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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.



70

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.



72

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.
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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



86

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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