Claremont Colleges

Scholarship @ Claremont

Pomona Faculty Publications and Research Pomona Faculty Scholarship

1-1-2008

Choreographing the Other: The Serbian State Folk

Dance Ensemble, Gypsies, Muslims and Albanians

Anthony Shay

Pomona College

Recommended Citation

Shay, Anthony. 2008. "Choreographing the Other: The Serbian State Folk Dance Ensemble, Gypsies, Muslims and Albanians." In
Balkan Dance: Essays on Characteristics, Performance and Teaching, ed. Anthony Shay. Jefferson, NC: McFarland, 161-175.

This Book Chapter is brought to you for free and open access by the Pomona Faculty Scholarship at Scholarship @ Claremont. It has been accepted for
inclusion in Pomona Faculty Publications and Research by an authorized administrator of Scholarship @ Claremont. For more information, please

contact scholarship@cuc.claremont.edu.


http://scholarship.claremont.edu
http://scholarship.claremont.edu/pomona_fac_pub
http://scholarship.claremont.edu/pomona_faculty
mailto:scholarship@cuc.claremont.edu

9

Choreographing the Other:
The Serbian State Folk Dance
Ensemble, Gypsies, Muslims,

and Albanians

ANTHONY SHAY

Kolo, the Serbian State Folk Dance Ensemble, has produced several
choreographic productions chat feature the dances, music, costumes, and, to
some degree, the customs of three of the largest and most unpopular minor-
ity groups: the Gypsies (Roma), the Muslims of the Sandjak of Novi Pazar
(Muslimani), and the Albanians of Kosovo-Metohija (Shiptari), which also
constitutes a large Muslim presence. Dance, of all of the forms of cultural
production, possesses polysemic means of communication, and because it is
embodied and immediate, dance carries a unique capacity to create iconic
and stereotypical images. I will argue, through close readings of the choreo-
graphies found over the years in the Kolo repertoire in two videos (see the
videolog) and live performances in America and Beograd, thar these depic-
tions, which can range from the quaint and primitive, to negative, dismissive
portrayals of these ethnic minorities, contributed to the violence and hatred
that ensued with the breakup of the former Yugoslavia through the reinforce-
ment of already extant stereotypes. In fact these portrayals constitute chore-
ographic creations of the “Other” in Serbian society.

[ argue that the power to represent is not only power in a theoretical
Foucauldian sense, but the power of representation, especially of those pow-
erless to resist the field of representation provided by state-supported national
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dance ensembles, is a very real power. Dance scholars have begun to look at
issues of representation and dance and human rights within fascist (Kant
2004; Manning and Benson 2001; von Bibra 1987) and communist (Maners
2005; Shay 2002; Zemtsovsky and Kunanbaeva 1997) contexts of the past,
as well as questioning the stances toward dance taken by theocratic regimes
like that of the Islamic Republic and Tran and the former Taliban regime of
Afghanistan (Shay 1999, 2005). 1 also suggest that the actual content of the
dances, as well as their context, needs to be interrogated to provide details of
the ways in which dance can be utilized by specific regimes to choreograph-

ically denigrate and erase the presence of unwanted and unpopular ethnicand

minority groups.

Dance and Anthropology

Anthropologists over the past two decades have begun to give dance and

other movement activities increased attention as forms of cultural expression

that, like social organization and kinship, have the potential to provide lenses

through which to observe issues of identity formation, ethnic difference, and

culturally learned aesthetic viewpoints, and other pertinent information
regarding human behavior. But this attitude has been late in coming,.

In 1974, 1 gave a paper at the American Anthropological Association
meeting in Mexico City in a session of four papers that was the first full ses-
sion devoted ro dance ever organized by that august body. In “...And Then
They Danced,” described the way in which anthropological fieldwork typ-
ically slighted the role of dance by giving intricate descriptions of feasts and
banquets and other societal celebratory events, including what such events

could tell us about particular societies such as kinship networks, social organ-

ization, food ways and economic structure. Upon finishing these elaborate

descriprions, the rypical anthropologist would add: “...and then they danced.”
American studies scholar Jane C. Desmond notes thart:

crial body, as well as its fictive separation of men-
tal and physical productions, has rendered humanities scholarship that investigates
the mute dancing body neatly invisible. That dancing —ina Euro-American con-
text at least — is regarded as a pastime (social dancing) or as entertainment (Broad-
way shows), or, when elevated to the status of an “art form,” is often performed
mainly by women (baller) or by “folk” dancers or nonwhites (often dubbed “native”
dances, etc.) also surely contributes to the position of dance scholarship [1997; 30].

The academy’s aversion to the mat

However, the “meaning” of dance and how it is employed and regarded n
various human societies can form a central vehicle for research, particulﬂl‘lY
in those societies in which dance and related forms of movement occupy 4

ﬁﬁ
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cent.ral rjole in group activities. As Desmond notes: “So ubiquiro §
uralized” as to be nearly unnoticed as a symbolic system mocirem iy
mary not secondary social ‘text’— complex, polysem:aus a]wzm lslEl ady
n.leanmgfu], yet continuously changing. Its articularion sigr;als rc?s ' ;?'dy
tion and group differences, whether consciously performed orgn Ltp;/[ .
ment serves as a marker for the production of gender, racial etho : ([)ve—
i;ii-;cl:lkn};lt1or1zd[:)llcle;tiries” (1997, 31). Thus, as this case study of th;, SerE;;l {;'::;
« nsemble demonstrates, movement and perfor
serw? as powerful ethnic markers of the mosi3 ba;)ilcmlzifiesarc:rimdzzfmzm 1‘:3“
readings by anthropologists in order to understand the political, et]iziccaoljde
)

SOCI’al dy:laHllCS plf:SEnt n he i()] ner X gI)S avia e
and Dth
I EHStEI'n EU Dpf:an

Dancing for the State:
The Art of the State

. .

[]l Oughout llISEOIy abul]dallt eVldCIlCE EXiStS tllat once 1aIgC statres

CXIStEd P i P
> t]le arts were [CSSEd INto service to create pUWEI{ul alld ositive

g b
apes (){ Ehte ClCIIlCIl[S Of t]le {ullllg ClaSSES. FOI‘ exalllple IIaIlI‘a[] dy[lastles
u [hzed a h] €en Sculptu:ﬁ C (”111[1 a d Othel
t rchnicecture, ﬂICherCtur&l ornam t
. - i L
k] bl g n
(]e( orative CIEII]CI.][S to gIVE a dyna.’:ty S'L]Ch as the I lmurld dyllasty (1380—}506)
a4 Sp an qu lmage h.e kltﬂ&k/ nd, oV €n lerin VV].]]C 1
S eCIf (84 (] 11 [ . I e yita the ernr l
g tate
lalge glt:llps ()f artists aIld Cr ﬂi tsmen produced manuscripts Of‘ IC poe y ll‘ke
;j . ’ P ep p o

tlle -5 ﬂ/j”ﬁmﬂ (the C[)[C [IIS[OI)’ OfPEISla Wlth intricate Calllglap[ly and fabu-
ous minilature Pailltlll S hl lliy lech Ob € fOI onal Cyes on V), also

g :/ g J cts l }

. i 5 . . . 0 .

dES[g Cd more publlc HSPECtS O{ lulage fof the Iegl“le llke archltECtUIal edIﬁCCS
SuCh as pa[aces aﬂd 1T Osquesy Outdoor Pavlll(lns and ClabOlEtC tents, and tlles

and clothing. Islamic art histori
» orians Thomas W. Lentz and Glenn D. Lowry

Out of this ; .
visual eleme:tes\r\:c]ﬁ(af?j;]geild,t}iimc]rary—bafed Timurid vision came the constituent
basis of its art. Throush the k‘? )’nla“}’s cultural aspirations and established the
the Shabmama of Firdfwsi tlmg]sééi heroes, anfi lov-ers from traditional works like
were repeatedly played Out(;; a}nC ide:l?i?zeadosi? 12ﬂmTl’l Tt SR and fiaiiis
ictiny was o L . ing. The perceived glory of Timurid
and vi}slional‘}}j’lf;iiilfiism SE["e]il-es-ihat _thl'OUgh repetition assumed IllCir};wn distinct
form and purity of col'c:l: b _'5 lfFaglnary Wofld was portrayed with a perfection of
positions were painted wit}?leto 9rE unsacn.In lsl.a-mic painting; its iconlike com-
[sze], like sytipatheties i ever-increasing precision and lyricism, as if to assure
pictorial re-creati r ° g{'c, 15 certdinty anld existence. The dynasty's consistent
cation of a princely world cast it in Timurid guise, as contemporary
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T i s strengthened the link-
: ‘ scription in these picture :
fashion, architecture, and ins PRt e s and objec-
o The l(é to the creation of the Timurids’ art lies in the mleglhﬂfdﬁ_ visualiiin
e f the kifabkhana staff, those artists and craftsmen responsible for g
tives 0 ’
princely aspiration [1989, 162-163].

¥ in central positions (after the shah) in Timurid and Safavid
gggffi;gg)l):;niamres in [;estive scenes t[l:-atl sufgeitlgia;ia:as.tyerr:ioell:cf ::;
i ife i er 3
daneer indicl:tcs akj:rii‘rli:aitrzfrfl:ehgfsett: Xhiz; tconstituted an esse.ntial aspect
o po— da. However, the miniatures depicted an idealized world;
iy Prof;gan iIn fact, filled with danger: barbarians were lfrcquently at
e W?fr wass’of dancérs actually performed at court festivities, butl there
Fhe gat:;enr::f; suggest that dance was any formal aspect of the court image
e e, as it did at the court of Louis XIV. y R
e S? is important to grasp that the public performance of c'iance .ly profes
sionaltperfofmers in the Islamic Middle East and Ct.tntral Asia, Wl’l‘l e sjerwfr‘;gr
'm of cultural expression, has always been lmkfzd to prostitution
;Z:hf:lzeoand female performers. In addition, pubhcdfémaleldlanc.ers ;1::
i i i is, public space and in an Islamic con-
N VIEWEd a}f mzi(ei::ilrft:l;}r;gitce ﬁfnah, oriocial chaos, a tearing apart
e 'ml{cftbe'clzj Thus, dance per se is not reviled by any bL.lt the most
b SOmah . ri’lc: Talib;n of Afghanistan; rather it is the pubh'c perfo.rm-
Zealousfl iiutilataz;n frequently bring down clerical ire for threatening societal
ance o
Orderé)ne of the most spectacular early uses of dance cmplolifed for t};eLililri;
i i i nd his nation was the case o
ekl exaltllgig thz(l)(i:ilf ’hihr;ss;c;irp;;red in these elaborate and expens.ive
XIVc’l thi:;nin ':fﬁich he played the role of Apollo and other mythological
" ent his glory and brilliance as a ruler.? He was, b_y all ;u:c:ountsj
ﬁgu'm? & rjpresr in his youth. Baroque dance scholar Wendy Hilton observesi:
ib“”lam ancih«centl.):ry ballet, Louis XIV was usually the central figure 0
lIln i Segerrrl;z:lce his roles reflecting his deification; the King's mostdfam:;ls
'tde pt?{;c(;tion ws:s with the Greek sun-god Apolilo, a role he f:lance .nrir:terj:
ident 1981, 7). Hilton adds the important point that the prime miWh ;
e o ecifically sought visual means to glorify the crown: ﬁto
L Mézaug’ Srlljce more in Paris [after the Fronde], Mazarin soughf ‘.'m}"!ihD
ot rle'lghne CEidence in his government and in the person of the King, WIn
i lsf Cortleen ears old, beautiful to behold, and talentec.l as a dancei:l‘-this
:Ilaes giﬁ:t él)euiour, }I;/Iazarin found an ideal vehicle for the achievement 0

rpose” (1981, 7). d move-
131(51’;;Q§Zem later example of the state use and control of dance an
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ment in Nazi Germany is described by dance historians Manning and Ben-

s0n:

In the Third Reich dance came under the authority
Culture, which issued a stream of directives setti
dancers, including proof of Aryan origin. The Minist
festivals in Berlin in 1934, 1935, and 1936.... The Nazis staged immense spectacles
by enlarging the scale of the movement choir ... with thousands of Berlin school-
children, who executed precision patterns on the field of the Olympic stadium.
Moving in unison ranks, the boys and girls glorified the presence of the E(hrer,
who reviewed them from the stands. The movement choir had become the basis
for mass propaganda [2001, 223-223].

Anne von Bibra,

of Josef Goebbels’ Ministry of
ng standards for prospective
ry sponsored large-scale dance

in her study of folk dances of the Lower Franconian region of
indicates that folk dance was frequently utilized by the National
Socialist Party in the same way as the movemenr choir
and Benson: “Organized by the NSDAP [National Socialist Party], these huge
gatherings of villagers in Trachten [traditional dress] were held in Nuremberg”
(von Bibra 1987, 57). Following the strong eighteenth-
Enlightenment models, the rural populations,

Germany,

s described by Manning

and nineteenth-century
the folk, embodied the “purist”

ethnic elements of each state — an idea that David Shoenbaum put succinctly:
“the practicing German farmer was a superior individual and the city with all
it represented was a moral swamp” (quoted in von Bibra 1987, 379).

The Soviet Union, and later several of jts satellite states, also utilized
productions featuring masses of folk dancers and others. “Thirty-five pompous
Ten-Day Festivals of ‘national arts’ were staged in Moscow from 1936 to 1960,

merely for show and propaganda” (Zemrtsovsky and Kunanbaeva 1997, 8).
These festivals, as in the case of Nazi Germany,

port for the regime. In the case of the Soviet Unj
the regime had been established were smiling peasant folk dancers. The Soviet
tuling elite were so impressed with the effects that these festivals produced
that in 1937 they directed Igor Moiseyev to found a professional company of
folk dancers, which came to bear his name in the West after World War II.
Such mass demonstrations, especially the huge 1952 and 1956 Moscow
Festivals, which received coverage in the American media, sent chills through
much of the American public who were unused to such flagrant political man-
ifestations of thousands of people demonstrating for the state. Bur when the
Moiseyev Dance Company finally arrived in the United States in 1958, pre-
mieting before millions on the Ed Sullivan Show, and appearing in every major
city, the one hundred performers, all smiling all the time, completely capri-

vated American audiences, destroying the carefully crafred American govern-
ment image of the “evil empire” (Shay 2002, 57-60).

were to symbolize mass sup-
on, “the folk” in whose name

ﬁr’———_
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The Characteristics of
State Folk Dance Ensembles

I suggest that for purposes of this presentation that state—sponsored

national folk dance ensembles come in two general types: (1) those that rep-
resent single ethnic nation-states such as Mazowsze of Poland; the Turkish
State Folk Dance Company; the Armenian State Folk Dance; LADO, the
Croatian State Ensemble of Folk Dances and Songs; and the Dora Stratou

Greek Dances Theatre, and (2) those

that represent multi-echnic nation-states

and attempt to include a pan-ethnic representation in their programs such as
Bayanihan of the Philippines, Ballet Folklorico of Mexico, the Moiseyev Dance

Company, and the former Iranian State Follk Dance Ensemble (known as the

Mahalli Dancers when abroad).
There are typically four types of represe

of state-sponsored dance companies. The first t
LADO, the Croatian State Ensemble, shows Croartian peasants

light through the dancers elegant, noble bearing, modest cos-
1 to be a fine nation. Mex-

of its represented groups.

ntation found in the repertoires

ype is positive representation.

For example,
in a positive
tumes; by extension, the Croatian people are show
ico’s Ballet Folklorico creates a similar positive image
ook ar the noble bearing of the Aztecs through Amalia Her-
er suspect that their ancestors slaugh-
Temple of Tenochtitlan, ripping open
before casting their corpses

For example, to |
nandez’s choreography one would nev
cered thousands of victims at the Great
their chests and pulling out their still beating hearts

down the bloodied stairways of the sacred site.
It is perhaps the most typical of the fields of representation that we find

in the repertoires of these state-sponsored ensembles. This positive represen-

cation, such as the Russians in the Moiseyev company, most frequently char-
ority group that the particular ensemble represents.
A second type of representation is the “quaint,” “exotic,” or “primitive”
representation of a minority ethnic group that enables the state, through the
f the state ensemble, to portray specific ethnic groups
ity population by depicting a specific group as “noble”
cs. Thus, the Yaqui Deer Dance depicts the Yaquis as
o the festive Mestizo dances that constitute represen-

. Cruz. Moiseyev's depictions of the Baltic peoples
ith often doll-

acterizes the titular maj

choreographic lens o
“less” than the major
(or not so noble) savag
primitive, in contrast t
tations of Jalisco or Ver
fall under the “quaint” category as they execute droll polkas w
like movements.

A third representation is negative or pernicious choreogra
quently used to reinforce majority prejudices toward unpopular ethnic groups:
Such openly negative represemation tends to be infrequent, burt the nﬁgﬂti"‘3

phic images fre=
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ortrayal of Gypsi i .
paper }(; ypsies by Kolo, the Serbian State Folk Dance Ensemble. ;
emon i : ‘
R : s.trates how such stereotyping can produce and s
sive interethnic relations. R
The last is i
n s
. no representation: in other words significant minoriri
not represented in the repertoires of particular d The Bul.
| ance companies. T
arian State Ensem v
%nsemble “Ense bl; ](;f ?olk Songs and Dances (known as the Philip Koute
side of Bulgaria) neve ’
. - : r represented the Turkish i
which constitut =L 3
b ed‘over LO percent of the total population of Bulgalzia Th',
resentation echoes the e
. governmental erasure of Turkish i i
e s ; m of Turkish identity t
e Pm, éll those of Turkish ethnicity were required to adopt B ly ;
surnames. i ]
e )i'pszes, too, were absent from the Bulgarian represent t'g |
e ' ationa
Il r{lls h State Folk Dance Ensemble, reflecting the official gove
y rn-
peats pt ! a sta;cc, has never represented the Kurdish populatiog i
ed at bertween 20 and 30 e
percent of the total. The Turki
e 20 . The Turkish governmen
s dstly“?/[amtamed that Kurds do not exist in Turkey; i115t§ad the t
nate i ’ ’ -
gTh I\;s. ountain Turks,” or some other such fictional identit ’
e Moiseye i i ;
e dy v (.lompany, despite Moiseyev's Jewish origins, never pro
uite depicting Jewish lifi i : L
e until after the Sovi i
. : ol Ui e Soviet Union collapsed
e yl o 1s ﬁlnd Moiseyev’s “Fiddler on the Roof™ images of Jewish tp
ical behavior i Ll
vp ol behavlor ess-than compelling as an authentic depiction of shtetl life
e i .
— plomted out that in many repertoires the urban populatio
mple issi i .
T p hte y I(I:llISSIIlg. This, of course, underscores the romanticism
enth- and nineteenth i
-century intellecrual i i
g ' preoccupation with
; dpt that the peasant constituted the “pure” repository Pf Il th
g =" o : of all that 1
ﬁ ’ authentllc in the national ethos. The urban population, on th .
and, were perceived as somehow c s
e  some orrupted and open to “alien” and “for-
g ; “ore, they display negative behavior. In the fi i
nion, the term “cosmopolitan” b ; oo
e oemopol ecame a code word for the politically sus-
- oo ¥ argely for the upper and middle urban classes that these
er i i
o e creattlzj, for their support is crucial to the financial well-bein
ense i )
. m es. Among such audiences there is frequently a desirﬁ
spective peasantries sh i iti
§- thes own In a posi T
. bt et : i positive, naive, and above all
- aces of bodily functions erased
5o, the second and thir .
' .
R . ond hird modes of choreographic representati ls
nt/exotic/primitive” and the “negative” fi : e
% ! ve” are o
. e tetate ot e meint . ten presented to contrast
.. ajority population. Thus, in th i
: mpany concerts the Russians are nobl d e il s
i . oble, proud, and elegan i
Lnlans or Latvians are quaint peasants Sk
ynn Maners, in hi ;
, in his study of governm
. . en -
B e b 000 gd t-supported and amateur dance
, introduces a useful concept in the manner in
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i ; e:
which the state recontextualized dance for the stag

»
and authenticity of content™:

“;uthenticity of intent

anchoring a continuum, whose end points
;
ticity of intent. From the state’s perspfectwe,
i i he content of a per-
thenticity of intent is far more important than the idea tha};d e gro
in its origi ni 5
?“ nce be true to its performance in 1ts original contextt.l sa L
ma . 1
;r tion, folk dance performances are important for what they syn .
uctio : _ . syt
tate it; hegemonistic or idealized self-image and its pro)c?lod e
state: its | o
hers. The state cares less about the recontextualization o Z- A
i ds to its audiencels). 2
ce sends to its
i sage the performan ‘
han it does about the mes el The e
{f med and recontextualized dance performance becomes an impo . b(?th of S
9 i i i onvertin
i creating or ¢
iti and states invest in _
level political symbolism, in g b il
d p[;ofessionai ensembles. Authenticity of content (slt(i’.:ps, cost : ’Chomoi;apf:ﬂ
an i : al for a group's
i in fact, be an important go | o
instruments) may, 1n » be. i il 3o horeopra
e tistic director. When this aligns with the state’s interest in prige zon
or ar . i : ; S ;
intent, i.c., when the ideological message 1 appropriately convey
intent, i.e.,

tent, then intent and content fuse.

These two divergent types are scern as
are authenticity of content and authen

) ici y {:l'e u€ntly
i hLlS as fal as the state 1s COﬂCClnCd, authentlclt OE intent, ‘Nhlch q

h Cy ev an 010,
h cterizes Choleog[ﬁphlc productions ]lke those OF MO 18
charal d K

take precedence over authenticity of content.

The Establishment of State Folk.
Ensembles in the Former Yugoslavia

iati i ractices
The Soviet Union, tolerating no deviations from their cl)lwr;i g Vie;
ies i of the So
directed the founding of state-sponsored dance companies 1rf1 ah e
i i es ]
republics and autonomous regions, and in the coun.trl,esbo tk sovie o
iod i ia (before Tito's break in —48).
ich i included Yugoslavia ( - . )
which in that period in DU
Modeled after the Moiseyev Dance Company, local companlesE j e
i itions. Even
ertoires and choreographic strategles to local conditions Even 7 2
re ! : -
b g k with Moscow, Tito’s Yugoslavia continued to support tﬁc ; E‘g .
eak w 3 . ued ES
r Id of folk dance and song. Josip Broz Tito himself bene ;ed o
wor ' . . 3
earances of these companies since several panegyric songs 2 d dancs
con ed in his honor, reminding their audiences of Tito's role s A
compos . _ s role a4
h gartisans who freed Yugoslavia from the fascists and civic
the ; .
ethnic strife that characterized wartime Yugoslavia. I .
Immediately after World War 11, throughout Yugos Td b, L
. ) clol
i kloric tradition wou
fear that a precious fol 7o 4
response to the e e
i sical activity,
' outh with wholesome phy 2 Il -
artly to provide urban y - e
; Zof fmateur folk dance companies rose. These amateur ac
men

-——T
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ated genuine interest among large portions of the urban population, which
to a large extent continues today (Folklor Naroda [ugoslavije 1963, n.p.).

Kolo was the first of the dance ensembles of the former Yugoslavia to be
established on a professional level in May 1948 under the title of the “State
Ensemble of Folk Dances of the People’s Republic of Serbia”; it took the name
Kolo (after the most popular genre of Serbian folk dance) in 1953 (Folklor
Naroda Jugoslavije 1963, n.p.; Kolo, Beograd-Yugosiavia n.d.). Kolo was designed
to show the happy rainbow of ethnicity and ethnic coexistence of the Yugoslav
Republic through the choreographic strategies of providing a dance from each
of the republics, as well as Vojvodina and Kosovo, the two autonomous regions
of Serbia. The ensemble also maintained an all-Serbian repertoire for special
occasions. Kolo, under the title of Yugoslav Folk Ballet, performing “Slavonic

Rhapsody,” which first toured the United States in 1956, created considerable
interest in the concert world as the first cultural representatives of the com-
munist world. The publicity never featured the word “Serbian.”

The original plan was to have a professional ensemble in cach of the six
constituent republics, but Bosnia-Herzegovina, Montenegro, and Slovenia,
while having considerable amateur dance activity, never established profes-
sional companies. Croatia and Macedonia established their professional com-
panies LADO and Tanec from pre-existing amateur companies (JoZo
Vlahovi¢ and Koco Racin, respectively), which had won significant prizes in
major Eastern European festivals (Folklor Naroda Jugoslavije 1963, n.p.).

The Yugoslav government, as the Soviet government before them, found
that Yugoslav folk dance was both a terrific propaganda tool, reminding the
world of Tito’s independence from the USSR and Yugoslavia's existence
between East and West, and a profitable economic venture since the tours to
the West garnered much-needed Western currency. All three of the profes-
sional ensembles had intensive touring schedules, and Yugoslav folk dance con-
certs became a popular concert staple throughout Europe, the United States,
Australia, and Asia during the next four decades.

All of the dance companies came under considerable state management,
especially when on tour abroad, and in the first years, government agents
accompanied the dance companies to prevent defections to the West (Shay
2002, 116-117). All of the companies, invariably citled “Yugoslav Folk Ballet”
when on tour outside of Yugoslavia, featured folk dances from the various
republics and autonomous regions. The three professional ensembles main-
tained two distincr identities: that of a pan Yugoslav dance company as well
8 of a specific republic identity. For example, LADO, the Ensemble of Folk
Dances and Songs of Croatia, performed both all Croatian and pan Yugoslav
evenings in their annual appearances in the Dubrovnik Summer Festival.?

——'“
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Serbian Identity

Serbia and Montenegro have a combined population of over 10 million,

almost entirely Albanian, live in the autonomous area of
gh officially still a part of Serbia, this population essen-
bian control. I need to stress that to be identified as
t be a speaker of Serbo-Croatian, and most impor-
Serbian Orthodox faith. This does not imply that
ot in Orthodoxy, but that his or her family is
one does not have to reside in Serbia

of whom 2 million,
Kosovo, and so, althou
tially lies outside of Ser
2 Serb an individual mus
tantly, be a member of the
a particular Serb is a believ
identified as Serbian Orthodox. Also,
to be a Serb. Prior to the disintegration of the former Yugoslavia, fully 12 per-

cent of the population of Croatia was Serbian. It is important to grasp that
hen religion was cast in a negative light in

even during the communist era, W
social life, religion remained a major marker of ethnic identity. Many Serbs

Serbian Orthodoxy was an integral element in
idered to be Serbian. Thus, it is these ethnic
ne’s native language and being born in a
n Orthodox faith — that determine an
at Gypsies, Slavic Muslims, Albani-
i Serbia can never be Serbian.

erbs, often with the tacit or explicit
cen shown to have engaged in eth-
1 the worst atrocities that Euro-

have little or no faith, but if
their heritage, they are still cons
requirements — Serbo-Croatian as 0
family whose origins lie in the Serbia
individual‘s “Serbianness”; that means th
ans, and other minority groups residing i

I need not reiterate for anyone that S
support of the Serbian government, have b
nic cleansing in Croatia, Bosnia, and Kosovo i

s had seen since World War 1I. They targeted Croatians (who are Roman
hey attacked the Albanians.

state—sponsored dance

pean
Catholic), Slavic Moslems, and later in Kosovo t
Thus, ethnic representation of these minorities in a
ficance in national life.

I describe the way in which ethnic minoti-
that no state directive existed to delib-
dividual choreographers did not

company assumes a crucial signi
It is important to Sress, as

ties are represented in Kolo’s repertoire,

erately denigrate any specific group and in

harbor evil notions of hatred toward any specific group. In fact, to be repre-

sented in the repertoire of the state-sponsored dance ensemble was often con-

sidered an honor for one’s ethnic group (Shay 2002, 23). Rather, I suggest

dividual choreographers, in undertaking the state imperative to repre-
rurned to unmediated,

eely in Serbian society

that in
sent the various ethnicities within their repertoires,

g ethnic stereotypes that already floated fr
to create the choreographic images that ultimately appeared in their programs:

I turn now to a close reading of four choreographic depictions from the
repertoire of Kolo, the State Folk Dance Ensemble of Serbia. In the opening
prologue) of the video Kolo (1987), dancers faces are show!t in

pre«existin

sequences (
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what I call the “Heroic Youne Serbia” re i i 6
with Serbian Orthodox icons if saints, inSir;ilC; tt:;;?r[i]eig ?: ) JuEtaPOSitionEd
;f;emble t.he chaste and the martyred saints — that they are iszefhciwt‘;zhe i
Wi;o[izn\;sz(ii:r?c; sequenfccs, I?ances .r;.)fSerbia (#1), reinforces th:eseei::;s:
with the X dancers from Sumadija (Central Serbian region) modestl
rese + The music is tfastc.fully, almost classically played by a “folk” o ht 4
Ir):a whose instrumentation is perhaps more suited to playing Mozart’ r}i -
erdmus.lc, always a hallmark of Kolo’s productions.? The dancessdcisain_
3};“?522?{}11?};? than vigor; thf: demeanor of the dancers is elegant f;jﬁ
cligmilied Orderedor;igrap}l':.y of l-més and circles characterizing these kolo
A I]E.lrionus;;n;ii(tijp[ctlon crf‘[he Ser.bi;-m peasant, and by infer-
S - re,prcsema;zj: positive depiction, described as my first
In the second depiction that I describe (#9), the Albani i
. : Epietion ; anians (Shiptari) ar
:15[ Ziililrt;;[, llgc;l;l:d Pru;l‘utlve mode. The Albanian population, lafgely)[j:i
o il o Ovm; e K?sovo—Metohija region of what is officially South
oy ————— elr rrlulllon. The a'ustere costumes, the noble demeanor
gfihe dan ; the solo drum, all highlighted by dramaric lighting, show
anians as nc-ible savages. They are, of course, performing as i
men with the prehistoric cave men fighting over a woman, a i hp°nmltlve
represents death and resurrection, a primitive folk belief. irhr; stt e'lr dance
ifzir;asf;)rr:;rmzsculme and primitive, dangerous enviro;lmf:nt. /E\l}glmlsg :)lrli:
[ ension Ch:;l;ns;;‘are.l Tlhehrwo cliancers (Serbs), brandishing their swords,
7o been che or their avlvkhke, and therefore, warlike facial features
Iartllct:i y hllggted to emphasize these martial characteristics. ’
| Mu:htmlsrwsanfi (#3), the Muslims of the Sandjak, a small group of
o o, {1 e the Muslmlls of Bosnia, are depicted as exotic. The
o Drige : )[/.ve(lis never seen in this region, but that are very much a
P likr1 [a{‘[st epictions found in Hollywood and Broadway musical
- hav:n zsm'-er. (Ii-lere the' WDm-Cn go to fetch the water (because abvi-
o la: pipe wa.tcr in their primitive houses). The emphasis of
T gﬁloro?s hip x‘novcments, devoid of energy, choreographi-
. . amun; Zi;e;ta 1'st notion ofha-rem women as slothful creatures used
i cound ol ay in their luxurious abodes. This is a feminine and
Each i
R var?efd d;i:; :Cl]'li(r)lrec;gra}ljhed ﬁt%]nlc portrai.ts of the “other” in Serbian
o — h'ﬂlgdlfJ t € ethnic group being portrayed. The Gypsies
e sc 1hl1ke, indolent, over-sexed and therefore worthless
o reographies featured stereotypical props as a Gypsy wagon
e and the clothes were covered with patches. They are showi ir;
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rograms of the Serbian State Ensemble in comparison with

high relief in the p
ortrayed as demure

the Serbs. In the Serbian folk dances, the women are p
er the entire body except the lower arms, while the hair
The Gypsies on the other hand have their hair
» and the blouses are off the

and the costumes coV:
is arranged in “proper” braids.
free and disordered to signify “sexual looseness,’
shoulder and they show bare legs (none of this is what actual Gypsies would

do). At the end of the dance, a man runs his hand up the woman’s leg under
her skirt until the lights fade out, indicating an evening of unbridled passion
ahead.’ Most of the viewers of these images in the conference presentation in
on of this paper were shocked by the overtly
tained in the choreography.

It is perhaps useful o mention that Roma have always played important
roles in both café and village musical life in Serbia, and they are widely per-
ceived as having an “innate” musical talent, much in the same way that African
Americans were perceived as having “natural rhythm.” Currently, Roma have
taken a prominent role in turbo music, which is wildly popular with Serbian
youth. T suggest that this popularity also parallels the experience of African
Americans in rock ‘n’ roll in which white youth flocked to rock music, which
was the despair of the older generations and the American establishment.
Turbo music, like rock ‘0’ roll, contains the elements of generational rebel-
lion that challenges established attitudes toward ethnicity and proper behav-

which 1 gave the original versi

negative images of Gypsies con

ior in Serbian society.

The Albanians fare only slightly better: they are depicted as “primitive’
and “warlike.” Like the Gypsies, the choreography shows the Albanians fight-
ing over a woman. The Muslims of the Sandjak of Novi Pazar are depicted
as exotic, dreamlike creatures from the Thousand and One Nights. It must be
grasped that the Muslims of Bosnia, who were slaughtered, raped, and tor-
d in the thousands, are essentially the same as those of Serbia — that is,
populations was historically similar.

As social scientist Craig Calhoun notes: “Underlying much of the pres-
e towards repressive sameness and essentialist identities is a tendency t0

(1992) has called categorical identi-
urages framing claims about them a5

ndi-

ture
the process of Islamicization of the two

sur
think in terms of what Harrison White
ties. The abstractness of categories enco
though they offered a kind of trump card over the other identities of i
viduals” (1994, 26).

I argue that, in fact, these choreographies visually establish these ethnic

s lower “Others” in Serbian society. To what degree can such nega-

groups d.
mit and encourage the excesses

tive, disparaging depictions of the “Other” per
of ethnic cleansing that characterized Serbian

the former Yugoslavia?

civil life during the breakup of

9. Choreographing the Other

The repre i i
sentat
o 1} rclirauons of state-sponsored dance companies come with
. . . wit
govemmenft) y ! authority of the financial and political support of a nati g
d i I :
g nd create little space for resistance. The examples of B
at are i i i gt
fation that provided through video images for this essay beg the pu S?n
e : est
2 . p };csented peoples might have represented themselves L
using the ;
Suggesfthat gh exa-mples from the Kolo repertoire, I by no means wish
the pr 1 i pry
soggest it practice of choreographically depicting the Other exists onl
i Zorllfpany. There also exist other examples in Ballet Folklori y
ch the rebellious and p i : .
overty stricken peasa i |
: nts of Chia i
in a never-nev i i o Sepiec
A er land in which the dancers wear lacy, embroidewdpbl i
and dan I i , ‘ .
ressesane Afc?e to the mellifluous strains of the giant Isthmus marimba and
zeable African Mexican ion i ket
population is choreographi
i ; ; : graphically cotally absent
Bayal::ﬂha giant il[ack Sambo images in the Vera Cruz carnival SCE); Tl:
n ensem ilippi i ; N .
5 e of the Philippines depicts its Muslim populati
istant and haughty. et
This then po i
ot dp fes.the question: What are the responsibilities of choreo
; ! e depictions of the Other? My conclusion is that the ch :
er who repr e sk
feinfarcm p e?ents the Other bears responsibility when creatin %1 d
n - . . n
e g egatllc‘ife,hdehumamzmg images. On the most serious level o%eval
ey can indivi )
e v " al thf: state and the individual to participate in crimes agai
ity such as those per i P
- petrated in the former Y lavi i
minority groups as “lesser 7 Bl
others” and perpetuati i :
: - ating negati i
T ! p g negative popular images
- g y f:amst;lc production. The burden lies on the choreograph ; d
ensemble for whom they cr etk
y create choreographic work
. . ‘ orks, to repres
nic groups in an ethically responsible manner , presenall et

Notes

1. In this di i
: s discussion of dance in the Mi i
B in the Middle East, it is solo i i
O P AR Easr, it is solo improvised dance perft
- i e , rlallher than communal, regional folk dances, that are widel perfm.mt.'d
e Jg istan, all forms of dance were banned by the T l'b: S
. Other monarchs, n Henr i Clizabe
o monac S,evce):a:ﬂy [.Ic-}uyV'lII .-mel his daughter, Elizabeth I, were highly lauded
i o dances and s a p};unnngs depict them performing at court Theregwy alu -
s o turn their perfor es i i . o a5 was
1 p mances into public propagandistic displays as was
3. One evening i
R ; ening in 1974 in Pore, a Sl i
i A ret, a Slovenian resort to iati
e 7 - ! wn on the Adriatic coast, I saw
B i ofie S,ECiﬁC ; a?jl Tanec. Each of the ensembles performed four dan, quites
e pe republic. Kolo performed the “Serbian Suite,” “D Vianje
e hs, and “Dances of Eastern Serbia.” ‘ i
« Although Yugoslavia h: i ety ¢
_ ia has:
o U_Elings - SC; wde_;mety ?Funtempered folk instruments (that is, instru
o TR A . mpatible to the piano), the policy i sectiied 1 ;
use of these instruments in favor of an orShestra! f _PO_IICY g
of violins, fute, oboe, and clarinet,

“thl] crea he Wes d
ted sounds € congenia (¢} e estc 1 ample, re
or
g stern llStEllEl’. c ObOE' for ex I
5 X » replace
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9. Choreagraphing the Other
the zurna, a double reed inscrument with a piercing sound. By contrast, the Croatian ensem-
ble, LADO, utilized a wide range of auchentic folk instruments in their pursuit of “authentic- Traditional Music in the Former Soviet Uni A E. i
ity of content” in Maners’s terms. les: UCLA Department nFEthnomusicc:r:gin3ﬁ.;.t_§)mm Europe, ed. James Porter. Los Ange

5. One might contrast the use of stereotypical images of Gypsies found in the 1947 film
“Golden Earrings” starting Marlene Dietrich with the pernicious images projected by Kolo. In
the depiction in “Golden Earrings,” the Gypsies are chown with all of the stereotypical elements Videolo
of Gypsy life known to Americans at that time. Unlike the Serbian version of childlike, lust- &
ful, oversexed, and indolent characreristics found in the two choreographies of Kolo, “Golden

Earrings” depicts the Gypsies as frecdom-loving, romantic, and colorful people living a sim- Jugoslavije u Pesmi i lgre. n.d. Beograd: Televizii
ple, plcasure~ﬁl]cd life, shorn of any negative characreristics. Kolo: Yugoslavian National Baller 15927. RZE;:%ZIB?D?HE.
' ' - lelevizija Beograd.
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