reconnecting with ancestral traditions.

7. Sustainability

o

Arweave’s one-time fee model: Despite the use of energy-efficient
Proof-of-Stake networks like Polygon and Arweave, the
environmental footprint of blockchain systems remains a
concern. Sustainable design choices, such as selecting carbon-
neutral networks and integrating green DAO proposals, are
crucial to align with heritage preservation ethics, ensuring
permanent storage and reducing costs compared to cloud
subscriptions.
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o Tokenized crowdfunding and grants from UNESCO or regional
ministries’ fund digitization of analog tapes (e.g., 1980s Romani
performances).

o Example: A crowdfunding campaign digitizes VHS tapes from a
Bulgarian festival, with contributors receiving platform tokens.

User Journey: Elara’s Experience

Elara, a Sarajevo-based ethnomusicology student, researches circle

dances across Bosnia, Serbia, and North Macedonia:

1.

Discovery: Elara searches BHA for “circle dance” in these regions, finding
videos of kolo and oro, audio recordings, and digitized ethnographic
notes.

Interconnections: Clicking a Bosnian kolo video, she discovers related
Serbian and Macedonian dances, musical scales, and articles on migration
patterns, suggested by linked data and Al pattern recognition.
Authenticity: Blockchain-verified metadata confirm each recording’s
provenance, showing contributor details and academic citations.
Contribution: Inspired, Elara uploads her grandmother’s lament
recording, adding metadata and choosing a Creative Commons license.
She receives an NFT acknowledging her contribution.

Engagement: Elara joins a forum on Bosnian music, connecting with
researchers and dancers. She attends a virtual kolo workshop hosted by
BHA.

Support: Elara donates USDC to the DAO, voting on a proposal to digitize
at-risk Kosovo tapes.

Implementation Example

In 2025, BHA pilots in Serbia and Bulgaria:

A Serbian association uploads a Gu¢a Trumpet Festival kolo video, stored
on IPFS with metadata on Polygon.

A Bulgarian researcher contributes a Koprivshtitsa Festival horo audio, set
for open educational use.

The DAO funds digitization of 1980s Romani music VHS tapes via
tokenized crowdfunding.

A Romani musician earns royalties when their performance is licensed for
a documentary, tracked on-chain.

Users access content via BHA’s portal, with blockchain ensuring integrity.

Challenges and Solutions

Technical Barriers: Non-technical users (e.g., rural troupes) may struggle
with Web3. BHA offers user-friendly upload tools, multilingual tutorials,
and NGO partnerships for training.To address this, BHA provides no-code
upload interfaces, wallet-free login via email or social accounts, and visual
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guides in multiple languages, developed in collaboration with NGOs and
local educators.

e Scalability: High-resolution videos strain blockchain storage. BHA stores
metadata and hashes on-chain, with files on IPFS/Arweave.

e Cultural Sensitivities: Some communities resist sharing sacred
performances. Smart contracts enforce granular access controls (e.g.,
restricting to community members).

e Funding: High initial costs are mitigated by UNESCO grants, token
crowdfunding, and Web3 platform partnerships (e.g., ArDrive).

BHA transforms Southeastern European cultural preservation by:

e Preserving Heritage: Safeguarding analog and born-digital content for
future generations.

e Amplifying Voices: Elevating marginalized communities through inclusive
curation.

e Fostering Dialogue: Enabling global exploration of the region’s cultural
tapestry, transcending political divides.

e Ensuring Trust: Providing verifiable authenticity for research and
revitalization.

e Creating Microeconomies: Empowering artists and communities with fair
compensation via NFTs and royalties.

By harnessing Web3, BHA creates a living, democratic, and sustainable
archive that reanimates Balkan rhythms and movements, ensuring their vibrancy
in the digital age.

This Web 3 archive would preserve Southeastern Europe’s intangible
heritage—music, oral histories, films—in a censorship-resistant, future-proof
manner. It empowers communities to document their stories, fostering cultural
pride and reconciliation. By positioning the region as a leader in innovative
heritage preservation, the archive attracts global interest from researchers,
educators, and the diaspora. Economic opportunities for creators through
tokenized monetization—whether via utility tokens that grant access to exclusive
content or revenue-sharing tokens that distribute royalties from licensed use—
and global access further enhance its impact, making it a model for safeguarding
diverse histories in the digital age.

CONCLUSION

The deployment of Web 3 technologies—especially blockchain—presents
a groundbreaking opportunity to revolutionize the preservation, access, and
stewardship of South Eastern European music and dance archives. Archiving
entangled cultures in South Eastern Europe requires a transnational, network-
focused approach that documents the region’s rich cultural interconnections. By
prioritizing multidimensional analysis, collaborative projects, and diverse
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materials, archives can more accurately reflect the complexity and shared
heritage of the region.

These decentralized solutions significantly enhance the resilience,
transparency, and authenticity of cultural heritage repositories, which are often
vulnerable due to regional conflicts, infrastructural limitations, and geopolitical
complexities. By leveraging blockchain’s capabilities for provenance tracking,
smart contracts, and tokenized monetization, communities and institutions can
foster greater collaboration, ensure equitable access, and uphold rigorous ethical
standards in archiving practices. Moreover, adopting a posthumanist framework
encourages us to rethink the modalities of interaction with these cultural
artifacts, emphasizing participatory, inclusive, and relational approaches that
transcend human-centric perspectives. As Southeastern Europe advances toward
integrating these innovative technologies, it can establish itself as a global leader
in heritage preservation—protecting its vibrant, diverse intangible cultures while
inspiring new modes of cultural engagement, research, and cultural
reconciliation. Ultimately, these digital strategies not only safeguard the region’s
rich cultural legacy but also pave the way for a dynamic, resilient, and inclusive
future in the realm of digital archiving and cultural expression.

On the other hand, traditional, digital, and blockchain-supported archives
each offer distinct strengths and weaknesses. The choice among them depends
on priorities such as trust, accessibility, security, and resource availability. Hybrid
approaches may offer the best balance for some organizations.

IMPACTUL TEHNOLOGIILOR WEB 3 ASUPRA
ARHIVELOR COREGRAFICE SI MUZICALE DIN EUROPA
DE SUD-EST

Cuvinte cheie
Tehnologii Web 3, blockchain, arhive de patrimoniu cultural, Europa de Sud-Est,
postumanism

INTRODUCERE

Lucrarea de fatd isi propune sa analizeze efectele transformatoare ale
tehnologiilor Web 3, in special ale blockchain-lui, asupra arhivelor sonore si
audiovizuale, cu accent pe contextul muzicii si dansului din Europa de Sud-Est.
Tehnologia blockchain, cu capacitatile sale inndscute, favorizeaza un mediu
colaborativ si incurajeaza distribuirea cunostintelor intre institutii. Rezultatul este
o baza de date sigura, transparenta si descentralizata de colectii arhivistice care
oferd un acces nemaiintalnit pana acum la o abundenta de informatii istorice si
culturale.

Beneficiile potentiale ale tehnologiei blockchain se extind dincolo de
credibilitatii datelor are implicatii semnificative pentru conservarea si studierea
traditiilor muzicale si coregrafice din Europa de Sud-Est. Prin blockchain, ne putem
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asigura ca aceste materiale de arhiva, adesea unice si de neinlocuit, nu sunt doar
pastrate pentru generatiile viitoare, cireprezinta totodatd surse de informatii intr-
adevdr autentice si credibile pentru cercetatori, entuziasti si publicul larg.

Studiul adopta o abordare postumanista. Postumanismul ne permite sa
analizam critic modul n care aceste tehnologii digitale descentralizate
reconfigureaza relatiile dintre agentii umani si non-umani in procesul de arhivare.
Mai mult, ne permite sa ne gandim la coexistenta si amalgamul culturilor muzicale
si coregrafice din Europa de Sud-Est. In acest sens, propunem un model de
arhivare bazat pe Web 3. Nu este vorba doar despre utilizarea tehnologiei pentru
conservarea si accesarea arhivelor, ci si despre intelegerea moduluiin care aceasta
tehnologie si coexistenta culturilor schimba relatia noastra cu aceste arhive, cum
intelegem istoria si cultura si cum ne imaginam viitorul arhivarii intr-o lume digitala
si descentralizata.

ASPECTE ETICE IN ARHIVARE

Arhivarea patrimoniului cultural, in special a materialelor audiovizuale,
este un proces complex care creeazd provocari etice semnificative. Acestea includ
participare si reprezentare, posesie si control, dinamici de putere, sensibilitate
cultuald, autenticitate, intimitate, proprietate intelectuald si sustenabilitatea
practicilor legate de patrimoniu. Abordarea acestor aspecte necesita o analiza
atentd, un angajament care sa detina sens pentru comunitate si standarde
profesionale progresive pentru a asigura un management etic.

Arhivarea etica necesita participarea activa a comunitatii pentru a garanta
ca procesele legate de patrimoniu reflecta vocile si identitatile celor a cdror
mostenire e conservatd, mai degraba decat sa fie dictate de autoritati externe.
Mediile audiovizuale, utilizate in arhive, influenteaza identitatea culturald in
Europa de Sud-Est, servind ca instrumente atat pentru autoreprezentare, cat si
pentru autodescoperire in cadrul comunitatilor locale. Acestea contribuie la
construirea si afirmarea identitatilor ancorate in bogatul trecut si prezent al
regiunii, reflectand adesea o interactiune complexa intre populatiile locale si
influentele politice sau institutionale. Mass-media poate de asemenea impune
anumite forme de reprezentare, uneori exoticizate sau partinitoare, care
modeleaza perceptiile si consolideaza stereotipurile despre aceste comunitati.
Cand sunt administrate de populatiile locale, mediile audiovizuale acorda
grupurilor puterea de a-si articula naratiunile culturale si de a combate viziuni
dominante sau impuse din exterior, jucand astfel un rol crucial in procesul
neintrerupt de formare si transformare a identitatii in Europa de Sud-Est (Pistrick
et al., 2011). Abordarile participative, cum ar fi Cercetarea Participativa Bazatd pe
Comunitate (CBPR), promoveaza influenta comund si dezvoltarea reciproca intre
arhivisti si comunitati, amplificand incluziunea si responsabilitatea etica (Jansson,
2020; Wagner et al., 2024). Reprezentarea este esentiald, deoarece excluderea
sau marginalizarea anumitor voci poate duce la inregistrari tendentioase sau
incomplete. Sensibilitatea in portretizarea comunitatilor, Tn special a grupurilor
marginalizate, este esentiala pentru a evita denaturarea sau exploatarea
(Haarlammert et al., 2017; Viken si Norwegian, 2017). Digitalizarea patrimoniului
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cultural imaterial trebuie sa respecte valorile si dorintele comunitatii, prioritizand
sensibilitatea culturala si consimtamantul informat pentru a preveni prejudiciile
sau denaturarea reprezentarilor (Cychosz et al., 2019).

Proprietatea si controlul asupra patrimoniului cultural sunt preocupari
etice centrale, mai ales pentru comunitatile indigene si locale. Comunitatile
trebuie sa detind dreptul de a decide in privinta propriilor forme de exprimare
culturald, cu consimtamant informat si permanent care sa le ghideze deciziile
despre ceea ce este arhivat si distribuit. Drepturile de proprietate intelectuala si
problemele legate de protejarea vietii private complica adesea accesul Ila
materialele audiovizuale, limitandu-le disponibilitatea publica (Viken &
Norwegian, 2017; Mitchell et al., 2023). Cadrele etice ar trebui sa acorde prioritate
autonomiei comunitatii, garantand ca crearea si diseminarea materialelor de
arhiva respecta implicatiile personale si comunitare. Colectarea datelor sensibile,
cum ar fi nregistrarile audio de format lung ale vietii de zi cu zi, necesita
respectarea principiilor autonomiei, generozitatii si justitiei pentru a proteja
indivizii si comunitatile (Cychosz et al., 2019).

Dezechilibrele puterii sunt inerente in procesele de arhivare, mai ales in
arhivele de stat care isi propun sa construiasca o identitate nationalda omogena.
Deciziile despre ce elemente culturale sunt colectionate, stocate si puse la
dispozitia publicului sunt adesea controversate si modelate de dinamici de putere
societale si politice (Casenave & Kane, 2024). Arhivistii au responsabilitatea
societald de a actiona cu integritate, promovand increderea si colaborarea intre
creatori, utilizatori si parti interesate (Jaillant & Rees, 2022). Lipsa unor linii
directoare etice clare pentru arhivarea audiovizuald creeaza incertitudine,
subliniind necesitatea ca organizatiile profesionale sa dezvolte standarde
specifice (Mattock, 2010). Pe mdsura ce tehnologii precum inteligenta artificiald
sunt integrate Tn fluxurile de lucru arhivistice, construirea ncrederii si asigurarea
colaborarii etice raman esentiale.

Digitalizarea si restaurarea materialelor audiovizuale ridica, de asemenea,
intrebari etice privind autenticitatea si integritatea istorica. Procesele de
restaurare pot altera inregistrarile originale, estompand linia dintre conservare si
reinterpretare (Wallaszkovits, 2018; Bradley, 2009). Arhivistii trebuie sa
echilibreze dorinta de a imbunatati materialele cu nevoia de a le mentine
autenticitatea, asigurandu-se ca artefactele pastrate reflecta contextul original.
Tehnologiile avansate de procesare a semnalelor complica si mai mult aceste
decizii, necesitand o analiza atentd a ceea ce se pdastreaza — originalul sau o
versiune modificatd (Mattock, 2010).

Practicile durabile de gestionare a patrimoniului sunt esentiale pentru
conservarea pe termen lung si vitalitatea patrimoniului cultural. Institutiile
arhivistice trebuie sa adopte strategii care sa aduca beneficii comunitatilor si sa
asigure o implicare continud, trecand dincolo de actiunile individuale pentru a
incorpora responsabilitati sociale mai largi (Giménez-Chornet, 2017; Wagner et al.,
2024). Aceasta include dezvoltarea unor cadre pentru o administrare etica
necesara pentru prioritizarea bunastarii comunitatii si gestionarea responsabila a
resurselor culturale.
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Atingerea unui echilibru intre accesul la patrimoniul cultural si problemele
de intimitate si proprietate intelectuala este o permanenta provocare. Restrictiile
legale si consideratiile legate de viata privata limiteaza adesea disponibilitatea
publicd a materialelor audiovizuale, punand arhivistii in situatia de a se orienta in
peisaje etice si legale complexe (Viken & Norwegian, 2017). Asigurarea accesului
echitabil concomitent cu respectarea drepturilor individuale si a dorintelor
comunitdtii este o prioritate etica esentiala.

COMPARATIE INTRE TREI SISTEME DE ARHIVARE

Evolutia de la arhivele traditionale la arhivele digitale si bazate pe
blockchain (Web 3) aduce avantaje si dezavantaje distincte pentru fiecare
abordare. Fiecare sistem ofera beneficii unice In ceea ce priveste eficienta,
securitatea si accesibilitatea, dar prezinta si provocari specifice legate de cost,
complexitate siincredere.

Comparatie intre trei sisteme de arhivare - arhive fizice traditionale, arhive
digitale de tip Web 1 si Web 2 si arhive bazate pe blockchain Web 3 - cu focusare
pe luarea deciziilor, accesibilitate, metodologia de conservare, eficienta
costurilor, integritatea datelor si credibilitatea. Prin analiza acestor dimensiuni,
putem evalua modul in care fiecare sistem abordeaza provocdrile conservarii

materialelor audiovizuale pentru generatiile viitoare (Tabelul 1).

Caracteristica

Arhive traditionale

Arhive digitale de
tip Web 1 & 2

Arhive de tip Web 3
blockchain

Centralizate

Centralizate

Descentralizate

de viata a mediilor

mentenanta

Luarea deciziilor ||, . . . institutii .
(institutii, curatori) ( T (comunitate, DAO)
’ platforme)
- .|| Globala rinf| Descentralizate
- Limitate de locatial|. pn A
Accesibilitate fizics " |linternet, unele||transparente, bariere
restrictii tehnice
Stocare fizica,
. Stocare digitala : N
Metodologia dej|controlul migrarea gitald, Registru in care se pot
conservare parametrilor de| & doar adduga date
. formatelor
mediu
ot Mari (stocare R .|| Mari initial, economii
Eficienta ( ’ Mari initial, mai o
. personal, N ’ . potentiale pe termen
costurilor - scazute ulterior ’
mentenanta) lung
Integritatea Vulnerabilela || Risc de corupere, Mare datorita
datelor & degradare, erori amenintdri imutabilitatii,
Credibilitate umane cibernetice transparentei
. Limitate de durata || Dependente de Proiectate pentru
Longevitate

permanenta

Tab. 1. Tabel comparativ al arhivelor de patrimoniu cultural audiovizual de tip

traditional, Web 1si Web 2 si Web 3
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Luarea deciziilor determind cine controleaza selectia si gestionarea
materialelor audiovizuale pentru conservare. Arhivele traditionale se bazeaza pe
luarea centralizata a deciziilor de catre institutiile culturale, guverne sau
colectionari privati. Curatorii din arhivele nationale de film sau muzee selecteaza
materialele pe baza semnificatiei istorice, culturale sau artistice, ceea ce poate
produce alegeri controversate si poate trece cu vederea contributiile
comunitatilor marginalizate.

Arhivele digitale de tip Web 1 s Web 2 prezinta de asemenea decizii luate
la nivel central, implicand adesea colaborari mai extinse intre institutii cum sunt
Arhiva Internetului sau Biblioteca Nationald a Spaniei. In timp ce digitizarea
permite o conservare mai incluziva, deciziile sunt controlate in continuare de
entitatile-gazda, limitand diversitatea continutului pastrat.

Arhivele bazate pe blockchain-ul Web 3 ofera o abordare descentralizata,
in care procesul decizional poate fi distribuit intr-o retea de participanti, ca de
exemplu prin intermediul organizatiilor autonome descentralizate (DAO). Acest
model permite comunitatilor sa voteze pentru conservarea materialelor cum sunt
istoriile orale indigene, promovand incluziunea. Cu toate acestea, sunt necesare
cadre de guvernanta robuste pentru a asigura eficienta si coordonarea.

Accesibilitatea reflecta cat de usor utilizatorii pot accesa materialele
audiovizuale arhivate. Arhivele traditionale sunt adesea localizate fizic in institutii
specifice, necesitand vizite on-site sau permisiuni speciale, care limiteaza accesul,
mai ales pentru comunitati indepadrtate sau cu resurse limitate.

Arhivele digitale Web 1 si Web 2 Tmbunatatesc accesibilitatea prin
gdzduirea de materiale online prin intermediul unor platforme precum Arhivele
Prelinger sau Arhiva Web Spaniola. Aceste sisteme permit accesul global la
continut digitalizat, desi persista bariere precum restrictiile privind drepturile de
autor sau digitalizarea incompleta.

Arhivele bazate pe blockchain-ul Web 3 promit o mai buna accesibilitate
prin stocare descentralizatd, garantand ca materialele raman disponibile atata
timp cat exista reteaua blockchain. Transparenta blockchain-ului verifica totodata
provenienta, amplificand increderea, asa cum se poate vedea in expozitii virtuale
cum sunt proiectele pe bazd de NFT ale Muzeului Hermitage din Rusia (Charr,
2021). Cu toate acestea, complexitatea tehnica ar putea mpiedica accesul
utilizatorilor fara cunostinte tehnice.

Metodologia de conservare abordeaza modul in care sistemele intretin
materialele audiovizuale pentru a preveni pierderea sau degradarea. Arhivele
traditionale utilizeaza stocarea fizica in medii controlate, cum ar fi spatii cu
climatizare controlata pentru rolele de film sau stocare fara acid pentru fotografii.
Aceste metode necesitd o cantitate mare de munca si sunt vulnerabile in fata
dezastrelor naturale sau degradarii.

Arhivele digitale Web 1si Web 2 convertesc materialele in formate digitale
stocate pe servere sau sisteme cloud, reducand riscurile de degradare fizica. Cu
toate acestea, provocdri precum invechirea formatelor si coruperea datelor
necesitd o intretinere continua, cum ar fi migrarea formatelor.
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Arhivele bazate pe blockchain-ul Web 3 folosesc forme de stocare
imutabild, unde datele nu pot fi schimbate sau sterse odata ce au fost adaugate in
blockchain. Distribuirea prin noduri multiple este o abordare care asigura
longevitatea si securitatea, protejand impotriva amenintarilor fizice si digitale.
Proiecte precum solutia de arhivare AMLAD dezvoltata de NTT DATA (Cabeza etc.,
2023) demonstreaza potentialul blockchain-ului de conservare a patrimoniului
cultural imaterial.

Eficienta costurilor are impact asupra sustenabilitatii sistemelor de arhiva.
Arhivele traditionale consuma multe resurse, necesitand investitii in spatiu fizic,
echipamente specializate si personal specializat. Aceste costuri ridicate limiteaza
adesea eforturile de conservare, n special in regiunile cu resurse limitate.

Arhivele digitale Web 1 si Web 2 implica costuri initiale ridicate pentru
digitalizare si infrastructura, dar oferd cheltuieli mai mici pe termen lung datorita
stocarii digitale scalabile. Solutiile bazate pe cloud reduc costurile, desi
mentenanta serverelor si securitatea cibernetica raman cheltuieli semnificative.

Arhivele bazate pe blockchain-ul Web 3 necesita o investitie initiala
substantiala Tn tehnologia si integrarea blockchain-lui. Totusi, automatizarea si
dependenta redusa fata de intermediari poate genera economii pe termen lung.
Platforme ca ArDrive folosesc modele cu taxa unica pentru stocare permanents,
iar finantarea participativa de tip crowdfunding prin blockchain poate reduce
costurile. Costurile initiale ridicate si complexitatea tehnica pot totusi limita
adoptarea.

Integritatea si credibilitatea datelor garanteaza ca materialele arhivate
raman exacte si autentice. Arhivele traditionale se confrunta cu riscul de
degradare fizica, cum ar fi deteriorarea filmelor si erorile umane in catalogare,
care pot compromite autenticitatea.

Arhivele digitale Web 1 si Web 2 sunt vulnerabile la coruptia digitala,
atacuri cibernetice si modificari neautorizate. Stocarea centralizatd creeaza
puncte unice de defectiune, crescand riscurile de pierdere a datelor sau de
incdlcare a securitatii.

Arhivele bazate pe blockchain-ul Web 3 ofera integritate ridicatd a datelor
prin evidente imutabile, conectate criptografic, astfel incat modificarile
neautorizate pot fi detectate. Stocarea descentralizatd reduce punctele unice de
defectiune, iar proiecte ca expozitile pe baza de NFT ale Muzeului Hermitage
demonstreaza abilitatea blockchain-ului de a garanta provenienta. Sunt necesare
procese robuste de validare pentru a aborda erorile din inregistrarea initiala a
datelor.

Fiecare sistem se confruntd cu provocari unice. Arhivele traditionale se
confrunta cu fragilitatea suporturilor fizice, in special in regiunile cu resurse
insuficiente. Arhivele Web 1 si Web 2 trebuie sa gaseasca solutii pentru invechirea
formatelor, securitatea cibernetica si standardizarea metadatelor. Arhivele Web 3
se confrunta cu probleme de scalabilitate din cauza intensitatii computationale a
blockchain-ului si necesita expertiza tehnica, ceea ce ar putea exclude unele
institutii.
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Exemple din realitate scot Tn evidenta punctele forte ale acestui sistem.
Arhivele Prelinger confirma beneficiile accesului online, iar Arhiva Web Spaniola
pastreaza patrimoniul bazat pe web. Initiativele blockchain ca expozitiile
Hermitage Museum’s NFT exhibitions si solutia AMLAD a NTT DATA ilustreaza
potentialul Web3. Organizatii internationale ca UNESCO si International
Association of Sound and Audiovisual Archives sustin cooperarea globala pentru
a asigura conservarea incluziva.

ABORDARI POSTUMANISTE ALE ARHIVELOR AUDIOVIZUALE

Postumanismul ofera un cadru pentru examinarea critica a moduluiin care
tehnologiile digitale si descentralizate, cum este blockchain, inteligenta artificiala
si retelele peer-to-peer remodeleaza arhivele audiovizuale. Recunoscand
autoritatea ca fiind distribuita intre actori umani si non-umanifin spiritul realismului
agential (Barad, 2007), perspectivele postumaniste evidentiaza interactiunile
relationale, in retea si mai putin ierarhice in crearea, conservarea si interpretarea
arhivelor. Aceste transformari favorizeaza sisteme de arhivare dinamice,
participative si incluzive din punct de vedere cultural, punand noi semen de
intrebare despre acces, autoritate, autenticitate si memorie intr-o lume digitala
tot mai interconectatd, din moment ce patrimoniul cultural este permanent
produs si reinterpretat prin intra-actiuni care implica atat elemente materiale, cat
si discursive (Barad, 2003). Mai mult, prin urmdrirea autoritatii interconectate a
actorilor umani si non-umani - cum ar fi instrumentele, ritualurile si caracteristicile
geografice -Tn modelarea culturii coregrafice si muzicale, abordarile postumaniste
dezvdluie modul in care transmiterea si schimbarea culturala apar prin interactiuni
relationale, asigurandu-se ca arhivele surprind intregul spectru de influente
dincolo de naratiunile antropocentrice. Subliniaza traseele imprevizibile, non-
ierarhice ale schimbului cultural, permitand arhivelor sa cartografieze retele
intersectate de transformare care opun rezistentd documentdrii liniare
traditionale prin aducerea in prim-plan a naturii non-lineare, descentralizate a
culturilor muzicale din cadrul arhivei. Aceste abordari asigura o reprezentare mai
incluzivd a mai multor fluxuri culturale diverse (Akat, Ozgiin, 2022).

Tehnologiile digitale, inclusiv IA, invatarea automata si blockchain-ul
integreaza practicile arhivistice traditionale in cadre computationale complexe,
centrate pe utilizator. Aceste progrese permit arhivelor sa administreze materiale
diverse - fizice, digitalizate si create direct in format digital - sprijinind totodata
forme inovatoare de interactiune publica si producere de cunostinte. Arhivele
bazate pe blockchain, mai ales, folosesc imutabilitatea, descentralizarea si
securitatea criptografica pentru a asigura integritatea datelor, trasabilitatea si
protectia contra accesului neautorizat. De exemplu, valorile hash-urilor fisierelor
audiovizuale si metadatele pot fi stocate intr-un registru de blockchain-uri,
asigurand verificabilitatea si autenticitatea, in timp ce fisierele mari sunt gazduite
in sisteme de stocare distribuitd cum sunt IPFS (InterPlanetary File System) pentru
a optimiza eficienta (Zhang et al., 2024; Yang et al., 2023; Men, 2020).
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Aparitia sistemelor de arhivare Web 3 bazate pe blockchain semnaleaza o
reconfigurare profunda a memoriei, autoritatii si conservarii culturale, aliniindu-se
cu criticile postumaniste ale sistemelor de cunoastere antropocentrice.
Nemaifiind legate de institutii centralizate sau de suprematia curatoriala umana,
arhivele functioneaza acum ca ansambluri complexe de oameni, algoritmi, fluxuri
de date si infrastructuri descentralizate. In cadrul acestor ecologii dinamice,
patrimoniul audiovizual nu este doar stocat, ci co-constituit prin interactiuni intre
noduri distribuite, contracte inteligente si protocoale de guvernanta autonoma,
cum ar fi DAO-urile.

Aceste tehnologii incorporeaza logicile postumane de descentralizare,
pluralitate si non-linearitate, dizolvand controlul ierarhic in favoarea negocierii
colective, verificdrilor operate de masini si procesului decizional algoritmic.
Autenticitatea continutului si accesul se obtin nu prin gardieni unici, ci prin dovezi
criptografice, curare participativa si trasabilitate pe baza de token-uri. Utilizatorii,
atat oameni cat si masini, se angajeaza In acte co-creatoare de conservare si
reinterpretare, transformand arhiva intr-un sistem viu, morfogen.

Pe mdasura ce memoria digitala se prolifereaza prin platforme precum IPFS
si infrastructuri multi-chain, munca arhivistica se Indreapta catre practici hibride
care estompeazd identitatile profesionale si granitele epistemice. In acest
domeniu arhivistic intortocheat, patrimoniul nu este fix, ciin devenire - supus unei
renegocieri continue de cdtre diversi agenti care opereaza in cadrul unei ontologii
comune si mutabile. Arhivele Web 3 exemplificd astfel o paradigma arhivistica
postumand in care rezilienta, autenticitatea si sensul sunt emergente, distribuite
si reconfigurate perpetuu.

ARHIVA BAZATA PE WEB 3 PENTRU EUROPA DE SUD-EST

Europa de Sud-Est, cu melanjul ei bogat de culturi, istorii si identitati
intretesute ar beneficia imens de pe urma unei arhive audiovizuale
descentralizate, operate de comunitate, care valorifica tehnologii Web 3. Aceasta
viziune imaginara reprezinta o platformd sigurd, incluziva si inovatoare care
conservda si amplifica mostenirea  diversa a regiunii, totodata cultivand
colaborarea transnationala si reconcilierea culturalda. Integrand stocarea
descentralizata, blockchain-ul, contractele inteligente si guvernarea de catre
comunitate, arhiva abordeaza provocarile si oportunitatile unice ale regiunii,
plasand Europa de Sud-Est pe pozitia de lider global in conservarea patrimoniului.



199

Content Recording Metadata NFT / Tokenization
Submission & Provenance of Assets
O Jg Metadata, ownership, and NFT
—>| provenance information =
@ @ are recorded on the S
ol blockchain ledger - "
Users upload audiovisual, (e.g., Polygon, Solana). NFTs or digital certificates
musical, and textual are minted to represent

content. Ensures transparency ownership/licenses.
and immutability.

Files are encrypted and Facilitates rights

uploaded to Decentralized manag and

Storage Networks monetization.
(e.g. IPFS, Arweave). Smart Contracts
Activation I
Smart contracts govern User B?qu?St &
7 nl e Verification
access rights, licensing,

%l—J

Decentralized
Storage Layer

and revenue sharing. Users request access
S €—— through a web or mobile
@, g P = interface.

Smart contracts verify
permissions and process
payments (via stablecoins,

Content is stored across
multiple decentralized

nodes. e.g, USDC).

Each file receives a unique User Interaction I

Content Identifier (CID). & Access Community Governance
& Updates

Ensures transparency Content is delivered

Community votes and

and immutability.
governance via DAOs.

3| through the user interface.

N——————
Users can browse, search,

and interact with archives.

Architecture updates, content
approvals, and policy
decisions.

Fig. 1. Arhitectura si flux de lucru pentru arhive bazate pe blockchain pentru Web
3 (grafic generat de chatGPT)

Arhiva Patrimoniului Balcanic (BHA), un proiect propus si imaginar, este o
platformd Web3 descentralizatd lansata in 2027 pentru a pdstra, distribui si
celebra traditiile pline de viata din dansul si muzica Europei de Sud-Est. Prin
valorificarea blockchain-ului, a stocarii descentralizate si a guvernarii comunitare,
BHA protejeaza patrimoniul cultural audiovizual, amplificd vocile marginalizate si
promoveaza dialogul intercultural. Platforma abordeaza provocdri precum
fragmentarea politica, degradarea mediilor fizice si distrugerile de informatii
istorice, asigurand Tn acelasi timp autenticitatea, accesibilitatea si o compensatie
echitabila pentru contribuitori.

Mostenirea culturala a Europei de Sud-Est este un mozaic de influente
slave, otomane, rome, bizantine, austro-ungare si multe altele. Cu toate acestes,
aceasta mostenire se confrunta cu amenintari din cauza inregistrarilor analoge
supuse deteriordrii, vulnerabilitatilor platformelor centralizate (de exemplu,
disputele despre drepturi de autor legate de YouTube) si arhivelor insuficient
finantate. Comunitatile marginalizate, cum sunt muzicienii romi sau trupele de
dans rurale sunt adesea nereprezentate. BHA creeaza o arhiva transparenta,
incluziva si rezilienta pentru a pastra atat interpretarile traditionale, cat si cele
contemporane, dand totodatd comunitatilor autoritatea de a-si guverna propriul
patrimoniu.

BHA integreaza tehnologii Web3 pentru a asigura conservare si
accesibilitate solide:
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Stocare descentralizata: Fisierele audiovizuale (de exemplu, videoclipuri
4K cu dansuri croate Lindo sau fisiere audio cu cantece bosniace
sevdalinka) sunt stocate pe IPFS si Arweave pentru redundantd si
permanentd. Hash-urile criptografice asigura integritatea fisierelor,
nodurile fiind gazduite de centre culturale locale, muzee si universitati, in
special in zonele rurale.

Coloana vertebrald a blockchain-ului: Metadatele (de exemplu, data
spectacolului, locatia, contextul cultural, detaliile contribuitorilor) sunt
inregistrate imutabil pe un blockchain Polygon, asigurand provenienta
transparenta si protectia impotriva revizuirilor. Solutiile Ethereum layer-2
echilibreaza costul si scalabilitatea.

Contracte inteligente: Contractele automatizate administreaza drepturile
de acces, licentele si distribuirea redeventelor. De exemplu, un muzician
rom poate specifica termeni pentru uz comercial , cu redevente impartite
transparent intre contribuitori si comunitatile lor.

Organizatiile Descentralizate Autonome (DAO): DAO Patrimoniului
Balcanic guverneaza adminsitrarea, finantarea si actualizarile platformei.
Partile interesate - artisti, cercetatori, organizatii culturale si membri ai
comunitatii - voteaza asupra prioritatilor, asigurand incluziunea si
prioritizand grupurile subreprezentate, cum ar fi pomacii bulgari sau
comunitdtile vorbitoare de limbad albaneza din Macedonia de Nord. Pentru
a preveni prejudecatile majoritatilor, DAO include cote de reprezentare
culturald si consilii comunitare rotative pentru a se garanta ca vocile
minoritatilor sunt reflectate in mod echitabil in deciziile platformei.

Trdsaturi de baza

Incluziune culturala

o Prioritizeaza materialele provenite din comunitati marginalizate
(de exemplu, muzicieni romi, diaspora croata din Bosnia). DAO se
asigura ca aceste grupuri modeleaza procesul de curare,
contracarand prejudecatile din arhivele traditionale.

o Exemplu: O orchestra de alamuri roma din Serbia Thcarca un
spectacol, cu metadate care le confirmd contextul cultural,
verificat de DAO.

9. Autenticitate si provenienta

o Blockchain-ul asigurd imutabilitatea finregistrarilor (de ex., o
filmare cu o hord roméaneasca din 2023) si metadatelor,
identificand originile in sate sau festivaluri specifice.

o Contributorii primesc NFT-uri reprezentand drepturi sau
contributii digitale, asigurand o atribuire transparenta.

o Exemplu: Metadatele unui bocet grecesc pontic, inclusiv biografia
interpretului si contextul istoric, sunt verificabile in cadrul lantului,
ceea ce consolideaza increderea cercetatorilor. Cu toate acestea,
imutabilitatea blockchain-ului Tnseamna, de asemenea, ca
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metadatele eronate nu pot fi corectate cu usurinta. BHA
abordeaza aceste probleme prin protocoale de corectie in afara
blockchain-ului si modificari stratificate verificate de DAO,
asigurand atat integritatea, cat si adaptabilitatea.

10. Curarea si guvernarea participatorii

(o]

Comunitatile, cercetatorii si artistii sunt co-curatori prin DAO,
rezolvand naratiunile contestate (de ex., melodii comune printre
sarbi, bulgari si turci) prin deliberare transparenta.

Exemplu: Dansurile in cerc de tipul horei - DAO verifica incdrcdrile
de hore, confirmand mostenirea comuna pe teritoriul Bulgariei,
Macedoniei de Nord si Greciei.

11. Proprietate pe baza de token si monetizare

O

NFT-urile reprezinta licente: NFT-uri de conservare pentru uz
necomercial (de exemplu, acces academic) si NFT-uri Remix
pentru lucrari derivate (de exemplu, sampling realizat de DJ), cu
redevente pentru artistii originali. Cu toate acestea,
compatibilitatea cu legile nationale privind drepturile de autor - in
special 1n tarile balcanice care aderd la directivele UE - necesita o
analiza juridica atenta si poate limita aplicabilitatea licentelor
bazate pe NFT. Acest lucru necesita cadre juridice hibride care
combind contracte inteligente cu sisteme conventionale de
proprietate intelectuala.

Microtranzactii in USDC ofera streaming sau acces premium, iar
contractele inteligente distribuie veniturile (de ex., 50% cdtre
artisti, 30% cdtre arhive locale, 20% cdtre mentenanta
platformelor).

Exemplu: Un DJ din Belgrad cumpdra un NFT Remix pentru o hora
romaneasca din anii 1970, incluzand provenienta din blockchain in
piesa sa, iar 10% din redeventele de streaming revin mostenitorilor
artistului.

12. Interfete cu utilizatorul dinamice

O

Un portal si o aplicatie pe mobil multilingve permit explorarea prin
harti, cronologii si teme interactive (de ex., ,,Mosteniri otomane”,
“Cantece de la granitd”).

Utilizatorii pot adnota, remixa sau contribui cu filmari de familie,
creand o arhiva vie. Tnvatarea automatd sugereazd asemanari
melodice sau ritmice intre regiuni, fara a ignora cunostintele
locale.

Exemplu: Un utilizator cauta ,,Muzica sevdah din Bosnia, anii
1960”, gasind dansuri kolo inrudite si articole stiintifice prin
intermediul datelor conectate.

13. Accesibilitate si educatie

(0]

Stocarea descentralizata asigura acces global, chiar siin zonele cu
infrastructurd limitata. Fluxuri de continut de la noduri regionale,
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14.

sprijinind educatorii din mediul rural (de exemplu, un profesor
albanez care transmite videoclipuri cu dansuri vallja).

o Resursele educationale includ tutoriale de dans, context istoric si
interviuri cu experti, sustinand cercetarea interdisciplinara.

o Exemplu: Un utilizator din diaspora din Canada Tncarca filmari de
familie cu un dans macedonean oro, reconectandu-se cu traditiile
ancestrale.

Sustenabilitate

o Modelul de taxd unicd al Arweave: In ciuda utilizdrii unor
protocoale Proof-of-Stake eficiente din punct de vedere energetic,
cum sunt Polygon si Arweave, amprenta ecologica a sistemelor
blockchain ramane o preocupare. Alegerile de design durabil, cum
ar fi selectarea retelelor neutre din punct de vedere al emisiilor de
carbon si integrarea propunerilor DAO verzi, sunt cruciale pentru
alinierea cu etica conservarii patrimoniului. asigura stocarea
permanentd, reducand costurile in comparatie cu abonamentele
cloud.

o Finantarea de tip crowdfunding pe baza de token-uri si granturi din
partea UNESCO sau a ministerelor regionale ministries fund
digitization of analog tapes (de ex., spectacole rome din anii
1980).

o Exemplu: O campanie de crowdfunding digitalizeaza casete VHS
de la un festival din Bulgaria, iar contribuitorii primesc token-uri
pentru platforma.

Calatoria utilizatorului: Experienta Elarei...

Elara, o studenta la etnomuzicologie din Sarajevo, studiaza dansurile in

cerc din Bosnia, Serbia si Macedonia de Nord:

7.

10.

Descoperire: Elara cauta in BHA termenul ,,dans in cerc” din aceste
regiuni, gasind filmdri cu kolo si oro, inregistrari audio si note etnografice
digitalizate.

Interconexiuni: Dand clic pe un videoclip cu un kolo bosniac, ea descopera
dansuri sarbesti si macedonene inrudite, game muzicale si articole despre
modelele de migratie, sugerate de date conectate si recunoasterea
tiparelor prin IA.

Autenticitate: Metadatele verificate prin blockchain confirma provenienta
fiecarei Inregistrari, aratand informatii despre contribuitori si trimiteri
bibliografice.

Contributie: Inspirata, Elara incarca inregistrarea cu bocetul bunicii sale,
adaugand metadate si alegand o licenta Creative Commons. Primeste un
NFT care fi recunoaste contributia.
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Angajament: Elara se alatura unui forum despre muzica bosniaca,
conectandu-se cu cercetatori si dansatori si participa la un atelier virtual
despre kolo gazduit de BHA.

Sprijin: Elara doneaza USDC catre DAO, votand o propunere de digitalizare
a unor benzi din Kosovo supuse riscului de deteriorare.

Exemplu de implementare

in 2025, proiecte pilot BHA in Serbia si Bulgaria:

O asociatie sarba incarcad o filmare cu un kolo de la Festivalul de Trompeta
din Guda, stocat pe IPFS cu metadate pe Polygon.

Un cercetator bulgar contribuie cu o hora audio de la Festivalul din
Koprivstita, pentru utilizare gratuita in scop educativ.

Fondul DAO a digitizat casete VHS cu muzica roma din anii 1980 prin
finantare crowdfunding pe baza de token.

Un muzician rom castiga redevente in momentul in care interpretarea sa
este autorizata pentru un documentar, gasit in blockchain.

Utilizatorii acceseaza continutul prin portalul BHA, in timp ce blockchain
asigurd integritatea.

Provocdri si solutii

Bariere tehnice: Utilizatorii non-tehnici (de exemplu, trupele rurale) pot
intampina dificultati cu Web3. BHA ofera instrumente de incdrcare simple
pentru utilizatori, tutoriale multilingve si parteneriate cu ONG-uri pentru
instruire. Pentru a aborda aceasta problema, BHA ofera interfete de
fncarcare fara cod, autentificare fard portofel electronic prin e-mail sau
conturi sociale si ghiduri vizuale multilingve, dezvoltate in colaborare cu
ONG-uri si educatori locali.

Scalabilitate: Filmarile cu rezolutie Tnalta solicita mult stocarea fin
blockchain. BHA stocheaza metadate si hash-uriin blockchain, cu fisiere pe
IPFS/Arweave.

Sensibilitati culturale: Unele comunitati se opun partajarii manifestarilor
sacre. Contractele inteligente impun controale granulare ale accesului (de
exemplu, restrictionarea la membrii comunitatii).

Finantare: Costurile initiale crescute sunt diminuate de granturi UNESCO,
finantare crowdfunding cu token-uri si parteneriate in platformele Web3
(de ex., ArDrive).

BHA transforma conservarea culturala in Europa de Sud-Est prin:

Conservarea patrimoniului: Pastreaza in siguranta continutul analog si cel
creat direct in format digital pentru generatiile viitoare.

Amplificarea vocilor: Sprijind comunitatile marginalizate prin administrare
incluziva.
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e Cultivarea dialogului: Face posibila explorarea globala a tapiteriei culturale

a regiunii, depasind diviziunile politice.

e Asigurarea fincrederii: Furnizare de autenticitate verificabila pentru
cercetare sirevitalizare.

Crearea de microeconomii: Incurajarea artistilor si comunitatilor cu
compensatii corecte prin NFT-uri si redevente.

Prin valorificarea Web3, BHA creeaza o arhivd vie, democraticd si
sustenabila care reanimeaza ritmurile si miscarile balcanice, asigurandu-le
vitalitatea in era digitala.

Aceasta arhiva Web 3 ar conserva patrimoniul imaterial al Europei de Sud-
Est - muzica, istorii orale, filme - intr-un mod rezistent la cenzura si pregatit pentru
viitor, oferind comunitatilor mijloace de a-si documenta istoriile orale, promovand
mandria culturala sireconcilierea. Prin pozitionarea regiunii ca lider in conservarea
inovatoare a patrimoniului, arhiva atrage interesul global din partea
cercetatorilor, educatorilor si a diasporei. Oportunitatile economice pentru
creatori prin monetizarea pe baza de token-uri - fie prin token-uri de utilitate care
acorda acces la continut exclusiv, fie prin token-uri de partajare a veniturilor care
distribuie redevente din utilizari pe baza de licente - iar accesul global fi sporesc si
mai mult impactul, facand-o un model pentru protejarea istoriilor diverse in era
digitala.

CONCLUZIE

Implementarea tehnologiilor Web 3 - in special a tehnologiei blockchain —
prezinta o oportunitate deschizatoare de drumuri pentru revolutionarea
conservarii, accesului si administrarii arhivelor de muzicale si coregrafice din
Europa de Sud-Est. Arhivarea amalgamului cultural din Europa de Sud-Est necesita
0 abordare transnationald, axata pe retele, care sa documenteze interconexiunile
culturale bogate ale regiunii. Prin prioritizarea analizei multidimensionale,
proiectelor colaborative si diversitatii materialelor, arhivele pot sa reflecte mai
exact complexitatea si patrimoniul comun al regiunii.

Aceste solutii descentralizate cresc in mod semnificativ rezilienta,
transparenta si autenticitatea depozitelor de patrimonii culturale, care sunt
adesea vulnerabile datorita conflictelor regionale, limitarilor de infrastructura si
complexitatilor geopolitice. Prin valorificarea capacitatilor blockchain-ului de
urmadrire a provenientei, contractelor inteligente si monetizarii pe baza de token-
uri, comunitdtile si institutiile pot incuraja o colaborare mai bung, pot asigura
acces echitabil si pot respecta standarde etice riguroase in practicile de arhivare.
Mai mult, adoptarea unui cadru postumanist ne incurajeaza sa regandim
modalitdtile de interactiune cu aceste artefacte culturale, punand accent pe
abordari participative, incluzive si relationale care transcend perspectivele
antropocentrice. Pe masura ce Europa de Sud-Est avanseaza inspre integrarea
acestor tehnologii inovatoare, se poate impune ca lider global in conservarea
patrimoniului - protejandu-si culturile imateriale efervescente si diverse, inspirand
totodata noi modalitati de angajament cultural, cercetare si reconciliere culturala.
Tn cele din urma, aceste strategii digitale nu numai cd protejeaza bogata mostenire
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culturala a regiunii, dar deschid si calea catre un viitor dinamic, rezistent si incluziv
in domeniul arhivarii digitale si al expresiei culturale.

Pe de alta parte, arhivele traditionale, digitale si bazate pe blockchain
ofera fiecare in parte puncte forte si slabe diferite. Alegerea uneia sau alteia
depinde de prioritati ca increderea, accesibilitatea, securitatea si disponibilitatea
resurselor. Abordadrile hibride pot oferi echilibrul optim pentru unele organizatii.
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SUMMARY

This text is a personal representation of an active Canadian performer and
scholar of Romanian violin traditions. This text explores the changing
landscape of learning traditional music from an in person to an online
reality and how it has impacted embodiment, preservation and
representation of this given repertoire. It has also changed how individuals,
artists and ethnomusicologists learn and analyse repertoire. This paper was
presented at the ICTMD Study Group on Music and Dance in Southeastern
Europe held in Cluj-Napoca, Romania in 2024.

REZUMAT

Textul de fatd este o prezentare personald a unui interpret canadian activ
de muzicd traditionald romdneascd pentru vioard, totodatd specialist in
traditia violonisticd romadneascd. Textul exploreaza peisajul schimbadtor al
finvatdrii muzicii traditionale, de la contextul preddrii fatd in fatd la
realitatea online, siimpactul pe care |-a avut asupra incorpordrii, conservarii
si reprezentdrii acestui repertoriu dat. A schimbat totodatd modul in care
publicul, artistii si etnomuzicologii invatd si analizeazd repertoriul. Lucrarea
a fost prezentatd la Grupul de Studiu Sud-Est European al Consiliului
International pentru Muzicd si Dans Traditional, care a avut loc in Cluj-
Napoca, Romania in 2024.

Keywords
Embodiment, Preservation, Representation, Online Learning, Romanian Violin
Music.
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INTRODUCTION

In this presentation, | speak from the perspective of a violinist who is
currently learning traditional violin music from online sources and studies the
different processes which take place during such a practice. The online format has
grown exponentially since the Covid-19 restrictions and still to this day, remains
very much in effect with the rise of content-creator, the influencer and the
multitude of social media platforms. The topic of this research is very much an
actual one in terms of current transmission modes of all types of violinistic
traditions from across Romania.

That being said, prior to the pandemic, | would do my previous
ethnomusicology graduate fieldwork with Romanian violinists in person, both in
Romania and in Canada and since the pandemic, | have partly resumed in-person
fieldwork, however, much has changed in terms of accessibility. Much more
musical content is now available online. It is understood however that by using
the online media (vs. in person traditional musical fieldwork), the original
contexts or the idea of learning a melody in the village from locals is lost and has
modulated into the online space. It represents a different space to be creative and
to exchange.

With platforms such as YouTube, traditional Romanian music, and more
specifically Romanian violin music, traditional, Lautareasca, Roma, more
commercial Romanian music and others now have an online presence. This
changes the possibility of a perpetuation and momentum of a given repertoire.
Moreover, with the use of video cameras through Instagram, WhatsApp or
Messenger, musical exchanges from one musician to another have been enabled
at a much quicker pace.

That being said, with the field of ethnomusicology changing greatly over
the recent decades, the concept of ‘fieldwork’ is ever-evolving and has
demonstrated great fluidity in the past years. It has allowed individuals to do
online musical fieldwork at a different pace. One that does not require fancy
equipment or costly plane trips to Romania. It becomes fieldwork which is
available a click away. A space to embody, learn, explore, understand and access
the online rendition of the traditional violin repertoire of Romania.

Hence, embodiment, preservation and representation are some of the
elements which are targeted in my ongoing research. This research is explored
from the perspective of a musical instrument educator questioning how we
absorb new material in an online space. Teaching violin and performing traditional
music in Canada both in person and online, | get to experience firsthand how
individuals are learning an instrument and/or advancing within a given repertoire.

Finally, I approach this research as a performer, one who absorbs this said
repertoire and shares it in a performance context. By observing this new
generation of Romanian musical influencers, | observe the how’s of their playing,
portraying, engaging of how they do what it is they do.
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FIRST CHAPTER- HOW MUCH OF WHAT WE MUSICALLY CONSUME ONLINE IS
RELATED TO A GIVEN ‘PHYSICAL’ CULTURE ?

The online version of traditional music events and instances are a glimpse
into the real-life representation of a given physical culture. They can be footage
of a given event which gives a peak into how the event happened, however, most
of the time, the musical events are ‘tailored’ to be consumed online. In essence,
the musical event that has been adapted to fit into an online format, may be
highlighting certain elements of the given musical culture ethnographically, such
as: some typical Romanian objects or settings, the use of language, etc. In terms
of musical elements, oftentimes the individual or team capturing the music event
online can alter, modify and select what is being consumed by the online
audience.

Essentially, the wealth of the online format lies in the musical
interpretation and its preservation. For example, one can listen, watch,
understand a certain bowing, ornamentation, position shift on the violin. One can
stop the recording and re-watch to understand it in great deal, to be certain of
capturing the given violinistic inflections with the greatest precision. Violin
tutorials of Romanian repertoire are made especially accessible with namely a
Romanian artist such as CaRadJa, a younger generation online violinist and
YouTuber who has uploaded many performances and tutorials geared towards
teaching this repertoire to a worldly community of violinists and musicians.

Online education continues to strive in certain circles across the world.

With the future and growing culture of fast living in most countries, online
education will continue to be a useful and necessary tool of the musical landscape
at large. As inspiring as in-person lessons and fieldwork are, online tutorials give
access to a far greater number of musicians, specialists and educators from
around the world.

Research pertaining to online instrumental lessons will further advance
developments in this field and contribute to end stigma of online
tutorials/education and online fieldwork. In the words of Dr. Mary-Elizabeth
Brown, North American violinist and online educator: ‘Most importantly,
remember that innovation is helped tremendously by a growth mindset: every
failure is a wonderful opportunity to learn, build, create, and innovate.”# And it is
with this welcoming spirit, that online fieldwork and YouTube should be treated
as a tool to allow violinists and other musicians to grow, learn, and excel in the
style of Romanian traditional music.

That being said, what one must understand first and foremost is that the
medium is not the subject matter. The process is not the end result. At the end of
the day, a Canadian violinist who has sensitivities to Romanian repertoire and who
has studied, practiced and understands the idioms in the online space, can jam

4 Brown, M. E. (2020). Methods for web-based teaching: An introduction for string music
educators. American String Teacher, 70(4), 19-22.
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with those who have done traditional fieldwork as we know it. The transmission
of this art form has found a fluid new space which does not affect the
interpretation of the traditional repertoire from a purely instrumental angle.

In this day and age, the possibility of mobility and fieldwork has become
more limited for multiple reasons. Speaking from experience and living in Canada
where there is a large Romanian community and having felt the continuous
growth of the community itself has also left a mark on the live Romanian
experience. Most individuals who are feeling the impacts of the inflation and
continuous difficulty of the Canadian financial market have found great comfort
in learning repertoire online (which saves an airplane ticket to Romania, a hotel,
some meals and other costs) and as a result have learned tunes from the comfort
of their own home. They then bring this newly acquired repertoire to the ever-
growing traditional music scene in Montreal, Toronto or Ottawa and earn some
money at gigs by playing the repertoire. These musicians also present this
repertoire at one of the many monthly Balkan jams, concerts, Romanian diaspora
weddings and celebrations. Beyond ethnomusicological practices and fieldwork,
perhaps the essence of learning repertoire online does indeed offer a way of
perpetuating the works in different real spaces after having absorbed them and
embodied the melodies from a virtual space.

SECOND CHAPTER - CAN WE CONSUME THAT ‘SAME’ ROMANIAN CULTURE IN
AN ONLINE SPACE AS IN A PHYSICAL ONE?

As initially stated, the online traditional Romanian musicians and their
videos have contributed to a shift in representation, instrumentation, essence and
purpose.

What initially began as a way to continue perpetuating an art that was
limited in its perpetuation due to the pandemic, evolved into a style of its own.
Nowadays, many violinists turned technological gurus, became their own
producers and content creators and are transmitting the repertoire with
audiences and developing a following. Without YouTube, North Americans would
perhaps not be aware of most of these young up and coming violinists and the
high quality of the content they are sharing.

Moreover, the online presence offers visibility in the art form beyond the
strict physical borders that attending a concert would entail. It creates a following
within lands which are few and far between. This affects representation, the
essence and the purpose of the younger generation of artists.

As for the instrumentation, it is affected, as | choose to consider YouTube
a great tool in addition to the violin equipment. Moreover, through the effects of
splicing, dubbing over, adding rhythms, reverb and all the other technological
tools that one can find online, YouTube as a tool for putting the music out there
is certainly a main part of the instrumentation.

We can consume a same musical melody, however, the way we relate to
that consumption differs in the two different spaces. As a result, the way we
relate to the melody, the attachment we develop towards it, how we remember
the musical event and how we embody it may appear different. That may be the
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greatest difference between the online vs. in person approach of acquiring
repertoire.

Who are these violinists gearing their recordings/tutorials towards?

As mentioned previously, an example of a violinist who plays traditional
Romanian and Lautareasca Romanian music is CaRadJa, who is a leading
commercial type violinist who offers tutorials on YouTube where he walks
through the different sections of a work, explains and even at moments
demonstrates the accompaniment on an accordion for certain melodies. He offers
access to the possibility of acquiring a musical work as an amateur, a musician or
as a consumer. Some of these influencers offer their lessons and/or various
tutorials for a cost, however, most simply share some of their tutorials on
YouTube, free of charge.

THIRD CHAPTER - HOW HAS THE MEANING OF THE MUSIC SHIFTED ONCE IT
HAS BEEN CONSUMED IN A VIRTUAL SPACE?

Experience
To summarize, the experience of this practice is analyzed in terms

of a creative process which is based on the acquisition of a piece through
different stages. The process begins with active listening, transcription,
relearning, interpretation and finally perpetuating. This arc-shaped musical
journey is akin to a great journey where there will be learning (about music
and about oneself as a violinist), discoveries, challenges, appropriation and
sharing.

John Dewey describes the experience in a way that is very similar to
the process of acquiring the work: ‘Because of continuous merging, there
are no holes, mechanical junctions, and dead centres when we have an
experience. There are pauses, places of rest, but they punctuate and define
the quality of movement. They sum up what has been undergone and
prevent its dissipation and idle evaporation. (...) In a work of art, different
acts, episodes, occurrences melt and fuse into unity, and yet do not
disappear and lose their own character as they do so—just as in a genial
conversation there is a continuous interchange and blending, and yet each
speaker not only retains his own character but manifests it more clearly
than is his wont.”#* (Dewey, 1934, p. 290)

Dewey explains the process of the experience so accurately and
demonstrates the experience of acquiring. Such as the acquisition of a musical
work, the aspect of (...) continuous merging, there are no holes, mechanical
junctions, etc.” feels like when one absorbs a melody; all aspects meld together
and remain so representative of all the moments when the work begins its long

142 Dewey, J. (1934). Having an experience.p.290.
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journey in the life, in the mind and in the body of the artist. Even during the
moments when the violinist is not playing, but thinking about the work, or
listening to it performed by another violinist, these moments nourish the personal
interpretation of the violinists’ understanding of the work.

Ease

The ease in which consumers are now consuming varies greatly.
Consuming Romanian melodies can be done via cell phones, iPads, tablets, etc. It
can happen in a car, on the subway, in the countryside or anywhere with a stable
internet connection.

This however, was not the case prior to the rise of internet and online
music consumption. Not so long ago, individuals scheduled a time and a place to
attend a concert, a performance, ajam or a musical exchange and still do so today.
However, the ability to live this virtually is also now a possibility.

Time

What is interesting about internet consumption of music is how it relates
to time. A consumer no longer needs to be seated at concert seats or in a café at
a certain time to consume musical goods. Since it is offered in an online space, the
possibility of watching it, re-watching-it, stopping it, repeating it, etc. offers a
different relationship to time in link to performance. Moreover, how a recording
holds space over time offers a glimpse into how it affects one’s creative practice,
the musical development of the recording artist in question along with how it
holds space in the learning process of the developing musician or consumer. By
living the recording, by consuming it, it becomes part of the musical existence of
the individual. To hold space for the music becomes part of the artists’ musical
understanding, its reception and absorption, and although it may be in an online
format, it has real repercussions in the physical sense.

Online spaces can simultaneously be a larger space where linear time can
be questioned, defined and redefined in terms of events that happen in order and
disorder. The simultaneous and the overlapping in YouTube lead to many ways of
interpreting the musical event.

FOURTH CHAPTER - HOW HAS EMBODIMENT, PRESERVATION AND
REPRESENTATION CHANGED THROUGH THE VIRTUAL LEARNING OF ROMANIAN
Musicz

Embodiment

The simple act of having listened to a traditional work by numerous artists
through various recordings, by having decided on one’s own interpretation of the
work and finally, by sharing it in the form of a performance or recording becomes
a musical statement that inhabits the artist. The more often that one interprets a
given musical work, the more nourished the musician’s embodiment of that
specific work will be.
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Marja-Leena Juntunen offers an interesting overview of the embodiment.
Here itis:

‘The notion of embodiment can be defined, as Varela, Thompson, and
Rosch (1991) hold in line with Merleau-Ponty, as the integration of the physical or
biological body and the lived, experiential, or phenomenological body suggesting
a network that integrates thinking, being, doing and interacting. According to
Schiavo (2014), the concept was originally developed in the fields of
phenomenology (e.g., Merleau-Ponty, 1945), ecological psychology (Gibson,
1977), linguistics (Lakoff & Johnson, 1980, 1999) and theoretical biology
(Maturana & Varela, 1980).

The phenomenological notion of embodiment emphasizes the holistic
understanding of the human being and the embodied ways of knowing oneself,
others, and the world. Within cognitive science, the notion highlights the
“concrete sensorimotor patterns if action and perception that underlie a
cognitive system’s being-in-the-world” (Schiavio 2014, 254). Perception and
behaviour, action, and cognition, are regarded as mutually dependent and deeply
intermixed in our worldly experience. Embodied cognition emphasizes the role of
the human body as a mediator for meaning formation (Leman & Maes 2014)"'4
(Juntunen, 2017).

For Merleau-Ponty, embodiment is the concept that lived experience,
perception and conveyed emotions are all interconnected and form a whole. This
approach would also be advocated by philosophers such as Heidegger and
scientists such as Varela. All these scholars put forward the approach of a
complete mind-body experience'* (Corness, 2008). According to its thinkers, we
would rather speak of an inclusive experience of body and mind.

That being said, the embodiment can look and feel different in a virtual and
an in-person space. Regardless, a very high level of embodiment can be achieved
in the acquisition of an online experience. It can also be verified and confirmed
once the acquisition of the work can be performed in an in-person space by the
artist.

What is key to the experience of embodiment in music is that the body uses
muscle memory, instincts and habits, but at the centre of it all lies perception.
Through experience, our senses offer a contribution to our environment and vice
versa. However, this contribution is not acquired until it is perceived. So,
perception results from self-awareness and our presence in present experience.
If we transpose this experience into music, the fact of playing, of interpreting
becomes an experience of embodiment through the concept of doing.
Additionally, it is important to understand that the performer’s musical
experience is the embodied perception of their musical intentions (Corness,
2008)." Thus, by extension, any work performed by the musician becomes an

143 Juntunen, M. L. (2017). Embodiment in music teaching and learning. Finnish Journal of Music
Education, 20(1), 117-126.

44 Corness, G. (2008). The musical experience through the lens of embodiment. Leonardo Music
Journal, 18, 21-24.
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incarnation of his will; when an artist performs ‘Sdraca inima mea’ or ‘Dragoste de
tigan,” they perform their own incarnation of these works. “Musical meaning
shares with all other forms of meaning that primordial foundation in perception,
manipulation of objects, bodily movements and patterns of feeling which are the
basis of our perception of a meaningful world”** (Johnson, 1997, p. 101). Our
conception and feelings of the method of realization are directly linked to the
artist’s current knowledge, their experience, their musical and life knowledge and
the state of the artist’s mind when acquiring the piece. All of these factors impact
the way the artists integrate and absorb the works into their body and life. These
factors have just as strong an impact on the way they interpret the repertoire.

Regardless of it all (remote or in person), embodiment happens. What
differs is how the embodiment develops within the artist when he/she is learning
at work the notes, the phrasings, the interpretation, etc. One of the most brilliant
recent examples of embodiment is how inspiring the younger generation of
online players is in their ownership of the music; how they relate and
affectionately demonstrate the different works. Artists such as CaRadJa who
have developed a serious following, demonstrate a true dedication to the
embodiment and preservation of the style.

Preservation

In terms of preservation, what is wonderful about an online presence is that
most of the performers of this style of music have their own channels on YouTube
where recordings are available to all and can be consumed at different times until
the artist chooses to take down the videos. Moreover, the possibility of listening
on multiple occasions and its possibility to ‘share’ with others at the click of a
button does influence the availability and readiness of this type of music.
Moreover, since many in-person events where this music would be available are
in certain cases, private events and hence are sometimes made accessible by
recordings and online posts. By having this repertoire so readily available to a
world of consumers, it ensures the preservation and continuation of musical
continuation of this style.

Representation

What is fascinating about the online presence of the younger generation
especially is how they show up for themselves with pride, sharing a musical form
that has a long history. These violinists are choosing to contribute to the
perpetuation of the art form and its legacy, in a different space, one that
resembles their daily habits (scrolling, posting, consuming social media
publications). As aresult, they get to bring a traditional art to a modern space and
it sheds new light on how the music is represented and perceived by its younger
public. In certain cases, an art form that seemed of the past or passé finds a
younger audience. | have seen it in my own students in Canada: having introduced

146 Johnson, M. L. (1997). Embodied musical meaning. Theory and Practice, 22, 95-102.
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some of this material, | have Canadian teenagers learning violin with me who are
actively listening and learning some of the traditional Romanian repertoire and
who bring this repertoire to their lessons. Excitement over Romanian traditional
repertoire in a younger generation who has no ties to Romania is in itself a
beautiful phenomenon. In many ways, these budding violinists and perhaps
ethnomusicologists have adopted the art form and the media through which it is
most readily accessible. In addition, for some individuals, it may also remove some
of the intimidation that one may feel in approaching a new genre.

CONCLUSIONS

In conclusion, the possibility of growth as a musician with access to online
sources isremarkable. Yes, the loss of the context, the ethnographic meaning and
the presence around the repertoire is different, yet it creates a space for new
online fieldwork with different types of virtual musical consumption. There is a
possibility of creating a new type of Romanian presence; either the perpetuation
of an online presence or a new context for in-person performances with
repertoire acquired in the online space. The perpetuation of Romanian traditional
music is the most important aspect of what we do as advocates of traditional
music. To share, to teach, to perform, and that to any welcoming and interested
public, student or audience. The medium is not the subject matter and should not
be treated as such.

In this conference, | have used as a case study, the presence of Romanian
musical life in Canada. It is alive and well through the learning and absorption of
online repertoire, musical fieldwork in Romania, local fieldwork and exchanges
amongst community members and the presence of some pillars of Romanian
musicians in this country. Finally, the perpetuation of this music and its
transmission is the greatest aspect of what we do.

IMPARTASIND LEGATURA DINTRE TRECUT SI VIITOR,

APROAPE S| DEPARTE: INCORPORARE, CONSERVARE

SI REPREZENTARE iN INVATAREA ONLINE A MUZICII
TRADITIONALE ROMANESTI PENTRU VIOARA

Cuvinte cheie
Incorporare, conservare, reprezentare, invatare online, muzica romaneasca
pentru vioara

INTRODUCERE

In aceastd prezentare, vorbesc din perspectiva unui violonist care invata
actualmente muzica traditionala pentru vioara din surse online si studiaza
diversele procese care au loc in timpul acestei activitati. Formatul online a crescut
exponential de la restrictiile impuse de Covid-19 si se mentine siTn prezent datorita
ascensiunii creatorului de continut, influencer-ului si multitudinii de platforme de
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social media. Subiectul cercetdrii este unul foarte actual in ceea ce priveste
diversitatea modelelor actuale de transmisie a traditiilor violonistice din Romania.

Acestea fiind spuse, inainte de pandemie, imi faceam studiile de masterat
in etnomuzicologie in teren cu violonisti romani, atat in Romania, cat siin Canada,
iar dupa pandemie, mi-am reluat partial studiile de teren cu prezenta fizica, insa
multe lucruri s-au schimbat in ceea ce priveste accesibilitatea. Mult mai mult
continut muzical este acum disponibil online. Se intelege insa ca, prin utilizarea
mediilor online (fatd de studiile muzicale traditionale cu prezenta fizica),
contextele originale sau ideea de a invdta o melodie in sat de la localnici se pierd
si se moduleazd in spatiul online. Acesta reprezinta un spatiu diferit pentru a fi
creativ si pentru a face schimb de experienta.

Prin platforme ca YouTube, muzica traditionala romaneasca, mai exact
muzica romaneasca pentru vioard, traditionald, lautareasca, a romilor, muzica
romaneasca mai comerciala si altele au acum prezenta online. Aceasta schimba
posibilitatea perpetudrii si energia unui repertoriu dat. Mai mult, prin folosirea
camerelor video pe Instagram, WhatsApp sau Messenger, schimburile muzicale
intre muzicieni au devenit posibile Tntr-un ritm mult mai rapid.

Acestea fiind spuse, avand in vedere schimbarile semnificative pe care le-
a suferit domeniul etnomuzicologiei In ultimele decenii, conceptul de ,,munca de
teren” este in continua evolutie si a demonstrat o mare fluiditate in ultimii ani,
dandu-ne posibilitatea de a ne derula activitatea muzicalad de teren online, intr-un
ritm diferit. Un ritm care nu necesita echipamente sofisticate sau calatorii
costisitoare cu avionul in Romania, transformandu-se intr-o munca de teren
disponibila la un clic distantda. Un spatiu pentru a incorpora, invata, explora,
intelege si accesa interpretari online ale repertoriului traditional pentru vioara din
Romania.

Prin urmare, Tncorporarea, conservarea si reprezentarea sunt cateva din
elementele urmdrite Tn cercetarea pe care o desfdsor. Aceastd cercetare este
analizata din perspectiva unui profesor care predd interpretarea muzicala
instrumentala intrebandu-se cum absorbim materialul nou intr-un spatiu online.
Intrucat predau vioara si interpretez muzica traditionald in Canada atat fata in
fata, cat si online, am ocazia sa experimentez direct modul cum diferite persoane
fnvatd un instrument si/sau progreseaza cu un anumit repertoriu.

In cele din urma3, abordez aceast3 cercetare ca interpret, ca cineva care
absoarbe acest repertoriu si il Tmpartaseste intr-un context performativ.
Observand aceasta noua generatie de influenceri muzicali romani, observ cum
canta, cum reprezintd, cum se implica si cum fac ceea ce fac.

CAPITOLUL I - CAT DIN CEEA CE CONSUMAM MUZICAL ONLINE ESTE LEGAT DE
O CULTURA ,,FIZICA” DATA?

Versiunea online a evenimentelor si a momentelor muzicale traditionale
ofera o perspectiva asupra reprezentarii in viata reala a unei anumite culturi fizice.
Acestea pot fi filmari ale unui anumit eveniment, care ofera o imagine de
ansamblu asupra modului in care s-a desfasurat evenimentul, insa, de cele mai
multe ori, evenimentele muzicale sunt ,,adaptate” pentru a fi consumate online.
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In esentd, evenimentul muzical care a fost adaptat pentru a se potrivi intr-un
format online ar putea scoate in evidentd anumite elemente ale culturii muzicale
respective din punct de vedere etnografic, ca de pilda: unele obiecte sau medii
romanesti tipice, folosirea limbii etc. In privinta elementelor muzicale, adesea
persoana sau echipa care filmeaza evenimentul muzical poate transforma,
modifica si selecta ce se consuma de catre publicul din mediul online.

In esentd, bogatia formatului online consta in interpretarea muzicala si
conservarea acesteia. De exemplu, putem asculta, privi, intelege o anumita
trasatura de arcus, o ornamentatie, o schimbare de pozitie pe coarde. Putem opri
derularea si privi din nou pentru a intelege mai multe detalii, a fi siguri ca
percepem inflexiunile violonistice prezente cu cea mai mare precizie. Tutorialele
de vioara din repertoriul romanesc sunt distribuite cu precadere de artistul roman
CaRadJa, un violonist online din generatia mai tandra, creator de continut pe
YouTube care a incarcat numeroase recitaluri si tutoriale cu intentia de a preda
acest repertoriu unei comunitati mondiale de violonisti si muzicieni.

Educatia online continua sa faca progrese n anumite cercuri peste tot in
lume. Avand 1n vedere viitorul si cultura in plina dezvoltare a vietii trdite in ritm
rapid Tn majoritatea tdrilor, educatia online va continua sa fie un instrument util si
necesar al peisajului muzical, pe scara largd. Oricat de inspiratoare ar fi lectiile fata
n fata simunca pe teren, tutorialele online ofera acces la un numar mult mai mare
de muzicieni, specialisti si educatori din intreaga lume.

Cercetdrile privind lectiile instrumentale online vor favoriza in continuare
evolutiile In acest domeniu si vor contribui la eliminarea stigmatizarii legate de
tutorialele/educatia online si munca de teren online. Dupa cum declara Dr. Mary-
Elizabeth Brown, violonista nord-americana si educator online: ,,Cel mai
important, retineti ca inovatia este ajutata enorm de o dispozitie mentala
orientata spre crestere: orice esec este 0 ocazie minunata de a invata, construi,
creasiinova.”" Sin acest spirit de acceptare, munca de teren online si YouTube-
ul ar trebui tratate ca un instrument care sa permita violonistilor si altor muzicieni
sd se dezvolte, sa invete si sa exceleze in stilul muzicii traditionale romanesti.

Acestea fiind spuse, ceea ce trebuie sa Intelegem in primul rand este ca
mediul nu este subiectul de baza. Procesul nu este rezultatul final. La finalul zilei,
un violonist canadian care are o sensibilitate fata de repertoriul romanesc si care
a studiat, exersat si intelege limbajele spatiului online poate improviza cu cei care
au facut munca de teren traditionala asa cum o cunoastem. Transmiterea acestei
forme de arta a gasit un nou spatiu fluid care nu afecteaza interpretarea
repertoriului traditional dintr-un unghi pur instrumental.

In zilele noastre, posibilitatea de deplasare si de munca pe teren a devenit
mai limitata din mai multe motive. Vorbind din experienta si traind in Canada, unde
exista 0 comunitate romaneasca numeroasa, si simtind cresterea continua a

47 Brown, M. E. (2020). Methods for web-based teaching: An introduction for string music
educators. American String Teacher, 70(4), 19-22.
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comunitatii In sine, experienta romaneasca a fost, de asemenea, marcata de
aceste aspecte. Majoritatea persoanelor care simt impactul inflatiei si al
dificultatilor continue ale pietei financiare canadiene au gasit un sprijin
extraordinar in invdtarea repertoriului online (care elimina costurile unui bilet de
avion spre Romania, al unui hotel, al catorva mese si altele) si drept rezultat au
invatat aceste melodii din confortul propriei locuinte. Apoi, ei aduc acest
repertoriu nou invdtat pe scena muzicala traditionala in continua crestere din
Montreal, Toronto sau Ottawa si castiga niste bani la evenimente interpretand
repertoriul. Acesti muzicieni prezinta acest repertoriu si la numeroasele
evenimente informale balcanice lunare, la concerte, nunti si sarbatori ale
diasporei romanesti. Dincolo de practicile etnomuzicologice si munca de teren,
poate cd esenta invatarii repertoriului online ofera intr-adevar o modalitate de a
perpetua lucrarile in diferite spatii reale, dupa ce au absorbit si incorporat
melodiile dintr-un spatiu virtual.

CAPITOLUL Il PUTEM CONSUMA ,,ACEEASI” CULTURA ROMANEASCA INTR UN
SPATIU ONLINE SI INTR-UN SPATIU FIZIC?

Asa cum s-a afirmat initial, muzicienii traditionali romani care canta online
si videoclipurile lor au contribuit la 0 schimbare in reprezentare, instrumentatie,
esenta si scop.

Ceea ce a debutat ca un mod de a continua sa perpetudm o arta limitata
in perpetuarea sa datoritd pandemiei, a evoluat intr-un stil propriu. in prezent,
multi violonisti s-au transformat in guru tehnologici, au devenit propriii lor
producatori si creatori de continut, transmit repertoriul unui public si acumuleaza
urmadritori. Fara YouTube, nord-americanii probabil nu ar fi constienti de
majoritatea acestor tineri violonisti in ascensiune si de calitatea Tnalta a
continutului pe care il distribuie.

Mai mult decat atat, prezenta online ofera vizibilitate artistica dincolo de
granitele fizice stricte pe care le presupune participarea la un concert, creand
urmaritori in zone aflate la mari distante si influentand reprezentarea, esenta si
scopul tinerei generatii de artisti.

Cat despre instrumentatie, este si ea influentatd, deoarece aleg sa
consider YouTube un instrument excelent pe langa echipamentul pentru vioara.
Mai mult, prin efectele de combinare, dublare, adaugare de ritmuri, reverberatie
si toate celelalte instrumente tehnologice pe care le poti gasi online, YouTube, ca
instrument pentru difuzarea muzicii, este cu siguranta o parte importanta a
instrumentatiei.

Putem consuma o aceeasi melodie, dar, cu toate acestea, modul in care
ne raportam la actul de consum difera in cele doua spatii diferite. Drept rezultat,
modul Tn care ne raportam la melodie, atasamentul pe care il dezvoltam fatd de
aceasta, modul cum ne amintim evenimentul muzical si cum il incorporam poate
parea diferit. Aceasta ar putea fi cea mai mare diferenta dintre abordarea online
si cea fata in fata in formarea repertoriului.

Catre cine fsi orienteaza acesti violonisti inregistrarile/tutorialele?
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Asa cum am mentionat anterior, un exemplu de violonist care
interpreteaza muzica traditionalda romaneasca si ldutareasca este CaRadJa, un
violonist de top, de tip comercial, care ofera tutoriale pe YouTube in care prezinta
diferitele sectiuni ale unei lucrari, explica si chiar demonstreaza uneori
acompaniamentul la acordeon pentru anumite melodii. El ofera acces la
posibilitatea de a achizitiona o lucrare muzicala ca amator, muzician sau
consumator. Unii dintre acesti influenceri isi ofera lectiile si/sau diverse tutoriale
contra cost, Insa majoritatea pur si simplu distribuie gratuit unele dintre tutorialele
lor pe YouTube.

CAPITOLUL Ill CUM SE COMUTA SEMNIFICATIA MUZICII ODATA CE A FOST
CONSUMATA INTR-UN SPATIU VIRTUAL?

Experienta

Pentru a rezuma, experienta acestei practici este analizata din punctul de
vedere al unui proces creativ bazat pe achizitia unei piese prin diferite etape.
Procesul incepe cu ascultare activd, transcriere, reinvatare, interpretare si, in final,
perpetuare. Aceastd caldatorie muzicald in forma de arc este similara cu o mare
calatorie in care va exista invatare (despre muzica si despre sine ca violonist),
descoperiri, provocari, insusire si impartasire.

John Dewey descrie experienta intr-un mod care este foarte similar cu
procesul asimilarii lucrarii: ,,Din cauza fuziondrii continue, nu exista lipsuri,
imbinari mecanice si puncte moarte cand avem o experientad. Existd pauze, locuri
de repaus, dar acestea puncteaza si definesc calitatea miscarii. Ele insumeaza ceea
ce a fost parcurs si fi impiedica disiparea si evaporarea inutila (...) Intr-o opera de
arta, diferite acte, episoade, intamplari se topesc si se contopesc intr-o unitate, si
totusi nu dispar si nu isi pierd propriul caracter pe mdsura ce o fac - la fel cum intr-
o conversatie cordiala exista un schimb si un amestec continue, si totusi fiecare
vorbitor nu numai ca isi pastreaza propriul caracter, ci il manifesta mai clar decat
in mod obisnuit”."® (Dewey, 1934, p. 290)

Dewey explica procesul experientei foarte clar si demonstreaza
experienta asimildrii. La fel ca in achizitia unei piese muzicale, aspectul de '(...)
fuzionare continud, fara lipsuri, Tmbinari mecanice etc.”'* este reprezentativ
pentru toate momentele in care lucrarea isi incepe lunga calatorie in viata, in
mintea si in corpul artistului. Chiar si Tn momentele in care violonistul nu canta, ci
se gandeste la lucrare sau o ascultd interpretatda de un alt violonist, aceste
momente hranesc interpretarea personala a intelegerii operei de catre violonisti.

Usurinta

Usurinta cu care consumatorii consuma acum variaza foarte mult.
Consumarea melodiilor romanesti se poate face prin telefon, iPad, tableta etc.
Poate avea loc in masing, in metrou, la tard sau oriunde exista o conexiune stabila
la internet.

148 Dewey, J. (1934). Having an experience.p.290.
149 |bid.
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Totusi, acest lucru nu era valabil inainte de ascensiunea internetului si a
consumului de muzica online. Nu cu mult timp Th urma, oamenii isi programau o
ora si un loc pentru a participa la un concert, un spectacol, o petrecere sau un
schimb de experientd muzical siinca o fac si astazi. Cu toate acestea, ocaziade a
experimenta toate acestea virtual este acum si ea o posibilitate.

Timpul

Ceea ce esteinteresant la consumarea muzicii pe internet este modul cum
relationeaza cu timpul. Consumatorul nu mai are nevoie sa fie asezat in sala de
concert sau la o cafeneala 0 anumita ora pentru a consuma bunuri muzicale. Fiind
oferita intr-un spatiu online, posibilitatea de a privi, de a privi din nou, de a opri,
de arepeta etc. ofera o relatie diferita cu timpul in legatura cu actul muzical. Mai
mult, modul in care o inregistrare fsi retine spatiul in timp ofera o perspectiva
asupra modului cum afecteaza practica creativa, dezvoltarea muzicala a artistului
interpret respectiv, impreuna cu modul in care isi retine spatiul in procesul de
invatare al muzicianului in devenire si al consumatorului. Traind inregistrarea,
consumand-o, aceasta devine parte a existentei muzicale a ascultatorului. A oferi
spatiu muzicii devine parte a intelegerii muzicale a artistilor, parte din receptarea
si absorbtia acesteia, si chiar daca este intr-un format online, are repercusiuni
reale in sens fizic.

Spatiile online pot fi simultan un spatiu mai extins unde timpul liniar poate
fi pus sub semnul intrebarii, definit si redefinit Tn functie de evenimente care au
loc n ordine si dezordine. Ceea ce este simultan si suprapus pe YouTube duce
spre multe modalitdti de a interpreta evenimentul muzical.

CAPITOLUL IV - CUM S-AU SCHIMBAT INCORPORAREA, CONSERVAREA S|
REPREZENTAREA PRIN INVATAREA VIRTUALA A MUZICIl ROMANESTI?

incorporarea

Simplul act de a fi ascultat o lucrare traditionala interpretata de numerosi
artisti prin diverse inregistrari, de a fi decis asupra propriei interpretari a lucrarii si,
in final, de a o impartdsi sub forma unei interpretari sau a unei inregistrari devine
o declaratie muzicala care va trdi in artist. Cu cat cineva interpreteaza mai des o
lucrare muzicald, cu atat mai consolidatd va fi incorporarea de catre muzician a
unei anumite lucrari.

Marja-Leena Juntunen ofera o perspectiva interesanta a Tncorporarii. O
redam mai jos:

»Notiunea de incorporare poate fi definitd, asa cum afirma Varela,
Thompson si Rosch (1991), in acord cu Merleau-Ponty, drept integrarea corpului
fizic sau biologic si a corpului trdit, experiential sau fenomenologic, sugerand o
retea care integreaza gandirea, fiinta, actiunea siinteractiunea. Cf. Schiavo (2014),
conceptul a fost dezvoltat initial in domeniile fenomenologiei (de ex. Merleau-
Ponty, 1945), psihologiei ecologice (Gibson, 1977), lingvisticii (Lakoff & Johnson,
1980, 1999) si biologiei teoretice (Maturana & Varela, 1980).

Notiunea fenomenologica de incorporare pune accentul pe intelegerea
holistica a fiintei umane si a modurilor incorporate de a se cunoaste pe sine, pe
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ceilalti si lumea. Tn stiinta cognitivd, notiunea evidentiazd , modelele
senzorimotoare concrete de actiune si perceptie care stau la baza existentei-in-
lume a unui sistem cognitiv”. (Schiavio 2014, 254). Perceptia si comportamentul,
actiunea si cognitia sunt privite ca reciproc dependente si profund intretesute in
experienta noastra pamanteascd. Cognitia Tncorporata pune accentul pe rolul
corpului uman ca mediator pentru formarea sensului (Leman & Maes, 2014)”">°
(Juntunen, 2017).

Pentru Merleau-Ponty, incorporarea este conceptul conform caruia
experienta trditd, perceptia si emotiile transmise sunt toate interconectate si
formeaza un intreg. Aceasta abordare a fost sustinuta si de filozofi precum
Heidegger si oameni de stiinta precum Varela. Toti acesti savanti au propus
abordarea unei experiente complete minte-corp (Corness, 2008). Conform
teoreticienilor incorporarii, am vorbi mai degraba despre o experienta incluziva a
corpului si a mintii.

Acestea fiind spuse, Tncorporarea poate ardta si fi perceputa diferit intr-un
spatiu virtual sau fata-in-fatd. Totusi, un nivel foarte inalt de incorporare se poate
atinge in asimilarea unei experiente online. De asemenea, poate fi verificata si
confirmata odata ce asimilarea poate fi demonstrata intr-un spatiu fizic de catre
artist.

Cheia experientei incorporarii Tn muzica este faptul ca organismul foloseste
memoria muscularg, instinctele si obiceiurile, dar in centrul tuturor acestora se
afla perceptia. Prin experientd, simturile noastre ofera o contributie mediului
nostru si invers. Cu toate acestea, aceasta contributie nu este dobanditd Thainte
de a fi perceputd. Asadar, perceptia rezulta din constientizarea de sine si din
prezenta noastra in experienta prezenta. Dacd transpunem aceasta experientd in
muzicd, faptul de a canta la instrument, de a interpreta, devine o experientd de
fncorporare prin conceptul de a face. Mai mult, este important sa intelegem ca
experienta muzicala a interpretului este perceptia iTncorporata a intentiilor sale
muzicale (Corness, 2008)"'". Astfel, prin extensie, orice lucrare interpretata de
muzician devine o intrupare a vointei sale; cand un artist canta,,Saraca inima mea”
sau,,Dragoste de tigan”, cantd propria saincarnare a acestor piese. ,,Semnificatia
muzicala impadrtaseste cu toate celelalte forme de semnificatie acea
fundamentare primordiald in perceptie, manipularea obiectelor, miscdrile
corporale si tiparele de sentimente care stau la baza perceptiei noastre despre o
lume cu sens”" (Johnson, 1997, p. 101). Conceptia si sentimentele noastre despre
metoda de realizare sunt direct legate de cunostintele actuale ale artistului, de
experienta sa, de cunostintele sale muzicale si de viatd, precum si de starea de
spirit a artistului iTn momentul asimilarii lucrdrii. Toti acesti factori influenteaza
modul in care artistii integreaza si absorb lucrarile in corpul si viata lor. Acesti
factori au un impact la fel de puternic asupra modului in care interpreteaza
repertoriul.

50 Juntunen, M. L. (2017). Embodiment in music teaching and learning. Finnish Journal of Music
Education, 20(1), 117-126.

51 Ibid.
152 Johnson, M. L. (1997). Embodied musical meaning. Theory and Practice, 22, 95-102.
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Indiferent de toate acestea (la distanta sau fatd-in-fatd), incorporarea are
loc. Ceea ce diferad este modul in care Tncorporarea se dezvolta in artist atunci cand
acesta fnvata muncind notele, frazdrile, interpretarea etc. Unul dintre cele mai
stralucite exemple recente de incorporare este cat de inspiratoare este tanara
generatie de interpreti online prin faptul ca si asuma responsabilitatea pentru
muzicd, prin modul in care relationeaza si prezinta cu afectiune diferite lucrari.
Artisti precum CaRadJa, care si-au dezvoltat o comunitate serioasa de urmadritori,
demonstreaza o adevdrata dedicare fata de incorporarea si conservarea stilului.

Conservare

In privinta conservarii, ceea ce este minunat la prezenta online este c3
majoritatea interpretilor acestui stil muzical au propriile canale pe YouTube, unde
inregistrdrile sunt disponibile tuturor si pot fi consumate in diferite momente,
pana cand artistul alege sa elimine filmarile. Mai mult, posibilitatea de a ascultain
diverse ocazii si de a ,,distribui” catre altii cu un click influenteaza intr-adevar
disponibilitatea acestui tip de muzica. Cu atat mai mult cu cat multe evenimente
cu participare fizica unde aceasta muzica ar fi disponibila sunt, Tn anumite cazuri,
private si, prin urmare, sunt uneori accesibile prin inregistrari si postari online. Prin
faptul ca acest repertoriu este atat de usor accesibil unei lumi intregi de
consumatori, se asigura conservarea si continuarea muzicala a acestui stil.

Reprezentare

Ceea ce este fascinant la prezenta online, in special a generatiei mai tinere,
este modul Tn care se prezinta plini de mandrie, dand mai departe o forma
muzicalda cu o istorie indelungata. Acesti violonisti aleg sa contribuie la
perpetuarea acestei forme de artd si a mostenirii sale, intr-un spatiu diferit, unul
care se aseamadna cu obiceiurile lor zilnice (derulare, postari, consum de publicatii
din social media). Au astfel ocazia sa aduca o arta traditionald intr-un spatiu
modern, aruncand o lumind noua asupra moduluiin care muzica este reprezentata
si perceputd de publicul sdu mai tanar. In anumite cazuri, o forma de arta care
pdrea sa apartind trecutului sau sa fie demodatd gaseste un public mai tanar. Am
observat asta la propriii mei studenti din Canada: dupa ce am introdus o parte din
acest material, am adolescenti canadieni care invata vioara cu mine, care asculta
activ siTnvata o parte din repertoriul traditional romanesc si aduc acest repertoriu
la orele lor. Entuziasmul pentru repertoriul traditional romanesc la o generatie de
tineri care nu are legaturi cu Romania este pur si simplu un fenomen frumos. In
multe feluri, acesti violonisti, poate etnomuzicologi debutanti, au adoptat forma
de arta si mediul prin care este cel mai usor de accesat. Mai mult, pentru unele
persoane, ar putea elimina si o parte din intimidarea resimtita la abordarea unui
gen nou.

CONCLUzII

In concluzie, posibilitatea de a creste ca muzician prin accesul la surse
online este remarcabild. Da, pierderea contextului, a semnificatiei etnografice si
prezentei in jurul repertoriului este diferita, dar creeaza un spatiu pentru noi
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activitati de teren online cu diferite tipuri de consum muzical virtual. Exista
posibilitatea de a crea un nou tip de prezenta romaneasca - fie perpetuarea unei
prezente online, fie un nou context pentru spectacole cu prezenta fizica cu
repertoriu dobandit in spatiul online. Perpetuarea muzicii traditionale romanesti
este cel maiimportant aspect a ceea ce facem ca sustinatori ai muzicii traditionale:
sa distribuim, sa predam, sa interpretam si sa facem toate acestea pentru orice
public, student sau spectator care doreste si este interesat. Mediul nu este
subiectul si nu ar trebui tratat ca atare.

In aceasta conferinta, am folosit ca studiu de caz prezenta vietii muzicale
romanesti in Canada, care este vie si prosperd datorita invatarii si absorbtiei
repertorului online, activitatii de teren din Romania, activitatii de teren locale si
schimburilor dintre membrii comunitatii si prezentei unor piloni ai muzicii
romanesti in aceastd tard. In cele din urm3, perpetuarea acestei muzici si
transmiterea ei este cel mai fncantator aspect in ceea ce facem.

REFERENCES

Alerby, E., &Ferm, C. (2005). Learning music: embodied experience in the life-
world. Philosophy of Music Education Review, 13(2), 177-185.

Aubert, L. (2000). Le défi de la représentation. Musiques du monde, produits de
consommation, 101-143.

Brown, M. E. (2020). Methods for web-based teaching: An introduction for string
music educators. American String Teacher, 70(4), 19-22.

Cook, N. (2013). Beyond the score: Music as performance. Oxford University
Press.

Corness, G. (2008). The musical experience through the lens of
embodiment. Leonardo Music Journal, 18, 21-24.

Deschénes, B. (2008). La transmusicalité: ces musiciens occidentaux qui optent
pour la musique de I’«autre». MUSICultures.

Dewey, J. (1934). Having an experience.

Johnson, M. L. (1997). Embodied musical meaning. Theory and Practice, 22, 95-
102.

Juntunen, M. L. (2017). Embodiment in music teaching and learning. Finnish
Journal of Music Education, 20(1), 117-126.



224

IMMATERIAL HERITAGE RESEARCH
THROUGH FUNDING FROM THE
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SUMMARY

Researching Romanian cultural immaterial heritage and recording the
traditional dances is an urgent matter. This task requires knowledge,
resources, and funds, which are available through the Administratia
Fondului Cultural National (AFCN). Alba County, through the Augustin Bena
Cultural Center has developed several projects that have undertaken
research on the specificity and the characteristics of the major traditional
dances found in Alba County: Haiddu, Cdluser, and Purtata fetelor.This
research has been done on site in collaboration with specialists, who shared
their knowledge of the dances, music, and ethnography and by analyzing
the archives of the Cultural Center and the county’s previous field records
collected from the 1970s to the 1990s. The results of this research have been
recorded and published in three AFCN books together with accompanying
CDs. The Centre has organized an annual festival Culturd pentru Culturd for
the last seventeen years which aims to research, conserve, promote, and
develop the cultural heritage of Alba County, and have also arranged more
than forty ethnographic exhibitions in every major village, encouraging the
local communities to preserve their heritage and keep the local authentic
traditions alive.

REZUMAT

Cercetarea patrimoniului cultural imaterial romdnesc si inregistrarea
dansurilor traditionale reprezintd o problemad urgentd. Aceastd sarcind
necesitd cunostinte, resurse si fonduri, disponibile prin intermediul
Administratiei Fondului Cultural National (AFCN). Judetul Alba, prin
intermediul Centrului Cultural Augustin Bena, a dezvoltat mai multe
proiecte care au intreprins cercetdri privind specificul si caracteristicile
principalelor dansuri traditionale din judetul Alba: Haiddu, Cdluser si
Purtata fetelor. Aceastd cercetare a fost realizatd la fata locului, in
colaborare cu specialisti, care si-au impdrtdsit cunostintele despre dansuri,
muzicd si etnografie, precum si prin analizarea arhivelor Centrului Cultural
si a inregistrdrilor de teren anterioare ale judetului, colectate din anii 1970
pdnd in anii 1990. Rezultatele acestei cercetdri au fost inregistrate si



225

publicate in trei cdrti AFCN, impreund cu CD-uri insotitoare. Centrul
organizeazd anual, de saptesprezece ani, festivalul Culturd pentru Culturd,
care fsi propune sd cerceteze, sd conserve, sd promoveze si sd dezvolte
patrimoniul cultural al judetului Alba si a organizat, de asemenea, peste
patruzeci de expozitii etnografice in fiecare sat important, incurajand
comunitdtile locale sd Tsi pdstreze mostenirea si sd mentind vii traditiile
autentice locale.
Keywords

Traditional Dance, immaterial heritage, records, funding, preservation.

INTRODUCTION

The research, conservation and promotion of Romania’s intangible cultural
heritage represents a national urgency, requiring systematic research, rigorous
documentation and the transmission of traditional knowledge to new
generations. Among the most valuable elements of this heritage are traditional
dances and folk games, which preserve local identity, community cohesion and
the history of the nation. However, researching and conserving these values
involves specialist expertise, time and financial resources, which are often limited
within local communities and cultural institutions.

In Romania, the National Cultural Fund Administration (AFCN) represents a
valuable funding mechanism for supporting cultural projects, including those
dedicated to the research and conservation of intangible heritage. However,
competition for AFCN funding requires not only the drafting of well-structured
and well-argued projects, but also a clear vision of how heritage conservation can
be sustainable in the long term.

In Alba County, the Augustin Bena Cultural Centre has successfully used
AFCN funding to develop projects dedicated to the research, documentation and
promotion of local traditional dances such as Haiddul, Jocul Caluserilor si Purtata
fetelor. These projects have led to the publication of specialist volumes containing
musical-choreographic transcriptions of the dances, accompanied by video
recordings that ensure the transmission of the dances both to researchers,
ethnographers, choreologists and choreographers, as well as to tradition
keepers, enthusiasts, instructors and dancers. In addition, initiatives such as the
annual ,,Culturd pentru Culturd” festival and the numerous ethnographic
exhibitions organised across the county have actively engaged local communities,
encouraging villagers to open their heritage chests and participate directly and
actively in the conservation and revitalisation of their own cultural heritage.

This article aims to analyse how AFCN funding has facilitated the systematic
research of intangible cultural heritage in Alba County, with a focus on the
conservation of traditional dances. We will present the methods used in
fieldwork, documentation, transcription and community dissemination,
demonstrating the impact and limitations of AFCN-funded projects in ensuring the
continuity of living traditions in contemporary society.
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TRADITION, MEMORY AND RESEARCH: THE INTANGIBLE CULTURAL HERITAGE
OF ALBA COUNTY

Alba County, located in the heart of Transylvania, represents a space of
remarkable cultural diversity, where traditions, customs, crafts and folkloric
creations continue to play an essential role in shaping local and regional identity.
From the mountain areas of the Apuseni, where the communities of the Moscani
preserve archaic practices, to the valleys of the Tarnave and Mures rivers, where
traditional dances and customs form a living heritage, Alba County offers a
valuable framework for the research of intangible cultural heritage., customs,
crafts and folkloric creations continue to play an essential role in shaping local and
regional identity. From the mountain areas of the Apuseni, where the
communities of the Moscani and Moti preserve archaic practices, to the valleys of
the Tarnave and Mures rivers, where traditional dances and customs form a living
heritage, Alba County offers a valuable framework for the research of intangible
cultural heritage., customs, crafts and folkloric creations continue to play an
essential role in shaping local and regional identity. From the mountain areas of
the Apuseni, where the communities of the Moscani and Moti preserve archaic
practices, to the valleys of the Tarnave and Mures rivers, where traditional dances
and customs form a living heritage, Alba County offers a valuable framework for
the research of intangible cultural heritage. Aceastd bogatie etnografica se
reflecta in diversitatea costumelor populare, a repertoriului coregrafic, a
cantecului traditional si a obiceiurilor de peste an, evidentiind specificul fiecarei
zone etnografice din judet.

The variety of the choreographic folklore of Alba County is distinguished
by the geographical specificity of its settlements. The traditional games from the
villages in the valleys of the Mures and Tarnave rivers appear as an extension of
the Transylvanian Plain tradition and reach forms bordering on virtuosity,
especially in the young men’s dances. The folklore of the Moti is particularly
representative of the inhabitants of the Apuseni Mountains, just as the shepherd’s
folklore is specific to the Moscani of the Southern Carpathian highlands.

In the context of contemporary social transformations and globalisation,
the research, conservation and valorisation of the intangible cultural heritage of
Alba are becoming urgent priorities for the preservation of cultural identity.
Research projects supported through National Cultural Fund Administration
(AFCN) funding offer a concrete opportunity to document and bring to light
authentic traditional values, contributing to the enrichment of the ethnographic
knowledge base and the creation of resources for education, artistic training and
cultural promotion. The documentation of traditional dances, customs and
musical repertoires becomes an act of recovery of the spiritual values created by
past generations, at a time when rural communities are changing their social
structures and losing contact with traditional forms of cultural expression.

In the words of Master Theodor Vasilescu, “Through the initiative of
cultural institutions to support the collection and publication of traditional
dances, the work begun long ago but unfinished is continued — that of recovering
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the spiritual values produced by past generations in the folkloric heartlands of the
country. Without doubt, given the conditions of the contemporary village today,
we can no longer speak of collecting from the village players. Their generation no
longer exists, just as the phenomenon of the ‘village round dance’ no longer
exists, and the current generation has entirely different concerns. Now the
sources of information are very different: old recordings, finding descendants of
the old village dancers who inherited and preserved the gift for dance from their
parents, or even elderly locals forgotten by time...” (Citation)

This perspective underlines the urgent need for research and digital
archiving projects for intangible heritage, making use of existing resources —
video archives, oral testimonies, field interviews — in order to save what can be
saved and to provide researchers, choreographers, teachers and folk ensembles
withuse of existing resources - arhive video, marturii orale, interviuri de teren -
pentru a salva ceea ce poate fi salvat si pentru a pune la dispozitia cercetatorilor,
coregrafilor, profesorilor si ansamblurilor folclorice materiale de studiu

Alba County is located in the centre of Romania, in the south-western part
of Transylvania, bordered by the counties of Cluj, Mures, Sibiu, Hunedoara, Arad
and Bihor. Este un spatiu cu 0o mostenire istorica si culturala valoroasa, cuprinzand
o parte importanta a Podisului Transilvaniei, Depresiunea Colinelor Metalifere sia
Muntilor Apuseni, cu un relief variat ce include munti, dealuri si campii
subcarpatice. Judetul Alba are o populatie de aproximativ 330.000 de locuitori si
o suprafata de 6.242 km?, fiind cunoscut pentru bogatia sa culturalg, istorica si
etnograficd, pdstrand traditii vii, mestesuguri populare si un folclor divers, cu
specific local. Alba County has had its current form only recently, specifically after
the fall of communism when the administrative-territorial organisation was
substantially modified and the communist-era districts were abolished.

The Romanian maps of 1952 and 1960 indicate major structural changes
and show that the current Alba County was previously divided between the
neighbouring counties — formerly the districts of Cluj, Hunedoara, Mures, Sibiu
as well as Bihor and Valcea. Thus, the ethnographic richness of Alba County and
the major differences between its folkloric areas are no coincidence.

Bordering no fewer than 7 counties today (Sibiu, Valcea, Hunedoara, Arad,
Bihor, Cluj and Mures), Alba County has 12 ethnographic zones'3 distincte:

1. Moscdnimea Ampoiului (Ampoita, Tauti, Metes, Presaca Ampoiului, Fenes,
Valea Micd, Patrangeni, Trampoiele, Valea Dosului)

2. Moscanimea Muntilor Trascdu (Mogos, Ponor, Geoagiu, Ramet, Intregalde)
Moscanimea Vaii Ariesului (along the middle course of the Aries - Lupsa, Baia
de Aries, Salciua, Posaga, Ocolis)

4. Buciumanimea (Bucium commune - 6 villages: Bucium-Poieni, Bucium-Sasa,
Bucium-Sat, Bucium-Cerbu, Bucium-Muntari, Bucium-Izbita)

5. Tara Motilor (the central area of the Apuseni Mountains, comprising the
communes in the upper Aries basin, from Campeni upwards: Vadu Motilor,
Vidra, Avram lancu, Albac, Garda de Sus, Arieseni, etc.)

153 Tutuianu, 2015:313
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6. The Sebes Valley (the area linking up with Oltenia - the villages of Sugag,
Sasciori, Laz, Pianu, Salistea, etc.)

7. The Mures Valley (Lunca Muresului, Miraslau, Ocna Mures, Hoparta, Noslac)

8. The “Alba Iulia” Zone (villages on the left bank of the Mures — Oarda de Jos,
Oarda de Sus, Dumbrava, Busa, Ciugud, Drambar, Teleac, Hdpria, Straja,
Henig, Berghin, Dumitra, Totoi)

9. The “TaraVinului” Zone - Alba lulia Wine Region (the right bank of the Mures
- from Vintu de Jos, Paclisa, Barabant, @ard, Ighiu, Ighiel, Telna, Cricau, Galda
de Jos, Craiva, Tibru, Bucerdea Vinoasa, to Stremt)

10. The Tarnavelor Zone (continuation of the Alba lulia wine region, along the
valleys of the Tarnava Mare and Tarnava Micd rivers which merge at Blaj and
flow into the Mures - Blaj, Bdlcaciu, Jidvei, Cetatea de Baltd, Valea Lunga,
Sona, Craciunelu de Jos, Cenade, Ohaba, Rosia de Secas)

1. The Aiud Zone (around the town of Aiud - the communes of Radesti,
Lopadea Noud, Hoparta, Farau, Ciumbrud, Livezile, Ciuguzel)

12. The Secaselor Plateau Zone (bounded by the valleys of the Mures, Tarnava
Mica and Tarnava Mare to the NW and N, the Visa Valley to the E, the Sebes
Valley to the W and the Cindrel Mountains to the S - Cut, Daia Romang, Deal,
Spring, Ohaba, Dostad, Calnic, Berghin, Garbova de Sebes, Rosia de Secas.

It is within this cultural and geographical context that the activity of the
Augustin Bena Alba Cultural Centre takes place, a public cultural institution under
the authority of the Alba County Council, with its main objectives being the
promotion of national and universal cultural values, continuing education in the
arts and crafts, the research, conservation, promotion and valorisation of
Romanian traditional practices and folk creation, as well as the organisation of
cultural and artistic events. Established in 2007 through the reorganisation of the
former Popular School of Arts and Crafts and the Centre for the Promotion of
Traditional Culture and Folk Creation of Alba, the centre was officially inaugurated
on 1 October 2007, around the time of the 127th anniversary of the birth of
composer Augustin Bena.

From the outset, the institution has sought to offer cultural products and
services as elements of social development and regeneration for the communities
of the county, contributing to the strengthening of the cultural and artistic
education of young people and to the organisation of cultural activities dedicated
to leisure time. The Centre’s activity has diversified through the establishment of
the Alba County Folk Ensemble and the Alba County Brass Band, ensembles that
have confirmed their necessity at both local and national level. In the period 2018-
2019, the Augustin Bena Alba Cultural Centre expanded its activity through the
creation of the Service for Research and Valorisation of Material and Intangible
Cultural Heritage, which includes the Ethnography and Folklore, and National
Minorities departments, as well as through the development of the Service for
the Administration, Promotion and Valorisation of Cultural and Artistic Products
and Services, also involving structures for professional certification and cultural
promotion.
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The Romanian Ethnography and Folklore Department has the role of
coordinating research, recording, conservation and valorisation activities for
material and intangible cultural heritage, developing strategies, programmes and
projects in the field, in collaboration with institutions, organisations and
individuals with similar responsibilities in the country and abroad. The centre also
supports the organisation of cultural events, congresses, symposia, tourism
promotion activities for cultural objectives in Alba County and quality certification
activities for traditional cultural products and services. Through these
endeavours, the “Augustin Bena” Cultural Centre actively contributes to the
preservation and valorisation of local cultural heritage, offering communities
organised and professional access to the cultural values of Alba County,
supporting the conservation of local identity in harmony with the promotion of
national and universal cultural values.

PRESERVING THE MEMORY OF TRADITIONAL DANCE THROUGH AFCN
PROJECTS: HAIDAUL, PURTATA FETELOR AND JOCUL CALUSERILOR IN ALBA
COUNTY

Choreographic heritage constitutes a fundamental component of
intangible cultural heritage, reflecting the identity, values and collective memory
of communities through specific forms of artistic expression. Dansurile
traditionale nu sunt doar manifestari artistice, ci si lianturi esentiale ale coeziunii
sociale, ale ritualurilor si a perpetudruii cunostintelor din genethe transmission of
knowledge from generation to generation. In the context of the accelerated
socio-cultural changes in which we find ourselves, the protection, documentation
and promotion of intangible heritage and traditional choreographic folklore
represent priority objectives for the conservation of cultural diversity, preserving
our identity and strengthening our sense of belonging.

The projects funded by the National Cultural Fund Administration (AFCN)
— Haidaul, Purtata fetelor si Jocul Caluserilor — constitute relevant examples of
cultural interventions dedicated to the revitalisation and support of Romanian
traditional dance. These initiatives aim not only to preserve specific
choreographic elements, but also to recontextualise them in the contemporary
environment, in order to increase the visibility and accessibility of choreographic
heritage. The following presentation offers an analysis of each project,
highlighting their contribution to the conservation of intangible cultural heritage
and to the development of choreographic discourse in Romania.

HAIDAUL - CHOREOGRAPHIC FOLKLORE FROM ALBA COUNTY

The Haidaul project was carried out in partnership with Salina Turda and
the Zestrea Satelor Cultural Association and forms part of a broad cultural
programme co-funded by AFCN. The performance and research were carried out
in collaboration with several institutions and local communities in Alba County,
such as the town halls of Teius, Unirea, Hoparta and others.

The men’s dance Haiddulbelongs, by its structure, to the large group of
young men’s dances characteristic of the majority of Transylvanian ethno-folkloric
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areas. Prin forma sa de executie, in care este de nelipsit bastonul, si prin the
particularities of execution (the clapping done with the left hand on various
segments of the left leg, while the dancer’s right arm rests on the stick), the dance
reveals its origin and kinship with the caluseri dances present in almost all
traditional areas of Transylvania.

Haiddulis a young men’s dance from the category of Romanian folk games
played in the localities around the town of Aiud in Alba County. A fost atestat
documentarin sec. al XVI-lea, dar are origini mult mai vechi. Arealul in care se joaca
acest dans este destul de restrans: pe Valea Muresului mijlociu, mai precis din zona
Ocna Mures pana spre Teius. Dansul are ca principale figuri ponturile in plimbare
sau cu sprijin, salturile Tnalte, flexiunile adanci, ghemuirile and rasucirile. Haidaul
este numit and dans fecioresc de batd, fiind singurul dans cu bdtaie pe mana
stangd, motiv pentru care feciorii aveau nevoie de sprijin. Dacd la inceput feciorii
se sprijineau in bata, Tncepand cu anii 30 s-a pus un mare accent pe dansul mixt,
in care fetele aveau and rolul de a sprijini feciorii in executarea batdilor pe cizma,
cu mana stanga, and a sariturilor.

The beauty of the dance was further enhanced by the girls’ pirouettes
performed under the young man’s arm. Indeed, it is assumed that, initially, the
dance consisted of three parts: Ponturi in plimbare (sequences in procession),
Purtata de fete (Girls’ Procession) and Ponturi pe loc (cu sprijin). Ulterior, Purtata
broke away as an independent girls’ dance, retaining elements of the men’s
dance, perfectly integrated into its movement units, while Feciorescul de bata
evolved, so that today it is performed both as a men’s dance, using the stick as a
point of support, and as a mixed dance, using the girl as a point of support.

PURTATA - THE DANCE OF GIRLS AND YOUNG WIVES FROM THE TARNAVE
VALLEY

In 2021, the Augustin Bena Alba Cultural Centre carried out a project
dedicated to the research, conservation and promotion of the Purtata custom
from the Tarnave Valley. The project included choreographic research in
numerous localities, the production of two photography exhibitions, a
documentary film and a book containing the choreographic suites transcribed
melodically and choreographically.

Purtata is a traditional women’s dance, specific to the rural communities
of the Tarnave Valley, with roots in the Middle Ages. This ritual dance involves a
line of women stepping in a rhythmic pace, accompanied by specific songs
transmitted orally across generations. The a culminat cu un spectacol muzical-
coregrafic, sustinut de Ansamblul Folcloric al Judetului Alba si interpreti renumiti
ai folclorului roméanesc, promovand astfel o parte valoroasa a patrimoniului
imaterial local.

Within the project, team members carried out choreographic research in
the localities of: Capalna, Feisa, Biia, Cetatea de Balta, Craciunelu de Sus, Sancel,
Panade, Craciunelu de Jos, Lunca, Lupu - folkloric centres where these women’s
and girls’ dances were practised —care sunt vetre folclorice unde s-au practicat
aceste jocuri de femei and — and completed the two photography exhibitions and
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the documentary film on the purtatele from the Tarnave Valley. Folklore
specialists transcribed the choreographic suites of the Tarnave Valley melodically
and choreographically, which were materialised in the form of a printed book.

THE CALU$ERI DANCE OF ALBA COUNTY - MUSICAL-CHOREOGRAPHIC FOLKLORE

The project won in 2022 and implemented in 2023 aimed at the research

and conservation of the cdluseri dance from Alba County, an integral part of the

calus ritual recognised by UNESCO as intangible heritage of humanity. Echipa

Centrului de Cultura a desfdsurat o cercetare extinsa in localitati din Valea

Muresului Mijlociu, Valea Sebesului, Muntii Apuseni si Podgoria Albei, pentru
identificarea si culegerea acestor jocuri traditionale barbatesti.

The aim of the project was the recovery, conservation and transmission of
the caluseri dance as an important parta of the choreographic folklore of Alba
County, through the creation of an archive of written and audio-visual documents,
as well as through its presentation in itinerant musical-choreographic
performances.

Project team members carried out choreographic research in the Middle
Mures Valley area, the Sebes Valley, the Moscanimea of the Apuseni Mountains
and the Alba Wine Region, in order to identify and collect the caluseri dances
preserved in collective memory. This ethnographic wealth is reflected in the
diversity of folk costumes, choreographic repertoire, traditional songs and year-
round customs, highlighting the specificity of each ethnographic area in the
county.

CONCLUSIONS

The collection, conservation and promotion of intangible cultural
heritage, particularly traditional dances, represents an imperative for the
preservation of the identity of the communities of Alba County and for ensuring
the continuity of the authentic Romanian choreographic repertoire. The projects
supported by the National Cultural Fund Administration (AFCN) have
demonstrated that through rigorous documentation, musical-choreographic
transcription and the production of video recordings, valuable traditional dances
such as Haidaul, Jocul Caluserilor and Purtata fetelor can be saved and
reactivated, bringing them from the heritage chest to the attention of
communities and younger generations.

At the same time, these endeavours show that choreographic heritage
cannot be conserved through documents alone, but requires living practice within
communities, and the direct involvement of local people, dancers and instructors
becomes essential for the transmission of the authentic repertoire. n judetul
Alba, proiectele implementate de Centrul de Cultura,,Augustin Bena” evidentiaza
the fact that traditional dances can remain relevant and can contribute to
community cohesion when they are systematically researched, professionally
archived and promoted through educational activities, festivals and specialist
publications.
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In a context marked by the gradual loss of local customs and dances, the
support for the collection, conservation and promotion of authentic
choreographic repertoire with the help of AFCN remains a strategic cultural
necessity. Only through such continuous, well-grounded projects can the
choreographic heritage of Alba County preserve its place in the cultural identity
of Romania and be transmitted, alive and relevant, to new generations.

CERCETAREA PATRIMONIULUI IMATERIAL PRIN
FINANTARE DIN ADMINISTRATIA FONDULUI
CULTURAL NATIONAL (AFCN) DIN JUDETUL ALBA,
ROMANIA

Cuvinte cheie
Dans traditional, patrimoniu imaterial, inregistrari, finantare, conservare.

INTRODUCERE

Cercetarea, conservarea si promovarea patrimoniului cultural imaterial al
Romaniei reprezinta o urgenta nationald, necesitand cercetare sistematica,
documentare riguroasd si transmiterea cunostintelor traditionale catre noile
generatii. Printre cele mai valoroase elemente ale acestui patrimoniu se numara
dansurile traditionale si jocurile populare, care pastreaza identitatea localg,
coeziunea comunitatilor si istoria neamului. Totusi, cercetarea si conservarea
acestor valori implica expertiza de specialitate, timp si resurse financiare, adesea
limitate n cadrul comunitatilor locale si ale institutiilor culturale.

In Romania, Administratia Fondului Cultural National (AFCN) reprezintd un
mecanism valoros de finantare pentru sprijinirea proiectelor culturale, inclusiv a
celor dedicate cercetdrii si conservarii patrimoniului imaterial. Cu toate acestea,
competitia pentru obtinerea fondurilor AFCN impune nu doar redactarea unor
proiecte bine structurate si argumentate, ci si o viziune clara asupra modului in
care conservarea patrimoniului poate fi sustenabild pe termen lung.

In judetul Alba, Centrul de Culturd Augustin Bena a reusit sa utilizeze cu
succes finantdrile AFCN pentru a dezvolta proiecte dedicate cercetarii,
documentarii si promovarii dansurilor traditionale locale precum Haiddul, Jocul
Cdluserilor si Purtata fetelor. Aceste proiecte au dus la publicarea unor volume de
specialitate care contin transcrierea muzical-coregrafica a dansurilor, insotite de
inregistrari video care asigura transmiterea dansurilor atat catre cercetatori,
etnografi, coreologi si coregrafi, cat si cdatre pastratori de traditii, pasionati,
instructori si dansatori. In plus, initiativele precum festivalul anual ,,Culturd pentru
Culturd” si numeroasele expozitii etnografice organizate in judet au implicat activ
comunitatile locale, incurajandu-i pe sateni sa deschida lada de zestre si sa
participe direct si activ la conservarea si revitalizarea propriului patrimoniu
cultural.
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Acest articol 1si propune sa analizeze modul in care finantarile AFCN au
facilitat cercetarea sistematica a patrimoniului cultural imaterial in judetul Alba, cu
un accent pe conservarea dansurilor traditionale. Vom prezenta metodele
utilizate in cercetarea pe teren, documentare, transcriere si diseminare Tn
comunitate, demonstrand impactul si limitele proiectelor finantate prin AFCN in
asigurarea continuitatii traditiilor vii in societatea contemporana.

TRADITIE, MEMORIE S| CERCETARE: PATRIMONIUL CULTURAL IMATERIAL AL
JUDETULUI ALBA

Judetul Alba, situat in inima Transilvaniei, reprezinta un spatiu de o
remarcabila diversitate culturala, in care traditiile, obiceiurile, mestesugurile si
creatiile folclorice continud sa joace un rol esential in conturarea identitatii locale
si regionale. De la zonele montane ale Apusenilor, unde comunitatile motilor si
mocanilor pastreaza practici arhaice, pana la vaile Tarnavelor si Muresului, unde
dansurile si obiceiurile traditionale alcdtuiesc un patrimoniu viu, judetul Alba ofera
un cadru valoros pentru cercetarea patrimoniului cultural imaterial. Aceasta
bogdtie etnografica se reflectd in diversitatea costumelor populare, a
repertoriului coregrafic, a cantecului traditional si a obiceiurilor de peste an,
evidentiind specificul fiecarei zone etnografice din judet.

Varietatea folclorului coregrafic al judetului Alba se evidentieaza dupa
specificul geografic al asezarilor. Jocurile traditionale din satele de pe vadile
Muresului si Tarnavelor apar ca o prelungire a specificului Campiei Transilvane si
ating forme ce frizeaza virtuozitatea, mai ales in jocurile fecioresti. Folclorul
Motilor fi reprezinta in chip particular pe acestilocuitori ai Muntilor Apuseni, dupa
cum folclorul ciobdnesc este specific mocanilor de pe plaiurile din Carpatii
Meridionali.

In contextul transformarilor sociale contemporane si al globalizarii,
cercetarea, conservarea si valorificarea patrimoniului cultural imaterial din Alba
devin prioritati urgente pentru pastrarea identitatii culturale. Proiectele de
cercetare sprijinite prin finantarile Administratiei Fondului Cultural National
(AFCN) ofera o oportunitate concretd de a documenta si de a aduce la lumind
valori traditionale autentice, contribuind la imbogatirea fondului de cunoastere
etnografica si la crearea de resurse pentru educatie, formare artistica si
promovare culturald. Documentarea dansurilor traditionale, a obiceiurilor si a
repertoriilor muzicale devine un act de recuperare a valorilor spirituale create de
generatiile trecute, intr-un moment in care comunitatile rurale fsi schimba
structurile sociale si pierd contactul cu formele traditionale de manifestare
culturala.

In cuvintele Maestrului Theodor Vasilescu, ,,Prin initiativa unor foruri
culturale, de a sustine culegerea si publicarea de jocuri traditionale, se continua
opera, iInceputa mai de mult, dar neterminata, de recuperare a valorilor spirituale
produse de generatiile trecute, in vetrele folclorice ale tarii. Fara indoiald, in
conditiile a ceea ce este azi satul contemporan, nu mai putem vorbi de culegeri de
la jucatorii satului. Generatia lor nu mai existd, dupa cum nu mai exista fenomenul
‘horei satului’, iar generatia actuala are cu totul alte preocupari. Acum sursele de
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informare sunt mult diferite: vechi filmari, gasirea unor descendenti ai vechilor
jucdusi din sate, care au dobandit de la parinti si au pastrat darul pentru dans, sau
chiar batrani localnici uitati de vreme...”

Aceasta perspectiva subliniaza necesitatea urgenta a proiectelor de
cercetare si arhivare digitala a patrimoniului imaterial, valorificand resursele
existente — arhive video, marturii orale, interviuri de teren — pentru a salva ceea ce
poate fi salvat si pentru a pune la dispozitia cercetatorilor, coregrafilor,
profesorilor si ansamblurilor folclorice materiale de studiu relevante. In judetul
Alba, unde traditia dansului romanesc isi gdaseste unele dintre cele mai valoroase
forme, de la dansurile ritualice de ceata pana la jocurile fecioresti cu figuri
spectaculoase, astfel de proiecte contribuie nu doar la conservare, ci si la
revitalizarea practicilor culturale prin integrarea acestora in programe
educationale si activitati artistice.

Judetul Alba se afla in centrul Romaniei, in partea de sud-vest a
Transilvaniei, avand ca vecini judetele Cluj, Mures, Sibiu, Hunedoara, Arad si Bihor.
Este un spatiu cu o mostenire istorica si culturala valoroasa, cuprinzand o parte
importanta a Podisului Transilvaniei, Depresiunea Colinelor Metalifere si a
Muntilor Apuseni, cu un relief variat ce include munti, dealuri si campii
subcarpatice. Judetul Alba are o populatie de aproximativ 330.000 de locuitori si
o suprafata de 6.242 km?, fiind cunoscut pentru bogatia sa culturalg, istorica si
etnograficd, pdstrand traditii vii, mestesuguri populare si un folclor divers, cu
specific local. Judetul Alba are forma actuala de putin timp, mai exact dupa
caderea comunismului cand organizarea administrativ-teritoriald a fost modificata
substantial si raioanele din perioada comunistd au fost desfiintate.

Hartile Romaniei din 1952 si 1960 ne indica modificari majore de structura
si identificam faptul ca judetul Alba actual a fost impartit intre judetele vecine, in
trecut raioanele Cluj, Hunedoara, Mures, Sibiu dar si Bihor si Valcea. Astfel, nu este
intamplatoare bogdtia etnografica a judetului Alba si diferentele majore intre
zonele folclorice ale acesteia.

Invecinandu-se astdzi cu nu mai putin de 7 judete (Sibiu, Valcea,
Hunedoara, Arad, Bihor, Cluj si Mures) judetul Alba numard 12 zone etnografice™*
distincte:

1. Mocanimea Ampoiului (Ampoita, Tduti, Metes, Presaca Ampoiului, Fenes,

Valea Micd, Patrangeni, Trampoiele, Valea Dosului)

2. Mocanimea Muntilor Trascau (Mogos, Ponor, Geoagiu, Ramet,

Intregalde)

3. Mocanimea Vaii Ariesului (de-a lungul cursului mijlociul al Ariesului -

Lupsa, Baia de Aries, Salciua, Posaga, Ocolis)

4. Buciumanimea (comuna Bucium - 6 sate:Bucium-Poieni, Bucium-Sasa,

Bucium-Sat, Bucium-Cerbu, Bucium-Muntari, Bucium-Izbita)

5. Tara Motilor (zona centrald a Muntilor Apuseni, care cuprinde comunele
din bazinul superior al Ariesului, de la Campeniin sus: Vadu Motilor, Vidra,

Avram lancu, Albac, Garda de Sus, Arieseni etc.)

'54 Tutuianu, 2015:313
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6. Valea Sebesului (zona care face legatura cu Oltenia — satele Sugag,

Sasciori, Laz, Pianu, Salistea etc.)

7. Valea Muresului (Lunca Muresului, Mirasldau, Ocna Mures, Hoparta,

Noslac)

8. Zona,,Alba lulia” (satele de pe malul stang al Muresului — Oarda de Jos,

Oarda de Sus, Dumbrava, Seusa, Ciugud, Drambar, Teleac, Hapria, Straja,

Henig, Berghin, Dumitra, Totoi)

9. Zona,,Tara Vinului” - Podgoria Alba lulia (malul drept al Muresului - de la

Vintu de Jos, Paclisa, Barabant, Sard, Ighiu, Ighiel, Telna, Cricdu, Galda de

Jos, Craiva, Tibru, Bucerdea Vinoasd, pana la Stremt)

10. Zona Tarnavelor (continuarea podgoriei Alba lulia, pe vdile Tarnavei Mari

si Tarnavei Mici care se unesc la Blaj si se varsa in Mures — Blaj, Balcaciu,

Jidvei, Cetatea de Balta, Valea Lunga, Sona, Craciunelu de Jos, Cenade,

Ohaba, Rosia de Secas)

1. Zona Aiudului (in jurul orasului Aiud - comunele Radesti, Lopadea Noug,

Hoparta, Fardu, Ciumbrud, Livezile, Ciuguzel)

12. Zona Podisul Secaselor (cuprins intre Valea Muresului, Tarnavei Mici si
Tarnavei Mari la NV si N, Valea Visei la E, Valea Sebesului la V si Muntii
Cindrelului la S - Cut, Daia Romand, Deal, Spring, Ohaba, Dostad, Calnic,
Berghin, Garbova de Sebes, Rosia de Secas.

In acest context cultural si geografic se inscrie activitatea Centrului de
Cultura Augustin Bena Alba, institutie publica de cultura aflatd in subordinea
Consiliului Judetean Alba, avand ca principale obiective promovarea valorilor
culturale nationale si universale, formarea continuda in domeniul artelor si
mestesugurilor, cercetarea, conservarea, promovarea si valorificarea traditiilor si
creatiei populare romanesti, precum si organizarea de evenimente cultural-
artistice. Infiintat in anul 2007, prin reorganizarea fostei Scoli Populare de Arte si
Mestesuguri si a Centrului de Promovare a Culturii Traditionale si Creatiei Populare
Alba, centrul a fost inaugurat oficial la 1 octombrie 2007, in preajma aniversarii a
127 de ani de la nasterea compozitorului Augustin Bena.

Inca de lainceput, institutia a urmdrit sa ofere produse si servicii culturale
ca elemente de dezvoltare si regenerare sociala a comunitatilor din judet,
contribuind la consolidarea educatiei cultural-artistice a tinerilor si la organizarea
de activitati culturale dedicate petrecerii timpului liber. Activitatea centrului s-a
diversificat prin infiintarea Ansamblului Folcloric al Judetului Alba si a Fanfarei
Judetului Alba, formatii care au confirmat necesitatea existentei lor pe plan local
si national. Tn perioada 2018-2019, Centrul de Culturd Augustin Bena Alba si-a extins
activitatea prin crearea Serviciului de cercetare si valorificare a Patrimoniului
Cultural Material si Imaterial, care include compartimentele Etnografie si Folclor,
respectiv Minoritati Nationale, precum si prin dezvoltarea Serviciului pentru
administrarea, promovarea si valorificarea produselor si serviciilor cultural-
artistice, implicand totodata structuri de certificare profesionala si promovare
culturala.

Compartimentul Etnografie si Folclor romanesc are rolul de a coordona
activitatea de cercetare, evidentad, conservare si punere in valoare a patrimoniului
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cultural material siimaterial, elaborand strategii, programe si proiecte in domeniu,
in colaborare cu institutii, organizatii si persoane cu atributii similare din tara si
strdindtate. De asemenea, centrul sprijina organizarea de evenimente culturale,
congrese, simpozioane, activitati de promovare turistica a obiectivelor culturale
din judetul Alba si activitati de certificare a calitatii produselor si serviciilor
culturale traditionale. Prin aceste demersuri, Centrul de Cultura ,,Augustin Bena”
contribuie activ la pastrarea si valorificarea patrimoniului cultural local, oferind
comunitdtilor acces organizat si profesionist la valorile culturale ale judetului Alba,
sprijinind conservarea identitatii locale Tn armonie cu promovarea valorilor
culturale nationale si universale.

CONSERVAREA MEMORIEI DANSULUI TRADITIONAL PRIN PROIECTELE AFCN:
HAIDAUL, PURTATA FETELOR SI JOCUL CALUSERILOR DIN JUDETUL ALBA

Patrimoniul coregrafic constituie o componenta fundamentala a
patrimoniului cultural imaterial, reflectand identitatea, valorile si memoria
colectiva a comunitatilor prin forme de expresie artistica specifice. Dansurile
traditionale nu sunt doar manifestari artistice, ci si lianturi esentiale ale coeziunii
sociale, ale ritualurilor si a perpetudruii cunostintelor din generatie in generatie. In
contextul schimbarilor socio-culturale accelerate in care ne aflam, protejarea,
documentarea si promovarea patrimoniului imaterial, a folclorului traditional
coregrafic, reprezinta obiective prioritare pentru conservarea diversitatii
culturale, pastrandu-ne identitatea si consolidand sentimentul de apartenenta.

Proiectele finantate prin Administratia Fondului Cultural National (AFCN)
- Haidaul, Purtata fetelor si Jocul Caluserilor — constituie exemple relevante de
interventii culturale dedicate revitalizarii si sustinerii dansului traditional
romanesc. Aceste initiative au drept scop nu doar conservarea elementelor
coregrafice specifice, ci si recontextualizarea lor in mediul contemporan, in
vederea cresterii vizibilitatii si accesibilitatii patrimoniului coregrafic. Prezentarea
care urmeaza ofera o analiza a fiecdrui proiect, evidentiind contributia lor la
conservarea patrimoniului cultural imaterial si la dezvoltarea discursului
coregrafic in Romania.

HAIDAUL - FOCLOR COREGRAFIC DIN JUDETUL ALBA

Proiectul Haiddul a fost realizat in parteneriat cu Salina Turda si Asociatia
Culturala Zestrea Satelor si face parte dintr-un amplu program cultural co-finantat
de AFCN. Spectacolul si cercetarea au fost realizate in colaborare cu mai multe
institutii si comunitati locale din judetul Alba, precum primariile din Teius, Unirea,
Hopirta si altele.

Jocul barbatesc Haiddul se integreaza, prin structura sa, grupului mare de
jocuri fecioresti caracteristice majoritatii zonelor etnofolclorice transilvane. Prin
forma sa de executie, in care este de nelipsit bastonul, si prin particularitatile de
executie (batdile de palme care se fac cu mana stanga pe diferite segmente ale
piciorului stang, pe cand bratul drept al dansatorului se sprijind pe baston), dansul
isi dezvaluie originea si inrudirea cu jocurile caluseresti prezente in mai toate
vetrele traditionale din Transilvania.
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Haiddul este un dans fecioresc din categoria jocurilor populare romanesti
ce se joacd In localitatile situate in jurul orasului Aiud din judetul Alba. A fost
atestat documentar in sec. al XVI-lea, dar are origini mult mai vechi. Arealul in care
se joacd acest dans este destul de restrans: pe Valea Muresului mijlociu, mai precis
din zona Ocna Mures pana spre Teius. Dansul are ca principale figuri ponturile in
plimbare sau cu sprijin, salturile Tnalte, flexiunile adanci, ghemuirile si rasucirile.
Haiddul este numit si dans fecioresc de batd, fiind singurul dans cu bataie pe mana
stanga, motiv pentru care feciorii aveau nevoie de sprijin. Dacd la inceput feciorii
se sprijineau Tn bata, Tncepand cu anii ‘30 s-a pus un mare accent pe dansul mixt,
n care fetele aveau si rolul de a sprijini feciorii Tn executarea batdilor pe cizmd, cu
mana stanga, si a sariturilor.

Frumusetea dansului a fost Intregita si cu piruetele fetelor executate pe
sub mana baiatului. De altfel, se presupune ca, la Tnceput, dansul a fost format din
trei parti: Ponturiin plimbare, Purtata de fete si Ponturi pe loc (cu sprijin). Ulterior,
Purtata s-a desprins ca dans de fete de sine statator, pastrand elemente ale jocului
barbatesc, perfect integrate in unitatile ei de miscare, iar Feciorescul de batd a
evoluat, astfel incat astazi el se joaca atat ca joc barbatesc, folosind ca punct de
sprijin bata, cat si ca joc mixt, folosind fata ca punct de sprijin.

PURTATA - JOCUL FETELOR SI AL NEVESTELOR DE PE TARNAVE

n 2021, Centrul de Culturd Augustin Bena Alba a desfasurat un proiect
dedicat cercetdrii, conservadrii si promovadrii obiceiului Purtata din Valea
Tarnavelor. Proiectul a inclus cercetari coregrafice in numeroase localitati,
realizarea a doua expozitii de fotografie, un film documentar si o carte ce cuprinde
suitele coregrafice transcrise melodic si coregrafic.

Purtata este un dans traditional feminin, specific comunitatilor rurale de
pe Valea Tarnavelor, cu raddcini in Evul Mediu. Acest dans ritualic implica un sir de
femei ce pasescin ritm cadentat, acompaniate de cantece specifice transmise oral
de-a lungul generatiilor. Proiectul a culminat cu un spectacol muzical-coregrafic,
sustinut de Ansamblul Folcloric al Judetului Alba siinterpreti renumiti ai folclorului
romanesc, promovand astfel o parte valoroasa a patrimoniului imaterial local.

In cadrul proiectului, membri echipei au realizat cercetarea coregraficd in
localitatile: Capalna, Feisa, Biia, Cetatea de Balta, Craciunelu de Sus, Sancel,
Panade, Craciunelu de Jos, Lunca, Lupu care sunt vetre folclorice unde s-au
practicat aceste jocuri de femei si fete si au finalizat cele doua expozitii de
fotografie si filmul documentar cu purtatele de pe Tarnave. Specialistii in folclor
au transcris melodic si coregrafic suitele coregrafice de pe Valea Tarnavelor care
s-au materializat sub forma de carte tipadrita.

JOCUL CALUSERILOR DIN JUDETUL ALBA - FOLCLOR MUZICAL-COREGRAFIC
Proiectul castigat in 2022 si implementat in 2023 a urmarit cercetarea si
conservarea jocului caluserilor din judetul Alba, parte integranta a ritualului
calusului recunoscut de UNESCO ca patrimoniu imaterial al umanitatii. Echipa
Centrului de Cultura a desfdsurat o cercetare extinsa in localitati din Valea
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Muresului Mijlociu, Valea Sebesului, Muntii Apuseni si Podgoria Albei, pentru
identificarea si culegerea acestor jocuri traditionale barbatesti.

Scopul proiectului a fost recuperarea, conservarea si transmiterea jocului
caluseresc ca parte importantd a folclorului coregrafic din judetul Alba prin
constituirea unei arhive cu documente scrise si audio - vizuale, dar si prin
prezentarea acestuia in cadrul unor spectacole muzical-coregrafice itinerante.

Membrii echipei de proiect au derulat o cercetare coregrafica in zona
Valea Muresului Mijlociu, Valea Sebesului, Mocdanimea Muntilor Apuseni si
Podgoria Albei, in vederea identificarii si culegerii jocurilor caluseresti pastrate Tn
memoria colectiva. Activitatea de culegere si cercetare a proiectului s-a organizat
in localitatile: Vinerea, Salistea, Sibot, Pianu, Blandiana, Vintu de Jos, Sasciori, Ceru
Bacainti, Almasu Mare, Zlatna, Stremt, Cricdu - vetre folclorice in care s-au
practicat aceste jocuri barbatesti. Ulterior, jocurile culese au fost transcrise
melodic si coregrafic, fiind incluse in materialul tiparit. Concomitent s-a realizat o
expozitie fotografica si un film documentar iar proiectul s-a finalizat cu o gala a
cetelor de dansatori.

CONCLUzZII

Culegerea, conservarea si promovarea patrimoniului cultural imaterial, T
special a dansurilor traditionale, reprezinta un imperativ pentru pastrarea
identitatii comunitatilor din judetul Alba si pentru asigurarea continuitatii
repertoriului coregrafic autentic romanesc. Proiectele sprijinite de Administratia
Fondului Cultural National (AFCN) au demonstrat cd prin documentare riguroasd,
transcriere muzical-coregrafica si realizarea de inregistrari video se pot salva si
reactiva dansuri traditionale valoroase precum Haidaul, Jocul Caluserilor si Purtata
fetelor, aducandu-le din lada de zestre in atentia comunitatilor si a generatiilor
tinere.

Totodatd, aceste demersuri arata cd patrimoniul coregrafic nu poate fi
conservat doar prin documente, ci are nevoie de practica vie in comunitati, iar
implicarea directa a localnicilor, dansatorilor si instructorilor devine esentiala
pentru transmiterea repertoriului autentic. Tn judetul Alba, proiectele
implementate de Centrul de Cultura ,,Augustin Bena” evidentiaza faptul ca
dansurile traditionale pot ramane relevante si pot contribui la coeziunea
comunitatilor atunci cand sunt cercetate sistematic, arhivate profesionist si
promovate prin activitati educative, festivaluri si publicatii de specialitate.

Intr-un context marcat de pierderea treptata a obiceiurilor si dansurilor
locale, sustinerea culegerii, conservarii si promovarii repertoriului coregrafic
autentic cu sprijinul AFCN ramane o necesitate culturala strategica. Doar prin
astfel de proiecte continue, bine fundamentate, patrimoniul coregrafic din judetul
Alba isi poate pastra locul in identitatea culturald a Romaniei si poate fi transmis,
viu si relevant, catre noile generatii.
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