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INTRODUCTION

It is a great privilege to introduce the Proceedings of the 32nd Symposium of the ICTM
Study Group on Ethnochoreology. This publication is a partial but significant reflection of
what was the lived experience of the Study Group in BreZice, Slovenia. The 2022 Symposium
was hosted in the inspirational surroundings of Brezice Castle, co-organised by the Institute
of Ethnomusicology at the Research Centre of the Slovenian Academy of Sciences and Arts
(Glasbenonarodopisni institut ZRC SAZU), the Posavje Museum Brezice (Posavski muzej
Brezice) and the Slovene Ethnological Society (Slovensko etnolosko drustvo).

I extend my thanks to everyone involved: our Program Committee — Placida Staro and
Kendra Stepputat (Co-Chairs), Ann R. David, Ronald Kibirige, Jeanette Mollenhauer, Mehmet
Ocal Ozbilgin, Colin Quigley, and the Organizing Committee Rebeka Kunej (Chair), Alenka
Cerneli¢ Kroselj, Mojca Kovac¢i¢, Andreja Matijeve, Anja Serec HodZar, Andrej Tomazin, Anja
Verderber, their collaborators and their families. It is hard, consistent work to arrange such
a Symposium but everyone contributed fully in a friendly, collaborative way, enabling the
event to run smoothly. Our gratitude goes to the people of Brezice, to the local administration
and to the music and dance groups too; their contribution brought a richness to our Slovenian
experience.

The 32nd Symposium took place after the Covid-19 period, so we decided to preserve the
hybrid format option one more time, allowing our members from different continents to join
us virtually. This was another challenge for the local Committee, who helped and volunteered
to maintain a high standard when dealing with the technical issues. In this Symposium, we
gave attention to the discussions of the general ICTMD too, particularly to the issues of adding
"Dance" to the overall ICTMD title, a theme strongly supported by our former Chair, Catherine
Foley. We thank Catherine, the president of ICTMD Svanibor Pettan who joined us in BreZice,
and the entire ICTMD for this historic result. Personally, | thank everybody for trusting and
supporting me in being elected Chair of the Executive Committee of our group during the
Brezice assembly. I will endeavour to follow the legacy of our previous Chair, Catherine Foley,
working with the aim of spreading the knowledge of our discipline and extending our inclusivity
to independent scholars outside of academia and to groups with protected characteristics.

In this volume of the Symposium Proceedings there are the reviewed papers and materials
from the two themes we considered at the Symposium: 1. Reconsidering knowledge production
in dance research, and 2. Inclusion/exclusion in dance communities. These themes provided
crucial points of discussion and evolution in our disciplinary field: debates on ethics and the
structure of knowledge are the motivations and aims of our work. These Proceedings are an
excellent record of the event but cannot convey fully the deep experience and understanding
of the intercultural, international, multi-level debates experienced during the discussions. We
were inspired by the young scholars, moved by the different kinds of group collaboration
presented, and entertained by our communal dancing.

I congratulate the co-editors Rebeka Kunej and Ann R. David, and the technical editor
Ana Vrtovec Beno for their work in editing and making available this volume to us.

Happy reading!
Placida Staro
Chair, ICTMD Study Group of Ethnochoreology
December 2023, Monghidoro — Bologna, Italia
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EDITORIAL COMMENTS

It has been a privilege and a pleasure to work together on the publication Reconsidering
knowledge production and inclusion/exclusion in dance communities. Proceedings of the 32nd
Symposium of the ICTM? Study Group on Ethnochoreology that took place in the magnificent
surrounds of Brezice Castle, Slovenia in July—August 2022. At the conference were 54
different contributions by 81 speakers; in the Proceedings we publish 53 authors and their
49 contributions. These have been organised into our two themes for the Symposium, that
of a) Reconsidering knowledge production in dance research, and b) Inclusion/exclusion in
dance communities. Decisions were made to not include all abstracts from the Symposium as
they were already published and are available on ICTMD website,? and for the Proceedings
to be a record of all those wishing to contribute their papers for publication. This decision
acknowledges the fact that the dissemination of scholars' work takes place very differently in
these changing, pressured times for scholarship, so not all those presenting at the Symposium
were able to offer papers for the Proceedings. Therefore, these Proceedings record only the
papers offered to the editorial team after the event.

As noted, all papers are listed under the two themes and organized alphabetically
by the authors' last names. Panel and student presentations are indicated; all other papers
were presented as individual ones. Additionally, there is a separate final section for posters
presented at the Symposium. The volume also includes a photo appendix of moments during
the 32rd Symposium that offer a glimpse of the event's embodied experience, even though the
Symposium was hybrid in nature.

The tradition of using the DdA (Dunin de Alaiza) reference format, developed by
former Publications Chair Elsie Dunin in collaboration with her UCLA colleague Candi
de Alaiza in these Proceedings is still present, although many of the challenges in editing
the cited references suggest that the guidelines need to be updated to include new ways of
referencing (for example, the use of DOIs and ebooks). At the same time, the question arises
as to whether the Proceedings are really the symposium document or whether, with the use of
digital technologies, a video record could fully replace it? And could the printed Proceedings
be replaced by a purely electronic, more multimedia-friendly format? These are pressing
questions for future publications. A tradition that embraces change becomes resilient to modern
academic challenges.

The experience of the post-pandemic era shows that participants wish to experience
personal, face-to-face interaction in gathering together. Despite the fact that the Brezice
Symposium was hybrid, there is no doubt that the Symposium will once again become a face-
to-face meeting.

Our thanks to the hard-working team of proof-readers for the English content, namely
Anne von Bibra Wharton, Nena Couch, Liz Mellish, Jeanette Mollenhauer and Andriy
Nahachewsky, as well as technical editorial support by Ana Vrtovec Beno.

Ann R. David and Rebeka Kunej

1 The name change to the International Council for Traditions of Music and Dance (ICTMD) was supported by a vote at the
General Assembly held at the 47th World Conference in Legon on 15 July 2023. It was ratified by the membership on 26
August 2023.

2 https://ictmusic.org/sites/default/files/Brezice%20Symposium%202022%20Abstract%20booklet.pdf
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PROGRAMME

PROGRAMME

Presentations are listed as they occurred at the symposium venue. The symposium was
conducted in a hybrid mode. A virtual presentation is indicated next to the presenter's name.

Friday, 29 July 2022

12:00-18:30 Arrival & registration

A Opening of the exhibition Matt Hoyer: The American Goes Back Home in the

19:00 Posavje Museum Brezice

20:00 Opening ceremony

THEME 1: Reconsidering knowledge production in dance research

Saturday, 30 July 2022

9:00-10:30 SESSION 1

Panel 1: Gediminas KAROBLIS, Egil BAKKA, Ronald KIBIRIGE (virtual):
Dance as personal data: ethnographic research in the digital age

11:00-11:30 Business meeting of the ICTM Study Group on Ethnochoreology

¢ SESSION 2
11:30-13:00 ) )
Chair: Catherine Foley
Tvrtko ZEBEC: Dance research in digital humanities
Léaszl6 FELFOLDI: The Institute for Musicology in Budapest as a research
- place for traditional dances
Student papers:
Konstantina GIATRA (virtual), Myrto KARFTI (virtual): Reconsidering
. knowledge production in dance research through the symposia of the ICTM
. Study Group on Ethnochoreology (1988-2018)
Lika TSNOBILADZE (virtual): Reconsidering and studying dance during the
. self-confrontation interview with a dancer in question
.~ SESSION 3
14:30-16:00
. Chair: Egil Bakka
Fahriye DINCER: On developing delicate balances in ethnographic research
. processes: a personal reflection
Siri MAELAND: Renewal of applied ethnochoreology in Norway: a case study
Urmimala SARKAR: Performing gender in contemporary Delhi: a case study
. of embodied resistance
. SESSION 4
16:30-18:15 _
Chair: Andriy Nahachewsky
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Student paper:
Laura KOLACKOVSKA: Folk dance in the city

Panel 2: Andriy NAHACHEWSKY, Marie-Pierre GIBERT, Mats
. NILSSON: Mistakes in/as knowledge production

20:00 Optional: Attend the local festival veselica in BukoSek village

Sunday, 31 July 2022

9:00-10:30 SESSION 5

Panel 3: Daniela STAVELOVA, Dorota GREMLICOVA, Lucie HAYASHI,
Daniela MACHOVA: (In)visible dance research: from nationalism to ideology
and liberalization: the Czech case

11:00-12:30 Sub-study group meetings

Sub-study Group Dance and Ritual

Sub-study Group Dance, Gender and Power Relations

Sub-study Group Dance and/in Diaspora(s) [group in the making]

: SESSION 6
14:30-16:00
Chair: Gediminas Karoblis

Juan Felipe MIRANDA MEDINA (virtual), Marisol Cristel GALARZA
. FLORES (virtual), Maria Gabriela LOPEZ YANEZ (virtual): On the
. importance of dance syntax in ethnochoreology

Stefanie ALISCH: Introducing Angolan kuduro dance and the interactive dance
. interview method

Elina SEYE: Local dance knowledge on video

. SESSION 7
16:30-18:30
. Chair: Svanibor Pettan

Tomaz SIMETINGER: Dance folklorism in the light of contemporary cultural
. policies in Slovenia

Round table: Heather VAN NIEKERK (virtual), Mark LENINI
PARSELELO (virtual), Eric BAFFOUR AWUAH (virtual), Oyinkansola
GORIOLA (virtual), Gerald SSEMAGANDA (virtual), Maluwaya
MCDONALD (virtual): 'Insider' dance research: an African perspective

20:00-21:30 Sub-study group meetings

Sub-study Group Movement Analysis

Sub-study Group 19th Century Round

Sub-study Group Field Research Theory and Methods

10



PROGRAMME

Monday, 1 August 2022

. SESSION 8
9:00-10:30 )
- Chair: Tvrtko Zebec
- Josko CALETA and Iva NIEMCIC: Cultural promotion and symbolic (re)
. presentation of community music and dance traditions: the case study of the
. Lastovo carnival
Radboud KOOP: The international folk dance repertoire: labelled
. commodities and the myth of village sources
Else SCHMIDT: Standardization tendencies in Austrian dance communities
- SESSION 9
11:00-12:30 o _
- Chair: Marie-Pierre Gibert
Mehmet Ocal OZBILGIN (virtual): Restructuring folk dance education to
- reflect the political views of the 21st century
William KEARNEY: Towards a multimedia choreomusicology: exploring
. the potential of digital animation as a tool in sound-movement research
. dissemination
Henrik KOVACS (virtual): A teaching method for the revival of traditional
. dances
. . Optional: Guided tour of the permanent and visiting exhibitions of the Posavje
13:45-14.30 : Y-
. Museum BreZice
~ SESSION 10
14:30-16:00 o )
Chair: LaszI6 Felfoldi
Concluding session of symposium Theme 1: summary & discussion
16:30-18:00 SESSION 11
Poster presentations:
Fatema ALBASTAKI: Hip hop and martial arts: crossover in marginal spaces
Nena COUCH: The Dance Notation Bureau Collection as a resource for dance
research
Lia FERNANDES MEIRELLES: From the inside to the outside: the
transmission of contemporary dance in the context of Yuval Pick's dance
company
Sydney HUTCHINSON (virtual): "All the young people are dancing":
socialism vs. social dance in the GDR
Emma PETROSYAN (virtual): Rope-walkers and acrobats in Armenian
traditions
Magdalena Maria WOLF: 'Authentic’ attraction: Styrian folk dance as a
commodity between tourism, expectation and stylisation

20:00-21:30
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THEME 2: Inclusion/exclusion in dance communities

Tuesday, 2 August 2022

. SESSION 12
9:00-10:30 : )
. Chair: Jorgen Torp
Rebeka KUNEJ: Folk dance ensemble: between cultural society and dance
. community
Vesna BAJIC STOJILJKOVIC: Dance communities in the Serbian diaspora: a
- case study 'Folklorists around the world'
Dilyana KURDOVA: Sakrovishtnitsata: a virtual dance community
11:00-13:00 SESSION 13
Panel 4: Theresa BUCKLAND, Georgiana GORE, Corina IOSIF (virtual),
- Maria KOUTSOUBA: Strategies of inclusion: crossing boundaries and
- building bridges in dance idioms
14:00-21:30 Half-day excursion

Wednesday, 3 August 2022

9:00-10:30

- SESSION 14
Chair: Maria Koutsouba

Stephanie SK MARBACH: Competing in the living room: examining the surge
- of digital competitions in Irish step dancing during the pandemic in 2020

Daniela IVANOVA-NYBERG: Dance, Covid-19, and the notion of flow:
. interpreting dance experience(s) under pandemic restrictions

Juliette O'BRIEN (virtual): The dancing meme and cultural inclusivity

11:00-12:30

14:30-15:45

Business meeting of the ICTM Study Group on Ethnochoreology

SESSION 15
Chair: Ann R. David

Dalia URBANAVICIENE: Change in social traditional dance events in
¢ Lithuania: the middle of the 20th century and beginning of the 21st century

Student papers:

Anja VERDERBER: The public's polyvalent relationship with the polka in
Slovenia: the identity of a community through stereotypes

Shanny RANN (virtual): Like dance but not dance: situating Taiji within the
discourse of dance studies in the case of Sanxing Taiji

Katarina NIKOLIC: Serbian and Romanian balls: the paradox of ethnically
determined dance events as a medium of social inclusion in south-eastern
Hungary

16:30-18:00

12
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Panel 5: Konstantinos DIMOPOULOS, Georgios FOUNTZOULAS,
. Chariton CHARITONIDIS: How inclusive or exclusive is social dancing?
. Examining aspects of participation in contemporary Greek contexts

20:00-21:30

Social evening: Dance workshop by ICTM members

Thursday, 4 August 2022

. SESSION 17
9:00-10:30 . .
. Chair: Anne von Bibra Wharton
Catherine DULIN: 1773 Fasching in Vienna: a new phase of inclusion/
- exclusion in dance venues during Carnival
Chi-Fang CHAO: Diaspora in connectivity: moving in and out of the
- Uchinaanchu (Okinawan) cultural body in Hawai'i between 2020 and 2021
Kendra STEPPUTAT: Why they don't dance with you: partner selection in
. tango argentino social dancing
. SESSION 18
11:00-12:30 . .
- Chair: Urmimala Sarkar
Kristina DOLININA: Tendencies for inclusion and exclusion in the
. contemporary Kathak dance teaching scene
Mojca KOVACIC: Representations of minority folk dance ensembles: official
- discourses vs. individual needs and everyday realities
Eleni FILIPPIDOU (virtual): Dance and social integration: Greek Gagauz
. strategies of acculturation through the example of the dance Syrtos Kalamatianos
_ SESSION 19
14:30-16:00 = _
. Chair: Placida Staro
Cornelia GRUBER: Repositioning embodied experiences and relationships
. through voguing
Ann R. DAVID: Dance, inclusivity, health: bodies at the centre
Carmel MCKENNA (virtual): 'Reels on wheels': practitioner reflections on a
- pilot adapted Irish Céili dance programme for wheelchair users
.~ SESSION 20
16:30-18:00 .
. Chair: Elina Seye
Solomon GWEREVENDE (virtual): Ubuntu/Unhu in situations of ecosystem
- instability: dancing with musicking that models sustainable social relations and
- inclusive participation
Drago KUNEJ: Musicians in folk dance ensembles: included or excluded
. participants
19:00 Optional: Guided walking tour of BreZice
20:30 Social dance evening in the castle yard with Robert Petan and the Grajski

Kvintet
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Friday, 5 August 2022

9:00-10:30 SESSION 21

Panel 6: Jeanette MOLLENHAUER, Deborah WILLIAMS, Stephanie
SMITH (virtual), Raymundo RUIZ GONZALEZ.: Linguistic choreographies:
motifs of exclusion

11:00-12:30 SESSION 22

Panel 7: Anna SZEKELY, Judith OLSON, Déra PAL-KOVACS:
- Redefinition, (self)exclusion, and transgression on the dance floor: research in
. response to current events on Hungarian and related topics

Optional: Guided tour of the permanent and visiting exhibitions of the Posavje

12:45-14:30 . Museum Brezice

SESSION 23
14:30-16:00
. Chair: Csilla Kénczei

Concluding session of symposium Theme 2: summary & discussion

Final discussion

20:00-21:30 Closing ceremony: performance & reception




THEME 1: RECONSIDERING
KNOWLEDGE PRODUCTION IN
DANCE RESEARCH




32nd Symposium of the ICTM Study Group on Ethnochoreology | Brezice, Slovenia

Stefanie ALISCH
(Berlin, Germany)

INTRODUCING ANGOLAN KUDURO DANCE AND THE INTERACTIVE
DANCE INTERVIEW METHOD

Kuduro is percussive electronic music from Angola with accompanying dancing that can be competitive, ludic,
acrobatic, comic, sensual, and theatrical. Since around the year 2000, kuduro has become the dominant youth culture
in Angola and the Angolan diaspora. Kuduro dance is inspired by daily life, earlier local or cosmopolitan dance
practices, martial arts. In this paper | introduce kuduro dance systematically and present the innovative interactive
dance interview as a research method.

Keywords: Angola, kuduro, popular dance, dance research method, dance systematisation

Entry vignette

To start | show a video of a kuduro dance performance. The resolution is low as | recorded
far away from the stage with a high zoom. The video is shaky because I filmed holding my
little Casio Exilim camera by hand. The sound is distorted because the PA was ear-splittingly
loud. The camera work is a bit hectic because there was so much happening on stage | could
barely decide who or what to follow with my lense. However, the video is useful as it conveys
the sense of overstimulation, audience involvement, battle culture, deliberate mayhem, group
cohesion, interaction, tension and aesthetic excess that kuduro practioners called kuduristas
praise as carga (charge). Furthermore, the video is useful, because it contains nearly all
important elements of kuduro dance, executed by highly experienced professional dancers as
well as the kuduro star Puto Lilas on the microphone at a high stakes performance situation.

23 June 2012, Luanda, capital of Angola. It is ten weeks before the first election since
1992. Amongst the efforts to ingratiate the current president José Eduardo dos Santos to the
Angolan people is a low-fee popular music event called "Show does Multidées" (Show of
the masses) at Cidadela stadium, which | visit together with the veteran press photographer
Paulino 'Cinquenta’ Damido. A dos Santos portrait about five metres high greets the arriving
audience from the outside walls. Inside, the only decorations an even larger portrait of the
president hung next to a giant map of Angola. Vendors sell Cuca beer cheaply. On a bare stage
mounted on the playing field, pop stars from Angola and other African countries sing and dance
for several hours.

Enter kuduro artist Puto Lilas and his troupe. Puto Lilas chants towards a diaper-wearing
dancer "Piko, Piko. Look, Piko!". Dancer Piko is rolled onto the stage in a wheelchair mimicking
physical and mental disability. Piko is pushed by a dancer with bleached hair wearing an
electric blue skiing suit. He rolls his eyes and contorts his face and walks — torso bent over —
twitching his limbs with a high muscle tone. At the back of the stage several people clap a beat
of ca. 140 BPM velocity. Puto Lilas chants "Olha Piko, Piko da kota" (Look Piko, dance the
old man). Piko responds by scrambling out of his wheelchair, he arches his back, pokes out
his belly and staggers using the laborious steps of a person with a walking impairment — in the
sequence of verbal dance calling and kinetic response | perceive the stereotype of an old man.
Next Puto Lilas intones "Olha nenuce dancar" (Look, the baby dances) and the very same
diaper wearing dancer now appears to mock the media stereotype of starved African children
with his poked out belly. Piko stops, faces the audience and sticks his hand into the front of his
diapers displaying a dreamy face. The crowd roars. Piko drops backwards onto the stage and
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with an arched back cramps his hands and arms into the air following Puto Lila's rhythm who
relentlessly chants "Look, the baby dances!". Puto Lilas speaks a closing command that | hear
as "Agora baixinho™ (Now very calm) and Piko sheepishly stands himself to the side of the
stage lowering his head.

Next, Puto Lilas animates another dancer by chanting "Olha s6 Zédu, da-lhe sé Zédu!"
(Look Zédu, do the Zédu!, that is Dance 'the president'!). The dancer mimics the president's
grave gait while waving to the audience. Puto Lilas' troupe cheers behind the dancer, lauding the
kuduro impersonation of the president whose portrait overlooks the goings-on. Seconds later
Puto Lilas animates a dance move that | hear as "Gado Pascoal”, which the dancer executes
with large bodywaves similar to Congolese ndombolo and, again, a hand in the crotch area. To
the call "Mangaba, Mangaba!" the dancer responds by walking while rotating his angled legs
from the hip joints, thus evoking images of the many injured army fighters of Angola where
civil war raged for 27 years (Alisch, Siegert 2013).

After 1,5 minutes of animation and dance without any recorded music Puto Lilas demands
"Bring up [the sound], DJ" and hard kuduro beats boom through the stadium. As the music
injects additional energy into the situation, many things now happen at once: The electric blue
dancer crawls across the floor, faces the audiences with locking-like movements and launches
into a backflip before convulsing his entire body while climbing up and down a stage frame
and contorting himself on top of a speaker box. Simultaneously, Piko backflips himself into the
audience in the pit where dancing and fisticuffs are hard to tell apart.

Someone pulls Piko back onstage. Here Puto Lilas arches his tense body over his
microphone animating individual dancers. Piko and two others gesticulate rhythmically
towards the rambunctious audience with vigorous arm movements until another dancer taps
them on the back. It's time to join the troupe for a line-dance like choreography to accompany
Puto Lilas' hit "Mana Tocobina" (Dr.L6 Video Maker 2011). After 20 seconds of coherent
group movement the dancers break into solo mode again. Piko struts around the front stage,
holding his wheelchair above his head, while another dancer moves 10 meters in the air on
swaying lighting trusses. The performers seem not only accustomed to the adrenaline of the
people, they work it up so as to work with it.

Such rapid sequences of drastic movement are common in kuduro dance. These
spectacles often leave viewers nonplussed. However, this effect is not due to chaos or dancers
losing control. On the contrary, kuduristas deliberate their stunning performances with the
explicit goal of overwhelming their audience and to this end they developed a kuduro inherent
system which | portray in this paper.

What is kuduro?

Kuduro (cu duro mens 'hard arse' in Portuguese) is electronic dance music that originated
in the Angolan capital Luanda in the 1990s, but is rooted in Angolan and Black Atlantic urban
music and dance forms of the entire 20th century. Kuduro as a dance-music-complex relies on
fast-paced, rhythmic tracks that are computer-produced. Over the propulsive beats, dancers
perform rapid, often shocking, moves and vocalists chant raspy non-pitched lines in a style
called animagao.

An intense impetus called carga (charge) marks a good kuduro performance on the
rhythmic, vocal, kinetic, and sartorial levels. Kuduristas state that carga is produced in an overall
spirit of competition: via good preparation, collective performance, audience interaction, and
a form of verbal duelling called bife. Kuduro dance pioneer Tony Amado understands carga
as a result of the "synchronism of the group" (Amado 2012) connecting DJ, vocalists, dancers
and audience. Kuduristas liken the experience of carga to adrenaline and as such link it to the
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frantic pace of life, charged social interactions and constant tension in the Angolan capital
Luanda — its ubiquitous music and yelling, its traffic jams and power outages.

Kuduro is dance for competitions among dedicated professionals who train hard and equally
a dance for children's birthday parties. The joyous wide reception in school yards, bus stops, at
large beer fuelled festivals called maratonas, at private functions, and street corners generates
public demand and, in turn, visibility and income for performers (Tomas 2014). The visceral and
the visual (Daniel 2011:29) are in constant dynamic exchange in kuduro.

Kuduro draws its charge from long-standing music and dance traditions in Angola (Dos
Santos 2012), global migration, digital connectivity, aesthetic duelling, oil riches, civil war,
dictatorship, volatile living conditions, and an idiosyncratic hyperbole. These are also the very
aspects that complicate research on kuduro.

The close interplay of music and dance reflects in media discourses and personal
conversation around kuduro. Here, it is a much-contested question whether kuduro is a dance or
a musical style and how the two relate to and enable one another. Despite the local, regional and
global significance of kuduro dance and fans' and academics' fascination with it, to this date there
is hardly any academic work on it.

The scarce Angolan literature on and documentation of dance focusses on staged
neotraditional dance (Nguizani 2003) and contemporary dance (Jorge 2003; Marques 1999).
Carvalho (1989), Dos Santos (2012) and Moorman (2008) mention Angolan popular dances in
passing. In the 1958 edition of the curious propaganda tinted research publications by the mining
consortium DIAMANG that portray the north-eastern Lunda provinces, a photograph of partner-
dancing couples is captured in "New dances appear (Dundo neighbourhood)" (DIAMANG
1958:139). Nina Baratti (2022) revisits the history of the semba couple dance and popular dance
scholar Alexandra Harlig maintains a blog where she offers verbal descriptions (and rather
associative interpretations) of kuduro dance moves (Harlig 2015). So far, I am not aware of any
systematic study of kuduro dance. In this paper I first introduce the interactive dance interview
and then present a systematisation of kuduro dance moves.

Positionality and methods

Asamusicologist I mainly work in the areas of popular music studies and ethnomusicology,
always thinking about music together with body movement. Starting as a teenager, | have
taken different popular and folklore dance classes in Germany, the UK, Brazil, Portugal and
Angola, but the study of dance and movement was not part of my academic training. During
research in Luanda (2011, 2012), Lisbon (2012, 2013), Paris (2011, 2012), Amsterdam (2012),
Berlin (ongoing) and Maputo (2012) I filmed and trained kuduro dance and also danced it on
dancefloors and stages. Furthermore, I developed an interview form which I call the interactive
dance interview. In an interview at the weekly tv show "Sempre a Subir" kuduro star Titica
demonstrate to TV anchor Carina Gongalves — and thus the TV audience — how to dance
specific moves and gives details of who invented them (Zetney 2010). My interviews with
kuduro dancers often took on a similar dynamic. When interviewing kuduro dancers | perched
the camera on a tripod (or someone else held it) and positioned myself with the dancers so
we were filmed together. In a semistructured open interview format I enquired about their
activities and the beginning of their dancing career. When they mentioned a dance-move |
asked them to demonstrate it, repeated it and developed questions from this movement. In this
way, we discussed meanings and origins of toques. We recorded dancers' realisations of them
as well as mine and also how dancers corrected my dancing.

A recurring moment of significance was when I aligned myself on the side of the dancer,
shoulder to shoulder, settling into collapse position (Dauer 1983:235), knees slightly bent, legs
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Figure 1. Dancer Aurio Dance guides researcher
in exploring afrohouse footwork during interactive
dance interview in his backyard, Chicala 2, Luan-
da, 2012. Photo by Paulino Cinquenta Damio.

hip wide, inclined torso and with a heightened kinetic attention, readying myself to mirror
their moves. This shifted the mode of communication from exclusively verbal to kinetically
enhanced conversation. It was as if we recognised each other in the commitment ignore any
supposed Cartesian divide. As | detail here, kuduro dancers work closely with animators and
other dancers, alert to kinetically respond to any verbal, visual, or visceral cues. Regardless
of how I frame non-verbal communication in everyday, esoteric or scientific terms — kuduro
dancers are experts in it. The interactive dance interview is a simple, mobile, and flexible
method to honour dancers' expertise by addressing them through non-verbal communication.
At the same time, kuduro dancers elaborate on their dancing using specific vocabulary. The
interactive dance interview enables dancers to mobilise embodied dance knowledge and to
verbalise it in conversation with the researcher.

The interactive dance interviews rendered names of and discourses around kuduro
dances as well as biographical and historical information. When observing the footage, the
juxtaposition with my amateur dancing throws into relief details of kuduro dancers' proficiency
such as fine footwork and posture as well as rapid, high impact, or complex movements.

Attempts to discuss dance through on-line chat were much less fruitful if not futile.
Performing movements or movement qualities complemented a gap in verbalisation due to my
lacking a specific kuduro term or the apparent complete absence of a name for a phenomenon,
for example "flipping over" as discussed in Alisch (2017).

Filming is an established method in dance research since the 1960s (Bakka and Karoblis
2010:170). Interactive dance interviews, in addition to capturing movement in camera, proved a
suitable way to mobilise dancers' tacit dance knowledge and to practice, discuss, and anatomise
kuduro dance. This dance-conversation is initiated by the researcher and driven by her questions.
As such it is an interview and not a natural conversation. In its enmeshed character it is already
close to thick participation as described by ethnologist Gerd Spittler (2001), a method that
mixes practice and conversation in an attempt to mobilise tacit knowledge.

Systematisation of kuduro dance

Combining thick participation, netnography, and different forms of interviews kuduristas
and | co-constructed how kuduro dancers loosely group their movements into the three main
categories of toque, esquema, and individual. In 2022 I checked back with longstanding
professional kuduro dancer Manda Chuva when meeting in Lisbon and he found this grouping
to be plausible. Beside these three categories some basic movements exist.
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Basic movements

Early kuduro dance was dominated among others by locking-like basic movements.
Since around 2007, a light-footed basic movement called conjugacéo de pernas (connected
movement of the legs) has become established. Here, the dancers tilt their static upper body
slightly forward while performing brisk, delicate footwork — often on tiptoe — with their
hands lightly slapping their thigh, foot or shin. In addition, women in particular often dance
a basic undulating movement, inspired by Congolese ndombolo dance, characterised by hip
and torso rotations. These basic movements can connect the elements introduced below or
form their basis.

Toques
Toques are the most important element of kuduro dancing. Much like in Jamaican

dancehall, kuduro songs are usually launched together with a signature dance move, the toque.

Kuduristas aim at having their toques danced far and wide. Toques are one of the main
promotional instruments for creating mass reception for a kuduro song through fan appropriation
via dancing. As star kuduro artist Noite Dia points out in an interview with me, kuduristas
design their toques with the distinct aim that they can be copied easily by the general public.
Singers and their dancers typically perform the short motional sequences that can span up to
one rhythmic measure during the coro of a song.

Toques often gesture at the song's lyrics through a typical movement or by transmitting an
energetic state kinetically. The nervous zombie-like staggering and head-shaking of Ta maluka
(She's mad) for example goes together with a paranoid bit by DJ Killamu and the lyrics "Are you
mad? She's mad, she's mad, she's mad, she's mad", all delivered in a tongue-in-cheek manner.

Through nominal or kinetic references toques often point to quotidian life in Luanda.
Kuduristas often discursively root their song-toques in the day-to-day conviviality of their
neighbourhoods, mimetically drawing on everyday occurrences, images, and movements. In
Danca Engraxador (Shoeshiner dance) Os Namayer incorporate the typical rubbing circular
hand movement of Luanda's many shoe shiners. In the dance of the generator they incorporate
the pulling of a generator's cord — with the frequent power cuts in the capital, this movement
is engrained in Luandans' collective kinetic repertoire. The toque of their song "Helicéptero”
(Helicopter) is an imitation of the rotor-blades. Puto Lilas' song and toque "Enchimento™ (The
filling) celebrates the ample derriére or bosom of an imaginary female interlocutor. The toque
entails cupped hands that gesture at the latter body part, going along with the lyrical line "All
of this is yours ?1?". The backhanded compliment — conveyed through the conjunction of lyrics
and toque — alludes to the fact that many Luandan women like to flaunt their curves, enhance
them through fashion, and sometimes through plastic surgery. In 2013, Puto Lilas' "Esta
Xuxuado: Com V da vinganca" (It's xuxuado: with the V of vengeance) alludes to the female
fashion trend xuxuado of wearing tight leggings in a way to accentuate the crotch. The xuxuado
was so popular in 2013, it sparked themed party nights. In 2014 Mauro Alemao launched the
song-toque "Catolotolo™”. With its spastic moves of cramped joints at the shoulders, wrists,
and ankles it references an outbreak of catolotolo fever (caused by the chikungunya virus) in
Angola in 2014. The toque "Bela” (Beautiful woman) was inspired by a fight of an inebriated
couple, the dance-move mimicking the backward leaning stagger of Bela's partner as he tries
to avoid her blows.

As much as toques come up through playful sociability, kuduristas also consciously
device them. When | ask kuduro star dancer and vocalist Noite Dia about her process of creating
new toques she muses:
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I think you have to dance every day, and watch the others as well, right? Because |
also appreciate the styles of others. When | see them, how can Isay this? Every day |
am in my room in front of the mirror always dancing. And from this I invent. If | am
doing a solo toque and like it then I will teach it to my girls [dancers] so it can stick.
I work always to be able to please the audience, because not always does the audience
receive well the toques that we create. It's laborious. One has to train a lot. That way
I find the ideal toque to pass to everyone. (Alisch 2011b)

If a toque catches on, broader audiences on formal and informal dance-floors dance it
when the respective song is played but they also accompany other songs with it. As such, some
toques circulate not only on dance floors but also through different artists' performances and
videos. Toques evoke in embodied and visible ways what may not be expressed verbally. They
kinetically mirror, contradict, or undermine what the lyrics transmit. While they need to be
performed in recognisable ways their execution also varies. Due to their accessibility, toques
are — beside the call-and-response lines — the kuduro practice that most mobilises joy and
collectivity.

In the above mentioned video toques are among others "Mangaba", "Zé DU" or "Mana
Tocobina™. "Mangaba” was developed by dancer King, a member of the Turma Fecha troupe
and mimics walking impairment. Mangaba is akin to the manganza movement, which is also
title of a song by kuduro group "Os Vagabanda".

Esquema
In kuduro, esquema (scheme) denotes a short dynamic group routine which dance

troupes present in formation during stage shows and videos. They insert it during a sequence
comprising solo passages with theatrical, improvised or acrobatic dancing, toques, or battle
situations. They usually repeat an esquema several times in a row and also use esquemas to
open or close the live performance of a kuduro song.

I have seen dancers perform different equemas, but in conversation they usually refer
to 'the' esquema, as if only the presently danced esquema exists or is relevant. Expert dancer
Maninho da Vassoura created a popular kuduro esquema based on a karate sequence (Alisch
2013). I understand an esquema to be different from a toque in so far as it does not bear its own
name and that it is not the signature dance of a song. An esquema is less narrative-based or
denotative than a toque, and is closer to an aerobics or zumba routine. When dancers synch up
in esquema they create unity and coherence after a whirlwind of more varied and aesthetically
stimulating passages. This helps to create the "synchronism of the group™ mentioned by Tony
Amado. When the dancers in the video example perform "Mana Tocobina™ in a line they create
this effect of an esquema.

Individual

The individual (pronounced "idividu'at") is a solo passage in kuduro dancing where
expert dancers show off their brilliance. This solo aspect distinguishes the individual from
toque and esquema, as these are collective forms of dancing. During the individual, dancers
perform theatrical movements and gestures such as limping as if missing a leg, moving as if
disabled, facial contortions called cara feia (ugly face) or falling flat on the ground as if shot.
Dancers have their personal repertoire but also show expert interpretations of toques.

Especially in underground dancing the individual entails transgressive performances that
can be comic, absurd, acrobatic, violent, or sensual. As much as they might appear to onlookers
to be free-wheeling madness and as much as dancers claim to be acting in a state of trance — these
show-stoppers are also planned and regimented. Dancer Come Deixa frequently distinguishes
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himself through individual during TV appearances or at the Underground My Music (short
UMM) gathering of veteran underground dancers initiated by Paulucho. When Come Deixa
performed at the festival "Kuduro ndo Para” (Kuduro doesn't Stop) as the dancer for Agressivo
do Cazenga I followed him with my camera (Alisch 2011a). While the vocalists animate the
audience, Come Deixa strides up and down the edges of the indoor football pitch that serves
as a stage. He rattles moveable football goals, checks the stability of the loudspeakers, and
visually assesses a hoisting ramp from across the pitch. When the vocalists return their focus
to him, Come Deixa runs over to the ramp and — still jogging — traverses it to ascend the goal.

Figure 2. Dancer Come Deixa & animador Agressivo
do Cazenga at event "Kuduro ndo Para", Cidadela
stadium Luanda, August 2011. Photo: Paulino
Cinguenta Damiéo.

He mounts the goal but a security guard is quick to order him down and he obeys, continuing
his individual on the floor.

When | discuss Come Deixa's apparent circumspection with expert dancer Maninho da
Vassoura he tells me that he, too, scans the specifics of his dance environment and, indeed,
every good kuduro dancer needs to "read the room™ in preparation for their numbers (Alisch
2013). Beside the dancers' pre-planning, the individual is typically also held together through
the instructions of the animador (see also Alisch 2017:159). The intensity of individual dancing
often marks the height of a kuduro performance with maximum carga and audience engagement.

As much as the individual gives room to dancers' creativity and innovation, there are
recurring routines such as the clownish performance of dancers sitting on the floor with stretched
out legs, moving forward in a locomotive-like motion clapping their hands and grimacing to the
audience with a grin. This move's infantilising body language — delivered with a subservient
attitude — reminds me of the stereotypical roles of black and black-faced performers in US and
South African minstrelsy. (The similarities between the theatrical elements of kuduro dancing and
South African pantsula dancing are striking: performances that mimic riding a bicycle, picking
each other up by pinching the shirt, or driving a car.) During individual expert dancers flaunt
their prowess. These solos are transgressive moments in any type of kuduro dance, be it based
on ndombolo or popping, sensual waist-winding, or autoaggressive back-flips. In the individual
resides the well-calculated shock value of kuduro that affords visibility and media presence.

Whenever dancers perform solo in the introductory example, be it climbing up stage frames
or contorting on speaker boxes, performing the baby and the old man or jumping into the audi-
ence — this is in individual mode.

Conclusion

Dancer Piko in nappy and wheelchair conjoins lifeworldly disparate states through
dance: infantility and senile decay, body control and loss of control, brutality and helplessness,
submissiveness and desire, fighting and camaraderie he combines in an incredible way. The
cultural theorist Tejumola Olaniyan developed the concept of the "postcolonial incredible”
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(Olaniyan 2004:2) in reference to the Nigerian afrobeat originator Fela Kuti in particular and
to performative arts in African states in general. He states:

The "incredible’ inscribes that which cannot be believed; that which is too improbable,
astonishing, and extraordinary to be believed. The incredible is not simply a breach but
an outlandish infraction of '"normality' and its limits. If'belief', as faith, confidence, trust,
conviction, underwrites the certainty and tangibility of institutions and practices of social
exchange, the incredible dissolves all such props of stability, normality, intelligibility
(and therefore authority) and engenders social and symbolic crisis. (Olaniyan 2004:2)

Similar to Nigeria, Angolan oil money has brought unimaginable wealth to a few, but
also intensifies warfare, violence, poverty or the impact of dance and music.

Kuduro dance — like many other performative practices in the global South — exteriorises
the postcolonial incredible. In their individual performances, kuduristas transform the violence
that permeates Angolan society as a consequence of colonial history, slavery and civil war into
movement and entertainment. Kuduristas present the postcolonial incredible as spectacle. They
thus offer an external view of the unbearable contradictions in a way that enables collective
euphoria and concomittantly allows viewers to distance themselves from the unspeakable.
Kuduro dance exposes the labour Angolans have to do to navigate and survive their everyday.

At the same time, they generate pleasurable community in dance.
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CULTURAL PROMOTION AND SYMBOLIC (RE)PRESENTATION OF
COMMUNITIES' MUSIC AND DANCE TRADITIONS: LASTOVO CARNIVAL
CASE STUDY

The article focuses on an unusual case of interaction between the local and scientific communities. The reason for
the specific cooperation was the preparation of an application for registering the Lastovo carnival for the UNESCO
Representative List of the Intangible Cultural Heritage of Humanity. The research methodology, where local ‘volun-
tary researchers' actively participate in addition to the researchers, resulted in a more subjective view in which the
most critical voice is the local community's reflection on historical and contemporary life issues reflected in the
Lastovski poklad custom.

Keywords: carnival, Lastovo, Croatia, carnival music, sword dance

Introduction

The Ministry of Culture and Media of the Republic of Croatia declared the Lastovo poklad
(Lastovo carnival) a protected intangible cultural heritage and included it in the Register of Cultural
Heritage of the Republic of Croatia on 17 January 2008. Ten years later, the idea of registering the
Lastovo Poklad as a Croatian candidate for the UNESCO Representative List of the Intangible
Cultural Heritage of Humanity was born among the people of Lastovo. Since the ratification of
the UNESCO Convention for the Safeguarding of the Intangible Cultural Heritage in 2005, the
Republic of Croatia has been implementing intense activities of valorization, documentation and
promotion of intangible cultural heritage. The efforts of the local community largely coincided
with the aforementioned guidelines, so it was to be expected that the initiative would come from
the active participants of the Lastovo poklad.

For the islanders, poklad is the most important custom, a tradition that they actively cherish,
but also a social event that determines the rhythm of the year, an entity to which they adapt, through
which they think, reflect on social meaning, togetherness, forgiveness and kindness. Poklad is also a
symbol of resistance that lived through the centuries and survived various authorities, governments,
was led by different flags, outwitted various prohibitions. It adapted and changed, but always remained
the same, the most important event for Lastovo residents. The interest of researchers, heritage
institutions and the media is therefore not surprising, including the two of us, an ethnochoreologist
and an ethnomusicologist who have been following and recording insights about the Lastovo poklad
for over twenty years. The initiative has turned into a concrete project — an excellent example of in-
depth ethnographic field research of a small island community that has enriched scientific research
with its own efforts and contributions. In this research, we have combined our long-standing
ethnochoreological and ethnomusicological research with the ‘voices' of the majority of participants
in carnival events, the 'builders of culture’, whose memories of participation in carnival events over
the past fifty years were recorded in a comprehensive survey in the period from 2018 to 2020.

Fieldwork research in Croatian ethnology

In the decades-long tradition of Croatian ethnology, fieldwork has been one of its
fundamental strongholds (Capo Zmega¢, Gulin Zrni¢ and Santek 2006:8). Research practice is
based on short field trips, participation and observation of a particular event, and conversations
between the interviewer and informants about the history of a researched tradition.
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Carnival events are a special challenge for a researcher since they reach their peak on
only one or two days during the year. If anything is left unclear or there are any dilemmas, the
researcher needs to wait for the next annual cycle for a new field trip to verify or challenge
information. Gaining an in-depth knowledge of the Lastovo poklad events took a decade of
research and continually returning to the island in the middle of winter, when islands are left
to themselves, stripped of tourists and cultural events. On the other hand, our approach to the
research on the Lastovo poklad has given rise to some new research paradigms that can be
linked to the essential principles of the beginnings of ethnology as a science in Croatia.

Antun Radi¢, considered the founder of Croatian ethnology, defined ethnology as the
science of the culture of one's own; he was primarily interested in the role of peasants in
society. He was also the first to set parameters for fieldwork. He believed that peasant folk
culture could only be credibly and fully understood and consequently investigated and written
about by literate, educated people born into the researched communities, which resulted in
ethnographic material written down in the local dialect of the researched area (Capo Zmegag,
Gulin Zrni¢ and Santek 2006:11). At the end of the 19th and beginning of the 20th century, Radi¢
started the fieldwork practice of "folk ethnographers": collectors of material about folk life
who were primarily interested in the present (Capo Zmega¢, Gulin Zrni¢ and Santek 2006:13).
In the 1920s and 1930s, Radi¢'s "folk ethnographers" were slowly replaced by professional
ethnographers, with Milovan Gavazzi at their head. They based their ethnological research
on fieldwork, an approach that is partly still practiced today, with a focus on interviews with
informants about the history of researched traditional practices.

In the 1970s, despite much stumbling and resistance from ethnological standard research
practices, ethnologist Dunja Rihtman-Augustin reintroduced the present as a relevant category
in Croatian ethnological research (compare Gulin Zrni¢ 2004:7; Rihtman-Augustin 1988:9).
The same paradigm was adopted in ethnochoreological practice. Ivan Ivancan collected data
about dance with a focus on the past, interviewing numerous informants about how dance was
once performed, while Stjepan Sremac introduced the present perspective in ethnochoreological
research characterized by participant observation of a specific dance event (Niemci¢ 2007:18).
Since the 1980s, a small community of Croatian ethnochoreologists and ethnomusicologists at
the Institute of Ethnology and Folklore Research in Zagreb has based their fieldwork primarily
on the participant observation of particular music and dance events, that is, on monitoring
the performance context of the researched topic as a starting research position. In research
structured in this way, the focus is primarily on monitoring contemporary music and dance
practices which is supplemented by interviews with informants about both the past and the
present. The first chosen to be interviewed are often 'professional informants' presenting the
parts of the tradition that they consider important, which they evaluate and reflect on.

Our research

For us, researchers — outsiders, it was a particular scholarly and research challenge. After
years of getting to know carnival in depth using the method of participant observation, an
opportunity arose to expand the research with the voices of Radi¢'s 'folk ethnographers'. The
aim was to gather stories about the carnival and everything related to its existence, about all its
changes from the earliest times to the present generations who are active bearers of this custom.

In this case, the research was initiated by the islanders themselves, so the conversations
(research) were mainly conducted by Lastovo residents with Lastovo residents. The trusted
souls that share living experience and knowledge about common carnival tradition.! As many
as 172 informants accepted participation in this unique undertaking of the local community,
sharing their stories and memories. They differ from each other in terms of age and gender,
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education, employment, functions in the community, by place of residence, as well as their roles
and contributions to carnival events. Attachment and participation in carnival events does not
necessarily imply permanent residence on the island. The characteristic of island life implies
temporary and/or long-term displacement. The traits mentioned here are the reason why we
use the term informant with a slightly different meaning than the one primarily associated
within contemporary ethnology and cultural anthropology terminology. Appreciating the
epistemological questionability of the concept of informants, as well as its relevance within
symbolic anthropology, which experiences individuals as builders of culture and creators of
meaning, this concept became the link in our field research that connected our ethnographic
approach to the perceptions of Lastovo residents about our and their future work. Although
contemporary approaches to ethnographic research are characterized by dialogue as a feature of
intersubjective relationships realized in the field, the concept of informants became established
among our collaborators, the Lastovo residents who conducted research, and whose approaches
to interviews and rhetoric remained as a fundamental determinant of information gathering
(but not interpretations of the material itself). Our predecessors in the field, for example the
researchers of the Institute and Folklore research, helped to establish themes from the island's
folklore heritage, and especially carnival themes. During their research from the middle of the
last century the term informant became established, over time in the eyes of Lastovo residents,
that contributed to this association for the discipline itself (Plese 2014:10-11).

After the initial talks, a work plan was agreed upon. Our research volunteers made a
list of potential informants, divided into three age categories — older (born between 1923 and
1946), 'golden'/middle (1947—-1973) and younger/young (1974-2000) generation. The age of the
narrator determined the order and schedule of meetings with them. The interviews were done by
inhabitants of Lastovo themselves, guided by a series of questions that we came up with together.
They also organized several storytelling events, where the informants of the same generation
tried to stimulate parts of the collective memory 'buried' in the memories of the most remembered
moments of the 20th century's carnival events. Our participation in the first few storytelling
events encouraged the young people of Lastovo to continue exploring their community. They
started with the oldest community members, whom they often visited individually at their homes
where they recorded their conversations about carnival. The 'golden’ generation was investigated
individually to some extent, but much more through storytelling events where they together
recalled memories of events long gone, trying to reconstruct them in animated discussions. All the
conversations were recorded and then transcribed. It is worth mentioning that the transcriptions
were made by young educated residents of the local community, who could best understand the
local dialect full of symbolic idioms that in most cases meant nothing to us as outsiders. The
collected and transcribed ethnographic material was archived in the Documentation Department
of the Institute of Ethnology and Folklore Research in Zagreb as a manuscript collection of
interviews (Caleta and Niem&i¢ 2022b, 2022¢). The value of this initiative and project, as well
as the value of the material collected, is significant. All in all, 155 interviews were conducted in
which 172 narrators participated — the transcribed and systematized material made a manuscript
of more than 800 pages! Some stories and interesting facts about the poklad were told that we,
as guests from the outside, had not been able to hear in twenty years of visiting and researching
the island. All in all, this research represents a unique methodological undertaking, so we are
grateful to the Lastovo residents for the opportunity for additional insights and development
of our profession, both methodologically and thematically related to the understanding and
interpretation of carnival events.

All of the interviews were done face-to-face; there was no one-for-all questionnaire. It is
important to note that all of the interviews were conducted in environments that felt natural and
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comfortable for the informants, such as their homes or community spaces, and in the company
of people they knew well, trusted, could relax with, and with whom they shared exceptional
knowledge of carnival.

The stories that emerged in our meetings with Lastovo residents, in workshops that
stimulated memories of the carnival period, proved to be a first-class source for understanding
the (self)perception of Lastovo residents and the importance of carnival in that process of self-
discovery. The stories became a link between the factual and the personal, a foundation that
was more than just a folkloric fact and which, in the spirit of contemporary anthropological
debates, pointed to the complex intertwining of real situations, transmitted images of the past
and symbolic networks woven around cultural worlds, at the center of which Lastovo was
located. The story became, in the spirit of Geertz's remark about ethnography as imaginative
writing about real people, in real places and in real time (Geertz 1988:141), a point where
the varied experiences of the islanders, their fears and longings, were sedimented, a meeting
place of humorous observations about the world today and idealized situations from the past.
In this way, a representational narrative about 'ideal' traditional practices — one that would be
offered to a stranger coming to the island guided by research curiosity — was avoided. In these
stories and memories of carnival and its events, told by several generations, we can see Radi¢'s
"dynamic conception of culture™: the processes of adapting customs to changed life contexts as
well as creativity in its sustainability (Capo Zmegaé 1997:28).

Music and dance in research

Dance

During the research, little was said about dances; the very structure of the dance and
dance steps was not mentioned even once. Certainly, the reason for this is the 'natural’ way of
learning dances that on Lastovo still starts from early childhood by observing and repeating
motor activities until complete adoption. The people of Lastovo mention the dances they danced
at dance parties and festive balls in the dance hall (sala), but they rarely or never mention the
details and description of the balo pod liru, pokladarsko kolo or lijepe maSkare chain dance. It
is interesting that even their interrogators — fellow residents, do not consider questions about
chain dances as important information, even though they are undoubtedly an integral part of
carnival events and customary practices on the island of Lastovo.

This attitude is not new in traditional dance research. A similar example of ‘'negating’
the most represented and most performed dance can be found in Egil Bakka's texts about
polka. Writing about the phenomenon of the polka dance, which is extremely present in the
traditional dance practice of Norway, Bakka mentions an interesting fact. At the beginning
of the 20th century, when the polka spread throughout Europe due to its popularity, booklets
with instructions for dancing certain dances began to be published in Norway. Although the
polka is often mentioned in these booklets, there are no precise explanations of the polka dance
patterns unlike the explanations of the dance patterns of other dances. Moreover, in some of
the booklets it is explicitly stated that "everyone knows how to dance" polka (Bakka 2000:5).

All the participants of the Lastovo poklad know how to dance balo pod liru, pokladarsko
kolo or lijepe maSkare chain dance, so they don't need any additional explanation or instructions
for dancing. About twenty years ago, when we started my ethnochoreological research on the
Lastovo poklad, the focus of my research was dance, along with all the usual practices. At that
time, the informers, leaders of the custom functions (capo di balo) meticulously answered
my questions about the dance and dance figures. As we perceived the field work as a "source
of data for scientific processing" (Lozica 2006:237), all my scientific texts were created from
that point of view. According to Lozica, in field work research it is always about the extreme
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situation of our close encounter with the elusive Other with whom, although we meet him
every day, "only in the formalized attempt of 'scientific' field work research do we notice his
silence and the difficulties of real dialogue"(Lozica 2006:238). As Lozica further states, all
"possibilities of writing about the field work are actually our interpretations of the unsaid,
forms of our monologue on behalf of the Other" (Lozica 2006:238).

When it comes to dance and dance research, the problem doubles, to say the least. We
demand and expect our dancers-narrators to translate non-verbal dance movements into words,
which we researchers then turn into (scientific) texts or a series of analytical data, the reading
of which enables potential dancers to adopt individual dance steps and figures. Since we are
aware of the great limitations in recording dance in this case, the movement will continue to
remain invisible or unrecorded. First of all, the intention is to show how difficult it is even for
the performers themselves, who without doubt know most about it, to talk about dancing. The
same applies to the ways in which performers approach verbalization. In the conversations of
islanders with islanders, dance is only mentioned in passing, it is not given special importance.
It does not mean that dance is not present in common practice. On the contrary, everyone
knows exactly how, when and where they dance, it is part of their lives determined as a regular
part of life events. On the other hand, instead of talking about dance they rather reflect the fear
of change or the acceptance of change. Dance belongs to a silent collective knowledge that
rests on experience and that remains undefined by its verbalization anyway, "what people know
best is so self-evident and commonplace that it escapes attention" (Frykman 1990:84). Instead
of concrete mentions of dance, our informants like to recount funny incidents related to dance
festivities (balo na salu).? Likewise, they are rather happy to remember the mischiefs from the
trips with the folklore group that performs their local dances. Here, too, instead of the dance
topic, the emphasis is on interesting moments related to dance events, while not acknowledging
that the stage performance of their local dance was largely inspired by the choreographic idea
of Ivan Ivancan performed by the Lado National Folk Dance Ensemble. In fact, their reaction
and comments on the performance of Lado, which in staging the Lastovo carnival freely
accesses some elements that are 'sacred' for the Lastovo inhabitants, is very harsh. The same
applies to the future of dance festivities (balo na salu), which are often discussed by coming
up with solutions that would encourage younger generations to participate more actively in
dance events.

Music

Music is also an important component of carnival events; as in the rest of the world,
sudden technological developments and especially tourism brought contemporary global assets
that have somehow changed Lastovo's musical soundscapes. Our informants rarely openly
speak about music; the most common mention refers to the sound of the lira, which brings
a special state of consciousness and emotion to all Lastovo inhabitants. The lira is a solo
instrument that is used as an accompaniment to dancing, less often to singing. At the turn of the
19th and 20th centuries, at the time of the most active musical practice, the lira is present in
the traditional music-performance practice along the Adriatic coast and most of the islands. In
medieval lexicons and dictionaries from our region (especially those from the Dubrovnik and
Dalmatia), a musical instrument of this name is not mentioned, which leads the authors to think
that the lira is domesticated in the musical practice of the Adriatic area only at the end of the
18th and the beginning of the 19th century (Caleta and Niem¢&i¢ 2022a:155). The lyre and its
strong sound introduce us to a period in which different musical worlds collide in singing, but
more often in a music-dance context. Thus, in stories that mention musical idioms, we will often
hear 'return to the old days' as an imperative that gives certainty, recognition and predictability
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of Lastovo's musical everyday life. Singing, musical genres presented in the carnival period
confirm the specific dedication and prestige that those who are skilled in singing or playing in
their community deserve. Music is also in the function of intergenerational connection, uniting
different generations in a joint activity and thereby passing on tradition to the young.

From the narration, it is possible to conclude that the mindset of the community that
lives with this kind of tradition is more susceptible to inventive improvisation of existing
musical idioms than to accepting new ones. This attitude can be gleaned from the critical
attitude towards new aesthetics that brought new repertoires, but also professionalization.
Reflections of local musicians in relation to foreign musicians are frequent in the narrator's
comments. In these narratives, one can glimpse the awareness of the gradual acceptance
of changes, difficult for the community that is used to decades of adopted music and dance
idioms that they consider their heritage.

On the other hand, the most recognizable symbol that everyone mentions in their memories is
the sound of the lira. Asarule, players of traditional musical instruments are distinguished individ-
uals who sacrifice their time for the love of the musical instrument to improve playing techniques,
which the entire community later recognizes as special, skillful and valuable. These are self-taught
individuals who learn the tradition by carefully listening and imitating their predecessors.

There are rare cases when the names of prominent traditional players are remembered, but
the memory of past prominent lira players is still present in Lastovo. Most of the comments in the
statements referred to the oldest, most skilled lira players who remained in the memories, about
whom stories were told, and are still mentioned today. Some associate them with a specific event,
some with atime of residence, some remember their other occupations. They are always mentioned
as musicians, which is how the community remembers them. The most present questions refer
to the appearance of the lira players, which has completely changed. Former lira players were
dressed inacivilian suit with a ribbon over the shoulder as the only decoration, while today's wear
apokladari uniform. This visual moment connects both the older, golden and younger generations,
and this can be read from the fact that a large number of informants ‘touched' this issue.

Conclusion

The book (Caleta and Niem¢&i¢ 2022a) as a result of our joint research project brings
together in equal manner our ethnochoreological and ethnomusicological research of many
years and the 'voices' of the majority of the carnival participants, the 'builders of culture' on
Lastovo. Thus, we have come full circle in the development of methodology of research and
fieldwork, starting from the current position of professional researchers using the method
of participant observation as well as interviews with 'professional informants'. By actively
participating in the most important local traditional event, we gained the trust of the entire
community. The invaluable role of their initiative prompted a multitude of 'insider voices',
‘folk ethnographers' to speak honestly about their memories as well as their fears regarding
their community's most important custom, the one that represents them to the outside world.
Besides scientists-researchers, local researchers also participate very actively. The results
in a more subjective view in which the most important voice is the reflection on historical
and contemporary life issues and music and dance of the local community. From traditions
from the past to contemporary interpretations and explications, adaptations and changes, the
results of research show the resilience and inner need of the local community to survive in
its own environment and coexist with nature. All of these factors prove that dance and music
have a significant but not the most important place in the narrators' statements; little is said
about them but it is understood that they are an indispensable part of rituals especially in the
light of contemporary global socio-political and pandemic events.
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The book presentation was also brought in the same manner; it happened on the island
on the 2 February 2023, on the Our Lady of Candle day. It was a day when lira sounds for
the first time in the dark, announcing future events. It follows the first round of pokladari
where after singing everything culminates in frenetic exclamation of shout "Uvooo" before first
pokladari joint dinner. Most or the inhabitants, our informants were there looking for their names
under citations, looking for the memorable photos from family albums, remembering numerous
memories of previous carnival events. For us, it was an unusual feeling of strong belonging to
the community that so generously welcomed us into their society... Everything that has been said
points to the importance and tenacity of the link between the local community and the custom that

represents a strong identity marker for the small southern Dalmatian island of Lastovo.

Endnotes

1 This recount tries to ilustrate our position and confirm our toughts of 'natives' researching 'natives': in the book
In a company of man (1960), Ethel M. Albert recounts an incident that happened to her during research in the
middle of the last century in Burundi, which influenced future reflections on research methodologies. One morn-
ing she found her local assistant sitting at a table with one of the tellers, talking to him and taking notes. When
she asked what he was doing, he replied: "Anthropological research like you. But | know the language, so my
research will be better than yours" (Albert 1960:369 in Plese 2014:16).

2 The term balo from the Italian term festa de ballo (dance party) is not only a dance, but an evening/all-night
event, in the not-so-distant past, the only winter party, a public gathering accompanied by a series of informal
situations (maskare na salu, maskare po mistu, Sene, facende, Skerci, skandali) that are most often remembered

and passed on verbally from generation to generation.
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Fahriye DINCER
(istanbul, Turkey)

WORKING THROUGH CHALLENGES IN ETHNOGRAPHIC RESEARCH
PROCESSES: A PERSONAL REFLECTION ON ORAL INTERVIEWS

In this article | focus on the oral history interview processes that | conducted on Alevi ritual movements (semahs). | go
through my reflections to show that the interview process taught me how to engage with people in intimate encoun-
ters and provided for me an opportunity to understand the sensibilities of the community members. In the end, they
all proved to be significant in understanding the transformation/reformulation processes of their ritual movements.

Keywords: Oral history interviews, Alevi ritual movement (semah), narrative space, reflection, outsider position

There are various methodologies established and widely used for knowledge production
in dance research. Depending on the demands of my research topic, as well as my background
and skills, I have been employing a range of methodologies in my own work. Beyond my prior
experience in practice of and study on traditional dances, the study I carried out for my PhD
dissertation was the first one that gave me some experience in conducting academic ethnographic
research, which was intertwined with oral history interviews. My focus was identity construction
processes of a religious community (Alevi) in the history of Turkey in relation to reformulation
of their ritual movements (semahs).

My curiosity about ritual dances of the Alevi, which is a marginalized and stigmatized reli-
gious community in Turkey, started essentially in relation to the political context of the time. In
the middle of the 1990s, there had been incidents of Sivas (1993) and Gazi (1994), during which
anumber of Alevi people were killed. My fieldwork, which took place in the late 1990s and early
2000s, was concerned with the ritual movements of this ethnically diverse (Turkish, Kurdish and
Arabic-speaking communities), unorthodox religious community, which constitutes about 10%
to 25% of the whole population in Turkey. In terms of a ritual movement, political sensitivity
is only part of the story; however, at the time, it had an important place in the representation of
Alevi identity. As it started to be performed apart from the ritual as a ritualistic dance in the public
sphere, where audiences included non-Alevi people, it provided a new perspective for me as well,
and | decided to work on semah for my PhD dissertation and research.

In this study, fieldwork and oral history interviews were conducted alongside a critical
analysis of the available texts. I visited public ritual and gathering places of the Alevis (cemevi),
attended one of their festivals with the members of Karacaahmet Cemevi semah group and partook
in conversations with the members of the group, who were mostly young people. Oral history
interviews with several elderly people, on the other hand, proved to be utterly significant as they
provided a solid ground for me to pursue transformation processes of semahs in a historical
perspective. More importantly, they taught me how to engage with people in close encounters,
which is a primary step in all research that necessitates working together with people. Lindsey
French says that she "gained the courage to do ethnographic fieldwork by learning how to conduct
oral history interviews" (2019:274). Similarly, my fieldwork started after I attained some experi-
ence in conducting oral history interviews, but not because | deliberately planned it. However, |
can say that the difficulties I experienced during those interviews were quite challenging and my
efforts to overcome them provided me with valuable experience to conduct my entire fieldwork
in a more productive way.
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In this article I will revisit my oral history interview experiences — which did not include any
presentation of the ritual movements but based on oral narratives —as a part of knowledge production
in dance research. My main focus will be the interviews I conducted only with one person in order to
be thorough in reflecting on the difficulties I encountered, and knowledge and perspective I gained
throughout the interview process. However, in order to make sense of the discussions I initiated in
relation to this main case, | will occasionally make references to anumber of other interview occasions.

Before conducting the interviews, | read many texts on semahs and became quite familiar
with this literature. In the process, | noticed and decided to explore the discrepancies between
the general features of publicly known semahs and the recent texts on semahs that accompanied
them, and the information | gathered from a few semah texts published in the initial decades of the
Republican period. To understand the transformation processes of semahs, | was hoping to explore
the connotations of these discrepancies. On the one hand, I continued to work on the reconstruc-
tion processes of Alevi identity in different historical periods by critically analyzing discourses of
various writers. On the other hand, | wanted to talk to elderly people of the community, who might
have attended the rituals back then either in their hometowns or in private gatherings. My aim was
to find out if those dances, which no longer exist, have a place in their memories and if this is the
case, how their disappearance can be explained. With the help of the Alevi people whom | knew, |
was able to conduct oral history interviews with several elderly people.

The main oral history interview that I will reflect on was my first experience in this field and
I conducted it with a Turkish Alevi dede. The dedes are the religious leaders of the Alevis and the
ones who conduct the rituals with the help of twelve assistants, each of whom fulfil a specific ritual
service. The dede whom I interviewed in 1998 migrated to Istanbul more than some twenty years
prior to our interviews. He served as a dede since 1948 both in his hometown and later in his neigh-
borhood in Istanbul, Rumeli Hisariistii. At the time we met, there were several cemevis in Istanbul
for Alevis to come together, work and conduct their rituals. Although he did not want to work in any
of them —to which Alevis who migrated to Istanbul from various parts of Anatolia attended —he was
in close contact with the people of his community in the neighborhood, and was helping them when
his assistance was demanded. In our first encounter, I introduced myself and explained my research.
Even though the dede welcomed me very nicely, he did not answer my questions. He asked me if
I had read certain books. Although | had already read most of them, | did not manage to express
myself appropriately. After a very brief conversation | thanked him and left his house. At this point
it is worth mentioning that although the Alevi people whom | knew and helped me throughout the
process made sure that | was welcomed in the community, I started to understand that hospitality does
not mean trust, and that trust should be earned, if possible, and perhaps, only up to a certain degree.

While reflecting on that unpleasant encounter, I asked myself many questions, such as: Did
he mean that all those books would tell me what I needed to know since they were available in the
libraries and included sufficient information for the outsiders? Perhaps, as an outsider, he did not
think that I have a right to go beyond what is already publicly known. I also questioned whether I was
concentrating on my position as an outsider too much and neglecting other significant issues, like
developing rapport. Perhaps, there were significant issues that I missed when I was studying those
books. I did not know if he was expecting me again, but I would go back. I thought that my first step
should have been developing a genuine relationship, which also includes getting prepared for each
and every interviewee according to their distinct features. In this case, | was talking with a dede, an
esteemed person of a religious community, that I should find a better way to show my respect for
his knowledge and experience instead of prioritizing my research agenda. So, in the meantime, |
re-read the books he recommended, examined new ones and, more importantly, | worked harder on
the Alevi belief system. Despite the fact that semah texts that | had studied contained some informa-
tion onthe rituals, | realized that by concentrating on contemporary issues, | had not opened enough
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space to discuss the significance of the rituals and semahs, and, more importantly, their intertwined
existence in the experience of the dede.

However, | was also aware that | faced a problem in personal communication skills; for
example, not being ready to open an alternative dialogue when the narrator stops, or kindly rejects
to communicate further. Overcoming this problem was a difficult task for me. I was inexperienced,
and moreover, a shy person at the time — which is not a very convenient characteristic to conduct
interviews. Yet, as [ have reflected later on, I was a good listener and being able to listen helped me
to overcome some of my deficiencies resulting from being shy. Starting from a positive point, I tried
to develop my listening skills as an interviewer.! But, even though I could be ready to listen, how
would I be able to start a fruitful conversation?

I managed to overcome this problem gradually if not completely. As a first step, I decided to
leave my earlier questions aside until we started to communicate and develop some rapport. I tried
to open a space in which he could talk about his life in his own way and pace. His narratives made
clear that his life, belief system and responsibilities as a dede were all intertwined tightly. Actually,
this was the main context to which my questions belonged, and the one that | had failed to provide
in the initial interview. However, I did not use a shortcut to pass onto questions, realizing that first of
all, the most important thing was to develop a relationship and I did not want him to feel as if he was
tolerated only up to a certain point. Second, his narratives were supplying me with awider perspective
to formulate new questions, reformulate some old ones and think about issues that were not on my
agenda up to that point. Third, some questions were already being replied and/or elaborated more
efficiently when convenient contexts appeared in the ongoing narratives. In the end, the dede and |
established a relationship that our slowly evolving conversations brought us to a point where most
of my questions were contextualized and discussed frankly.

I would like to elaborate on the issue of questions by focusing on one of them. As | mentioned
inthe beginning of this article, while comparing the earlier and recent semah texts (and contemporary
performances) | found out some discrepancies. One of those was about whether ‘touching’ arms,
shoulders, waists or hands were included in any semah forms, or not. Whereas in the older texts it
was possible to find a few semahs that included it, the recent ones, especially the public performances
excluded it almost as a rule. Since even the old texts did not provide much space for them, | was
questioning the validity of this information as well. When the dede was talking about his visits to
various Alevi communities, he mentioned the semah of a Cepni group in Black Sea Region. Back
at the time (in 1956), the performers were holding each other by the arms tightly. He continued his
narrative by saying that they recently changed it in accordance with other public semahs. According
to him, the performers became unable to move comfortably any more (1998). At this point, I could
draw a conclusion like the disappearance of those semahs was related to interaction of semah groups
and the groups' motivation to be appreciated more by the audience.? Personally, | also was observing
that semahs, which included whirling or rather difficult movements were attracting more attention in
the public sphere. With this example, the dede helped me see how semah styles and choreographies
are currently evolving and transcending traditional lines. On the other hand, the exclusion of several
styles on artistic (and/or audience-based) preferences was something, their non-existence almost as
arule was something else. Therefore, since he assured me about their existence, instead of jJumping
ata conclusion, | felt encouraged to do further research on the issue.

Getting to this point with the dede and being able to talk openly was not easy and it took time
and effort. It was only after the dede decided that | was committed and serious enough that he shared
with me a glimpse of knowledge that he had accumulated in more than half a century. Reflecting
on this experience later, | kind of thought that the dede put me through a maturation process which
resonated with the stages of the Alevi belief system where you experience and pass each one through
your commitment. | was not an Alevi, but he was an Alevi dede, who committed himself to teach
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people how to earn the right to do the things that they wanted to do. During this process, | gradu-
ally learned a lot about his life and his experiences as a dede. Sometimes he had visitors from the
neighborhood, who added new topics or gave examples from their life experiences. Although many
textbooks on oral history recommends to have one-to-one interviews — except in certain cases® — the
conversations in which neighbors participated as well, enhanced significantly my understanding of
the community and their sensitivities. These oral history interviews intertwined with my ethnographic
fieldwork and the people whom I met there continued to help me in the process.

Even though I had come a long way, as I had wondered following my first interview, I still occa-
sionally feltas an outsider. That position did not prevent me from conducting interviews, having friendly
interactions, and consequently acquiring knowledge. Although being an outsider is not a fixed position, [
could still feel its effects mainly in three occasions: initial stages of the interviews with anew interviewee,
silences on some issues, and explanations given out of context. About the first issue, I should briefly say
that even though I was referred to each interviewee by one of our mutual friends, 1 still had to gain their
trust. Additionally, as ordinary people —not dedes, or religiously or otherwise significant figures — they
had difficulty in understanding if any part of their life could be of interest to anyone or worth exploring.
Both of these facts complicated the beginnings but in time they were resolved for the most part. In my
experience, being genuinely interested in people’s lives and showing my respect to them for opening
their houses and accepting to talk with me were important to disregard most of the troubled phases.

Long moments of silence in discussions of various old semah forms might be a helpful example
for the second issue. It was only the dede who confirmed the existence of several semahs that include
touching and gave a specific example. Did the other narrators have no recollection of those semahs,
or did they prefer not to talk about them? I do not know the answer and I did not try to force my narra-
tors to get information. I respected their silence and made effort to understand its meaning. This effort
would combine with what | understood in terms of the third issue: explanations given out of context.
Throughout the oral history interviews, there was a topic,* which was explained without being asked or
out of context. It involved an idiom, mum sénd, that targeted Alevis, and condemned them as immoral
people. Because they were persecuted since the 16th century during the time of the Ottoman Empire,
and notaccepted asareligious group in modern Turkey, the Alevis used to conduct their rituals secretly.
Marginalization and secrecy led many people in a Sunni dominated society to question the morality
of the Alevi people. The idiom mum sondd, literally ‘candles are extinguished', has been an idiom used
by some non-Alevi people as a reference to Alevis' secret rituals with a strong connotation that they
involve immoral acts. My interviewees were extremely hurt by those allegations and always tried to tell
me the importance of the twelve services of their ritual, one of which was lighting, not extinguishing,
the candles. Their narratives also involved some examples on how Alevi people survived that kind of
accusations and some others on their moral conduct — which were certainly not possible according to
their belief system.

When | considered those sensitivities and silent moments in relation to earlier semah forms, |
thought that bringing up a semah form that involves people touching each other's arms, hands, shoul-
ders or waists during a ritual, which had been practiced in secrecy for a long time, could lead some
non-community members to question the morality of Alevis. I still do not know if any of my narrators
had information of those semahs. Yet, their unexpected narratives helped me to consider their sensitiv-
ities, which also could have been effective in historical transformation processes of semahs. Moreover,
narratives that emerged surprisingly as a result of the narrators' personal initiatives provided me with
other clues about what they have been expecting from me as a researcher, whose text would access to
many others, to whom they were not acquainted with. Whether it was my curiosity, or not (at least in
the beginning), | felt the necessity of providing space for them to talk about those issues which seemed
very significant from their point of views. Eventually, they have become invaluable tools in the analysis
of interview data.
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In one of his articles, Alessandro Portelli emphasizes that “[o]ur task is not merely to extract
information, but to open up narrative spaces" (2018:43). In this article I revisited my first oral
history interview experience, conducted at a time when | was not at anywhere close to such an
understanding. However, starting with the first part of Portelli's statement, I can say that practi-
cal work taught me not to create pressure on my interviewees due to several reasons: first, being
accepted as an interviewer was a privilege that | felt and it should be taken seriously. That was
one of the reasons for me to work harder to show my genuine respect. Second, and practically, |
wanted to continue with interviews that [ was afraid to fail from the beginning. So, I tried to reflect
thoroughly and did whatever | could to be able to keep this process alive. Third, if | was expecting
sincere narratives, | thought that they could not emerge through pressure, but with mutual respect
and rapport. Fourth, I was also aware that ethically, as researchers, we should minimize harm,® since
my interviewees were old people and members of a marginalized and stigmatized community, |
should be very careful not to cause any harm, be it psychological, or socio-political. Because of
these reasons, | did not try to extract information from my interviewees, but worked hard to open
up conversations and talk sincerely. In the process, | learned that unexpected narratives can provide
us with considerable information, be it on our original topic or any other one. Meaning that, our
initial plan may change, if we are ready and willing for it, and those changes sometimes have the
potential for opening before us new channels to look into and inquire that go far beyond our initial
plans or expectations.

I think that rather than concentrating on collecting data in order to produce a more complete
"documentary source" (Sheftel and Zembrzycki 2016:360), focusing on providing a ground where
fruitful conversations could take place is closer to what Portelli calls "narrative spaces" in the second
part of his statement cited above. | think that the approach that I tried to adopt in the process has
a similarity with this one. Retrospectively, | understand that the main question was about various
tendencies within the craft of doing oral history and understanding what we mean by source. While
the former attitude is more in line with positivist tendencies and objectivity, the latter one signals
a post-positivist” attitude in which oral sources are not deprived of their features as humans and
thus their subjectivity. It is the subjectivity of the interviewees that shed light on the meaning of
the issues being talked about in the interviews since they stem from their life experiences and
give an idea about their reservations. As Portelli notes, oral history "tells us less about events than
about their meanings" (2003:67). In my experience, too, the "narrative spaces" that I tried to open
as much as | could, have proved to be crucial to my attempt to understand the meaning of the data
that | gathered throughout the interviews.

In this article, I tried to highlight my reflections that guided me in the research process: the
oral history interviews made me question my personal skills and abilities, and also helped me to
see the boundaries set by my interviewees. The former one led me reconsider what I lacked, how
I could improve my work and what | could manage to do. The latter one motivated me to think
deeper about the sensibilities of the community members and what they could have expected from
consenting to take part in my interviews — their fears and their hopes in opening themselves up
to a relative-outsider. In the end, oral narratives of elderly Alevi people, most of whom could not
perform semah anymore, had an enormous contribution to the production of knowledge in dance/
ritual movement research. The experiences | acquired and the conclusions | drew from those inter-
views helped me to conduct my ethnographic fieldwork in a much more productive way and with
involvement of new issues that I was not able to think about previously. Interviews and my first-
hand observations showed me that beyond external or artistic impacts, transformation processes
of dances/ritual movements are closely related to socio-political sensitivities of the people who
embrace them as a meaningful part of their identity, which is a very significant point in accumula-
tion of knowledge in dance/ritual movement research.
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Endnotes

1

| started with Kathryn Anderson and Dana C. Jack's article, which helped me to consider the importance of
listening by carefully following the interviewees' narratives that go beyond the answers required for questions,
or researcher's agenda.

On the artistic transformation of semahs, see Oztiirkmen 2005.
For detailed information, see: Thompson 2000. Chapter 7: The Interview, especially: 234-235.

Actually, there were two topics of this kind. The other one (Kizi/bas) was about acquisitions that have been
used to question their loyalty to the state. However, the purpose of preventing a divergence in the structure of
the article, | preferred to discuss only "mum s6ndi" since it was directly related to the exemplar case that | have
been discussing.

In terms of the Alevi belief system the basic principle in daily life is summarized as eline, diline, beline sahip
olmak, literally meaning that people should be in control of their hands, tongue and sexual needs.

For more information, see: Sheftel and Zembrzycki 2016, especially: 353-357.

The following articles give detailed information on the history of oral history, with emphasis on turning points:
Thomson 2000, 2007; Sheftel and Zembrzycki 2016.
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Laszlé FELFOLDI
(Szeged, Budapest, Hungary)

THE INSTITUTE FOR MUSICOLOGY IN BUDAPEST AS A RESEARCH
CENTRE FOR TRADITIONAL DANCES

This paper presents the institutional, social, and political context of folkdance research in the Institute for Musicology
of the Hungarian Academy of Sciences (HAS) in Budapest. The author also tries to formulate a critical opinion about
this rather institutionized context for 'knowledge creation'. For further analysis and interpretation of the phenomenon
of this kind of 'knowledge maximalization', the author suggests a diverse methodology combining the approaches
of contextual-, organizational-, and political (developmental) anthropology.

Keywords: folk dance research, Institute for Musicology of HAS, organizational approach

Introduction

In my opinion, scientific research in general has three basic factors: 1. the researcher and
the research activity carried out by him/her; 2. the objective conditions supporting the research
(institutional background, funding, technical facilities); and 3. scientific results objectified in
data collections, archives, publications, and theoretical constructions. | touch on all the three
factors, but the focus of this thesis is the examination of the institutional background of folkdance
research in the Institute for Musicology of the Hungarian Academy of Sciences (HAS), Budapest.
I deal with the institute as a knowledge-creating organization forming an institutional, social, and
political context for this particular activity. To my knowledge, there is not enough independent
organizational research in this field, although it would be internationally important from the point
of view of the interpretation of the accumulated source material. In sociology and in political
(developmental) anthropology we may find examples of scholarly interest in institutions, which
may help us to establish our current methodology in this research. In this case, | was involved
in the activity of the institute for more than two decades.! On the one hand, my involvement as a
researcher and decision maker on various levels makes it easy for me to evaluate the operation of
the institutional context for folk dance research. On the other hand, the close involvement makes
itdifficult to look at it as a research topic claiming objectivity and unpretentiousness. I try to avoid
both excessive objectivism and subjectivism.

The establishment of HAS and the Department of Folk Dance

The Hungarian Academy of Sciences (HAS) was the most prestigious organization of
Hungarian scientific life starting in 1840.% It followed a kind of Western model representing a body
of academicians, the most advanced scientists of the various scientific disciplines. In 1949 it was
reorganized according to the Soviet system. This was reflected in the establishment of almost the
same organizational system, by defining the same sections of research fields (scientific desciplins)
and introduction of the same ranking system of academic achievement. The main organizational
unit was the research institute, which served the intensification of the research on each canonized
and authorized field.

The process of institutionalisation® of folk dance research in HAS began in 1965 with the
invitation of Gydrgy Martin and Lanyi Agoston to the staff of the Folk Music Research Group of
HAS headed by Zoltan Kodaly. An independent Department of Folk Dance Research was estab-
lished in 1974, when Folk Music Research Group was integrated into the newly founded Institute
for Musicology. Creation of the Folk Dance Department in the Institute for Musicology indicated
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an appreciation of the promising scientific results of the folk dance researchers in the previous
decades (e.g. Morvay and Pesovar 1954; Martin 1955, 1964, 1965; Martin and Pesovar 1958,
1961, 1965ab; Pesovar 1961). The department had a fairly favourable status, closely connected
to the Folk Music Department. It was one of the seven research communities that made up the
Institute, namely the Bartok Archive, Hungarian Music History (18th—19th centuries), Early
European Music History (until the 17th century), 20th Century Music, Systematic Musicology,
Folk Music, and finally Folk Dance. Departments worked in open cooperation with each other
under the direction of the directorate and with the help of the library, the museum, and the tech-
nical division. From that time, folk dance researchers and their research have shared in all the
privileges, advantages, and benefits that HAS provided for research communities. Staff members
of the Department were Gyorgy Martin (1932—1983) dance folklorist, head of the Department,
Erné Pesovar (1926-2008) dance folklorist and dance historian, Agoston Lanyi (1923—1986)
kinetographer, and Istvan Halmos (1929-2016) ethnomusicologist and ethnographer. Ferenc
Pesovar, Jolan Borbély, Bertalan Andrasfalvy, and Laszlé Maacz, all former fellow university
students also collaborated in the work in the Institute, although they worked in various other places.

Research in the Folk Dance Department from 1974
Perspectives inherited and transcended

In the first half of the 20th century, folk dance research followed the objectives of the Finn-
ish School of Geography and History. Methods were determined by Cecil Sharp's folkloristic
and Curt Sachs' dance ethnological way of thinking. These were associated with dominance of
the empirical (descriptive) method; less predisposition to theoretical research; and traces of a
romantic, idealistic approach with its interest in national characteristics. It implied selectivity and
the accompanying purism, archaization - historization, searching for origins, nationalization, and
ethnicization of traditions. It took great effort for the new generation to go beyond this heritage.
Gradual shifts of the old paradigms in folk dance research began in the 1950s in the Institute
of Folk Art.* The decades from the 1950s until the 1970s were a period of very intensive field
research. Fieldwork took place in collaboration with the participants of the folk dance movement
and through the assistance of Hungarian experts living in neighbouring countries.® It was then
when the long-term plan for Hungarian folk dance research was developed, which focused on
the critical source-publication of the content of the folk dance archive, and the creation of a new
theoretical and methodological background for research. The field's academic status, institutional
support, and international professional connections in IFMC were firm bases for the implemen-
tation of the plans (Martin 1977; Felfoldi 2007; Felfoldi and Pavay 2006).

New research paradigms
The new paradigm developed by the Martin generation affected almost every component
of research on traditional dances:

1. Establishment of a central folk dance archive in HAS covering the whole Hungarian
language territory;

2. Shift from the identification of the origin and general national (regional) features of dance
traditions to disclosing the means of dance creation, and the dancers' creativity. A precon-
dition for this was the evaluation of the single, momentary dance creation of the individual
dancers recorded on film;

3. Complex analytical approach (morphological-structural, functional, and musical aspects);

4. Historical structural typology, determination of the historical stylistic layers; comparison
with a wider European geographical-historical framework;

5. Individual dancing creativity inside the community, rules of improvisation;
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6. Critical evaluation and publication of the sources in dance catalogues, monographs according
to regions, dancing individualities, historical dance types.

The fundamental paradigm building works of the Martin-Pesovar generation are included
in the Bibliography section of the Folk Dance Knowledge Base (see https://neptanctudastar.
abtk.hu/hu/bibliography.) After Martin's and Lanyi's untimely deaths (in 1983 and 1986), Ernd
Pesovar as department leader made an effort to continue the previous objectives with the younger
colleagues (Laszl6 Felfoldi, Janos Fiigedi, and Gyula Palfy). Although he retired in 1988, he was
influential in academic folk dance research until his death (2008) by publishing new volumes and
by advocating the fulfilment of the previous tasks set by his generation.°

The period of de-sovietisation. Appearance of elements of a new paradigm after the 1990s

The main factors which brought about the process of de-sovietisation were the decentrali-
sation of the academic system, introduction of new fundraising techniques, and reform of the old
order of the scientific ranking system. These resulted in a kind of effervescence in academic life,
and primarily in research. This was reflected a new wave of field work,” internationalisation of the
research by cross-academic connections, and intensification of connections with the international
professional organizations (particularly ICTM). The introduction of computer techniques opened
new perspectives in the refinement of the research methodology.

The time slowly came for the construction of new paradigms. This process was acceler-
ated by several factors, including; accreditation of a dance researcher training course in Szeged
University in 2010, introduction of the dance anthropology perspective into folk dance research,
intensive collaboration with other dance research centres internationally, and appearance of the
next generation in dance research in the 2000s (Maté Kavecsanszki, Dora Kovacs, Vivien Szonyi,
and Henrik Kovécs, each with a PhD.) This younger generation began its activity with a critical
evaluation of the paradigm-building works of the Martin-Pesovar generation® and launching new
research programs with new themes and new approaches. Unfortunately, very few members of
this generation work within the framework of HAS due to a lack of positions. As such, folk dance
research may gradually fall out of the framework of the Institute for Music Studies.

Some thoughts on the critical evaluation of folk dance research in HAS

A. The Folk Dance Department as a research centre in HAS

1. The Folk Dance Department occupied a privileged place compared to the other fields of
choreology. It was reflected in its modern infrastructure, a fairly good state subvention (through HAS).
This required a systematic work process, under the control of the larger organisation.

2. But the department was exposed to the changing socio-political and economic conditions
(research funding), which frequently meant the limitation of research staff, budget cuts in the
subsidy, and the growth of bureaucracy.

3. HAS and the Dance Department, as a central "knowledge tank™ about traditional dance, was
the focus of enormous social interest, claiming much time and energy from the researchers (such
as giving professional advice to choreographers, participating in festival juries, and other matters).

4. Ethnography, Musicology, and other scientific disciplines demanded the participation
of the dance folklorists in the implementation of their comprehensive plans (Hungarian Music
lexicon, Ethnographic Lexicon, Music History in Hungary, Hungarian Ethnography, and other
projects). This took energy away from the realization of the Dance Department's own plans.

B. Researchers
1.Members of the staff (including external researchers) were in close, friendly, familiar and colle-
gial relationships. Each of them had been a student of the Ethnographic Department of the Budapest
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University at approximately at the same time and educated by the same professors. Further, they
were all involved in the folklore movement as dancers.

2.Thus the teamwork enhanced the possibilities for developing the new paradigm, the new
set of concepts, definitions, and research plans. In this situation, the role of the Department leader
was not without difficulties, because of Martin's tender habitus and his strong feeling of individ-
ual responsibility (Fiedler 1967). The loyalty of the research community was also an important
component in the success of collaborative work.

3. Inthe 1970s the staff of the Department was recruited from among young ethnographers
having practical experience in folk dancing. However, since folk dance was not included in the
university curricula for a long time, possibilities to educate the next generation were limited.
A special course for dance researchers appeared in the university system only in 2010, in the
Department of Ethnology and Cultural Anthropology in Szeged University.

C. Research tasks

1. Research tasks deriving from the new paradigm represented a very systematic work plan
based on the experiences of the other branches of folklore (folk music, folk tale). For example,
the total publication of the folk music collection and the Hungarian folktale catalogue served as
a reference point for planning the publication of the folk dance source materials.

2. The extensive collecting work rapidly resulted in a great amount of research material
and research tasks, which soon overran the efficiency of the small group of researchers in HAS.
After 1990, the new generation went on with the fulfilment of the plans they inherited (see Ugros
tancok/Jumping dances/ series of monographs,” Méatyas Istvan's monograph!® and some of the
planned regional monographs), but the critical publication of the complete dance material in the
archive remains truncated even now.

3. Dissemination of the folk dance material was to be a continuous task, but this put a lot
of strain on the staff members, especially Martin. Computer aided access to the content of the
archives (Dodka et al 2014) began in the 2010s through the Folk Dance Knowledge Base of the
Institute for Musicology of HAS. It was implemented by the research team headed by Janos
Flgedi (https://neptanctudastar.abtk.hu/hu). This allows for a thorough and quick orientation
for researchers and interested people, but it is not the same as a comprehensive critical edition as
outlined by Martin in 1977.

Summary

In the short historical survey of folk dance research in HAS with some critical remarks based
on my own experiences, other publication, and archival documents, I tried to give an example of
the effect of the institutionalisation of a kind of research with a specific timeframe. Methods were
combined from those of various approaches from the fields of history, sociology, and anthropology.

1. Organizational approach
Institutionalisation of this kind of research resulted in a kind of socio-cultural institution

dealing with scientific research of music (traditional, classical) and traditional dance under the
auspices of HAS. It became a central place for the maximalization of knowledge — both from
quantitative and qualitative points of view. | have shown how the work intensified and the objec-
tive became increasingly concentrated, given the subjective preconditions that took place in the
changing circumstances. How do endeavours for creative harmonization of internal and external
factors impact on researchers as they face the challenges?

As canons and paradigms shifted in HAS and the Department of Folk Dance, they deter-
mined the aims and tasks of research the following decades. These shifts were legitimized by the
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research community of the Institute for Musicology and the officials of HAS. I briefly mentioned
the influential factors of leadership and staff member loyalty (Garsten and Nyqvist 2013).

2. Contextual approach

Folk dance research existed and partly exists today in a hierarchical, complex socio-po-
litical, economic context, comprising the government, the HAS, the Institute for Musicology,
and the wider socio-cultural context which surrounds them. | agree with the British philosopher
Anthony Price, who said that in some respect, the action, utterance, or expression of any activity
can only be understood relative to that context (Price 1967). Based on this premise, I presume
that the process and results of folk dance research in HAS can be entirely understood only by the
examination of its multi-level context, beginning with the direct setting of the Department, going
further to the Institute, HAS, the socio-cultural, political, economic backgrounds engaged with
the changing cultural policy goals, and ending with the widest social context of the people being
interested in traditional dance.

3. Political (development) anthropology approach'

Soviet folklore theory proclaimed the notion of a new socialist folklore, created by the new
folk society based on folk life which is superior to traditional peasant folk art. This mythicized
socialist folklore was questioned by Hungarian folklorists. Nonetheless, the main elements of
the Soviet scientific paradigm (such as its historicism based on Marxism, anti-"formalism", an
overestimated functionalist perspective, positivism (socialist realism), internationalism, anti-cler-
icalism, strong political commitment) remained dominant for more than four decades because of
the political commitment in the country.

Since the 1990s, in the new political era, the situation has changed. New "agents" appeared
in the arena outside and inside HAS with different priorities and with new decision-making
procedure. HAS had to refine its strategies to consolidate its status like an independent public
body with state support. This short paper is the first excursion on this topic, which will hopefully
form the basis for further, more in-depth study on research about traditional dance in Hungary.

Endnotes

1 The short account of my involvement as an insider may explain my intimate knowledge about the operation of
this research institute and the folk dance research in it. I began my career in 1984 after obtaining my university
doctorate directly after Gyorgy Martin's death. I was employed as Scientific Researcher in the Department of Folk
Dance, which I continued until my retirement in 2012. In that time, I also carried out the following assignments:
Scientific Secretary of the Institute (1985-1989), Leader of the Folk Dance Department (1989-2012), Scientific
Vice-Director (2002—-2007).

2 https://web.archive.org/web/20130511214648/http://mta.hu/articles/history-of-the-hungarian-academy-of-scien-
ces-129195. The institution was founded in 1830 with the name: Hungarian Scientific Society. The present name —
HAS - was given to it in 1840.

3 https://zti.hu/index.php/en. The first institution that hosted folk dance research was the Ethnographic Museum
in Budapest, in the period between the two world wars. This activity continued from 1953 at the Institute of
Folk Art, established on the Soviet model, to assist members of the folklore movement get acquainted with folk
traditions.

4 This was where Gydrgy Martin and Ernd Pesovar, the future professional researchers and their colleagues, began
their careers. Here the practical objectives of the folk dance collection were combined with scientific interest
(Foldiak 1996). This was the antecedent of the academic research that is the subject of this study.

5 In Romania Zoltan Kall6s, the Kénczey family; in Slovakia Andrés Takéacs; in Yugoslavia Aniké Bodor.

6 Formore detailed descriptions of folk dance research in Hungary see in English: Felf6ldi 1999, 2007; in French:
Felfoldi and Pavai 2006.
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7 New research was supported by the Romanian, Slovakian, Serbian, and Russian Academies of Sciences. For
instance, the field research on Volga region between 1990-1995 (Felfoldi 1993).

8 See Fiigedi et al (editors) 2020.
9 Fiigedi and Vavrinecz 2013.
10 Martin 2004.

11 For a comprehensive summary of the main themes and concepts, see Lewellen 2003.
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RECONSIDERING KNOWLEDGE PRODUCTION IN DANCE RESEARCH
THROUGH THE SYMPOSIA OF THE ICTM STUDY GROUP ON ETHNO-
CHOREOLOGY (1988-2018)

Considering the knowledge production in dance research, the Symposia of the ICTM Study Group on Ethnochoreology
holds an important position through the Study Group's longstanding presence. Based on this, the aim of this paper is to
reveal the contribution of the ICTM Study Group on Ethnochoreology to dance research and knowledge through the
study, recording, classification and archiving of its Symposia for thirty years (1988-2018).

Keywords recording, classification, archiving, dance anthropology, choreology

Introduction

Considering the development of Choreology, especially ethnochoreology/dance anthro-
pology, there is no doubt that the ICTM (International Council for Traditional Music) Study
Group on Ethnochoreology holds an important position through its longstanding presence and
its Symposia. Thus, the contribution of the ICTM Study Group on Ethnochoreology to the
research fields of dance, human movement and culture, is considered to be very important. The
aim of this Study Group is to promote the research, documentation and interdisciplinary study
of dance, to provide a forum for cooperation among scholars and students of ethnochoreology
by means of international meetings, publications and correspondence and to contribute to
cultural and societal understandings of humanity through the lens of dance (http://ictmusic.o
rg/group/ethnochoreology).

The history

The IFMC (International Folk Music Council) was founded in 1947 in London as "a
scholarly organization which aims to further the study, practice, documentation, preservation
and dissemination of traditional music and dance of all countries™ (http://ictmusic.org/gener-
al-information). In 1949, it was placed under the auspices of the non-governmental organiza-
tion UNESCO. The change of name to ICTM (International Council for Traditional Music)
took place in 1981. By means of its wide international representation and the activities of its
Study Groups, the International Council for Traditional Music acts as a bond among people of
different cultures.

At this point, a number of milestone dates should be quoted, with regard to the history of
the ICTM Study Group on Ethnochoreology, based on Anca Giurchescu's chapter (2007) titled "A
historical perspective in the analysis of dance structure in the International Folk Music Council
(IFMC)/International Council for Traditional Music (ICTM)" in the book Dance structures.
Perspectives on the analysis of human movement (Kaeppler and Dunin 2007). It would be a
major omission for us if we failed to mention the crucial effect of Anca Giurchescu, who, having
defected in 1979 from Romania to Denmark, acted as a pillar for the connection of the researchers
of traditional folk dance and their approaches to the study and research of dance through the lens
of ethnochoreology/dance anthropology (Giatra and Karfi 2021; Karfi et al. 2022).

According to Giurchescu's chapter, in 1963 at the prompting of Vera Proca-Ciortea the
term choreology was introduced. One year later, in 1964, the Folk Dance Terminology Subgroup
was established. The aim of this subgroup was not only the unification of dance terminology
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and the creation of a scientific language, due to the unnecessary, imprecise and unclear dance
terms that were used until then, but also the establishment of a common theory and method
of structural analysis of dance (Giurchescu 2007:5). In the early 1970s the Study Group was
renamed Choreology and in 1978, at the request of Vera Proca-Ciortea, it took its final name,
Study Group on Ethnochoreology. In the structure of the ICTM Study Group on Ethnochore-
ology, two different approaches to the study of dance were merged: the Western (American)
with Adrienne Kaeppler as the representative that focused on a linguistic approach and the
Eastern Europe approach represented by Anca Giurchescu and her colleagues that focused on
structural analysis. This Study Group organizes symposia (biennially) rather than conferences.

The aim of the ICTM's Study Group on Ethnochoreology's Symposia is to foster
intercollegiate, intercultural and intergenerational scientific exchange in the fields of
ethnochoreology and the anthropology of dance. Their distinctive features include
afull-week's Symposium, no parallel sessions, the inclusion of a social programme
with dancing, and the expectation of full participation for the entire duration. (Call
for Papers: 30th Symposium of the [CTM Study Group on Ethnochoreology, 2017)

Aims

However, though the holding of these Symposia has contributed considerably to the
knowledge production in dance research, at least to our knowledge, a detailed analysis of them
is not available. This constitutes the content of our study. More specifically, the aim of this paper
is to reveal the contribution of the ICTM Study Group on Ethnochoreology to dance research
and knowledge through the study, recording, classification and archiving of its Symposia for
thirty years (1988—-2018, 16 consecutive Symposia), through the lens of ethnochoreology/
dance anthropology.

The methodological process that was used comprised the study, recording, classification
and archiving of the proceedings of the sixteen consecutive ICTM Study Group on Ethno-
choreology Symposia during these thirty years in terms of: the theme/s, titles and keywords
of the papers, the names and the affiliations of the authors, for each Symposium, as well as the
title of the Symposia, the editor/s, the place and time of publication of the proceedings, the
place and time that the Symposia were held, the organizer/s, the number of the participants,
and the theme/s for all the Symposia. At this point we should mention that the proceedings are
available in both paper and digital archive from 1988, the year in which the Study Group on
Ethnochoreology was restructured.

Through this process, due to the large number of published papers for each Symposium,
as well as the diverse themes of the Symposia, we hope this paper will constitute an important
source for the dance community, as the important and multidimensional legacy to the dissem-
ination of this kind of dance research and knowledge in the international arena is highlighted,
while the launch from local ontologies to more collaborative research practices is foregrounded.
Furthermore, the archived material that is easily accessible of the sixteen consecutive Symposia
over the course of these 30 years will be provided (Karfi et al. 2022).

Before moving on to the results, we should mention the limitations and delimitations we
had to deal with during our study. First, some papers were not translated into English, which
combined with the absence of mention of the nationality of some researchers, made the process
ofrecording, classification and archiving difficult. In addition, with regard to the representation
of the countries, this does not exclusively concern the origin of the researchers, as many of them
may represent a different country according to the one they belong to.
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Results

of the participants, as well as the theme/s for all the Symposia.

For a better understanding of the results by the reader, it was considered to be useful
to create a summary table of the sixteen consecutive Symposia of the ICTM Study Group on
Ethnochoreology from 1988 until 2018. This table incudes the total number of these 1