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SAZETAK

Prve koreodrame koje interpretiraju
tradicionalni ples u Srbiji se vezuju za
poCetak XX veka i rad mladih
koreografki i vizionarki, medu
kojima je i Maga Magazinovi¢
(Obradovi¢ Ljubinkovié, 2016: 10).
Na repertoar folklornih ansambala
koreodrame dolaze krajem 1980.
godina, a jedna od prvih je
celovelernja predstava Koreni autora
Radojice Kuzmanovic¢a, koju je prvi
put izveo Ansambl ,Kolo” 1989.
godine (JumutpujeBuh, 2022: 2).
Koreodrame predstavljaju veliki
produkcijski izazov, S$to, izmedu
ostalog, uzrokuje njihov mali broj.
Medutim, 2022. godine su dva
nacionalna ansambla u  Srbiji
predstavila nova ostvarenja ove
forme. Ansambl ,Kolo” (Beograd) je
prikazao igracku predstavu Sokolovu

ABSTRACT

Some of the first choreographies in the
form of choreodrama interpreting
traditional dance in Serbia emerged at
the beginning of the 20th century

driven by young female
choreographers and  visionaries,
including Maga Magazinovi¢

(Obradovi¢ Ljubinkovi¢, 2016: 10).
Choreographies of this form entered
the repertoire of folk dance ensembles
at the end of the 1980s, with Koreni by
Radojica Kuzmanovi¢, being one of the
first works, performed in 1989 by the
National ensemble “Kolo“
(AumuTpujeBuh, 2022: 2). Choreo-
dramas certanly represent a great
production challenge, which is one of
the reasons for their scarcity. However,
in 2022 two professional folk dance
ensembles in Serbia presented their
new works in this choreographic form.
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pesmu, a  Ansambl ,Venac”
(Gracanica, Kosovo i Metohija)
koreodramu 700. lako suStinski
prezentuju razli¢ite teme, moguce je
uociti odredene paralele, a jedna od
njih je i zavrSna scena koja i u
jednom, i u drugom delu predstavlja
interpretaciju svadbenog rituala.
Ovaj rad nastoji da, analizom
navedenih segmenata, prikaze kako
je svadbeni ritual predstavljen na
razli¢ite nacine. U tom smislu ¢e se
pristupiti analizi kineticko-
formalnog tipa, plesne melodije i
scenskog kostima, koja ¢e prikazati
kako je izbor kompozicionih principa
u radu sa nasledem na sceni odreden
pristupom kulturi i istoriji.

KLJUCNE RECI

Scenska interpretacija tradicionalnog
plesa; Koreodrama; Svadbeni ritual;
Ansambl ,Kolo”; Ansambl ,Venac”;

UvoD

Scenska interpretacija tradicionalnog
plesa koja ukljucuje i druge oblike
nasleda poput muzike, narodne
nosnje i obicaja je praksa koja u Srbiji
ima viSedecenijski kontinuitet. Njan
pocetak se vezuje za sredinu XX veka
kada su, pored Ansambla ,Kolo“
osnovana brojna kulturno-umetnicka
drustva. Ona su se u pocetku razvijala
iz pevackih drustava, ili su nastala kao
sekcije u okviru radnickih udrZenja
(bajuh CrojupkoBuh, 2019: 59; 88-
89).

DrZavna politika tadasnje Jugoslavije
je negovala pozitivan stav prema
ovakvom vidu okupljanja mladih, jer
je to bio dobar nacin Sirenja ideja
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Ensemble “Kolo“ introduced Falcon
song (srb. Sokolova pesma), while
Ensemble “Venac” (GraCanica, Kosovo
and Metohija) premiered the
choreodrama 700. Though different in
their backgrounds, some similarities
can be seen. One of them is the final
scene which in both choreographies
interprets a wedding ritual. This paper
aims to demonstrate, through the
analysis of the mentioned segments,
how the wedding ritual is represented
in different ways. In this sense, an
analysis of the Kinetic-formal type,
dance melody, and stage costume will
show how the choice of compositional
principles in working with heritage on
stage is determined by the approach to
culture and history.

KEY WORDS

Stage folk dance; Choreodrama;
Wedding ritual; Ensemble “Kolo“;
Ensemble “Venac”;

INTRODUCTION

The stage interpretation of traditional
dance, which also includes other forms
of heritage such as music, folk
costumes, and customs, is a practice in
Serbia with a continuous tradition
spanning several decades. Its
beginnings are linked to the mid-20th
century, when, alongside the “Kolo”
Ensemble, numerous cultural-artistic
societies were established. These
initially developed from singing
societies or emerged as sections within
workers’ associations (Bajuh
CrojusbkoBuh, 2019: 59; 88-89).

The state policy of ex-Yugoslavia
fostered a positive attitude toward
this type of youth gathering, as it was
an effective way to promote the ideas



CERCETARI $I STUDII, Vol. 6, Nr. 8/2025

Jbratstva i  jedinstva“
CrojumbkoBuh, 2019: 90-91).
U skladu sa moguénostima, folklorni
ansambli su od tada do danas cesto
tradiciju prikazivali u obliku svite ili
minijature, scenskih formi
ogranicenih vremenskih i tehnickih
zahteva. S druge strane, koreografske-
scenske forme u trajanju od nekoliko
¢inova, kakve su koreodrame
(Obradovi¢  Ljubinkovi¢,  2016),
predstavljaju ozbiljan produkcijski
zadatak koji ukljucuje stru¢njake ne
samo iz oblasti tradicionalnog plesa i
muzike, ve¢ i pozoriSne umetnosti. 1z
tih razloga ovakve scensko-muzicke
programe (Bajuh  CrojuspkoBuh,
2019: 172) u naSoj sredini uglavnom
izvode profesionalni ansambli i
plesne trupe.

U Srbiji postoje dva profesionalna
folklorna ansambla - Ansambl , Kolo“
(osnovan 1948. godine u Beogradu) i
Ansambl ,Venac“ (osnovan 1964.
godine u PriStini, Kosovo i Metohija).
Neposredno nakon zavrSetka
pandemije COVID-19, odnosno nakon
sticanja  uslova za izvodenje
umetnic¢kih predstava 2022. godine,
dva pomenuta ansambla predstavila
su koreografije u formi koreodrame.
Ansambl ,Kolo“ je prikazao igracku
predstavu, Sokolovu pesmu, a
Ansambl ,Venac“ koreodramu 700.
Sokolova pesma je ljubavna prica
simboli¢no predstavljena kroz likove
sokolice i mladi¢a. Medutim, to je
samo jedan od slojeva, jer citavo
desavanje  prikazuje  stradanje,
Zrtvovanje zarad kolektivnog boljitka,
borbu dobra i zla, i jo§ mnogo toga
proZeto motivima srpske narodne
knjizevnosti (AHcam6.1 KoJio, 2022).

(bajuh

of “brotherhood and unity” (bajuh
CrojusbkoBuh, 2019: 90-91).
According to their capabilities, folk
ensembles have often presented
tradition in the form of a suite or
miniature, stage forms limited by
time and technical requirements. On
the other hand, choreographic-stage
forms lasting several acts, such as
choreodramas (Obradovi¢ Ljubin-
kovi¢, 2016), represent a serious
production undertaking that
involves experts not only in
traditional dance and music but also
in theatrical arts. For these reasons,
such  “stage-musical programs”
(bajuh CtojusbkoBuh, 2019: 172) in
our environment are mostly
performed by professional
ensembles and dance troupes.

There are two professional folk
ensembles in Serbia - the “Kolo”
Ensemble (founded in 1948 in Belgrade)
and the “Venac” Ensemble (founded in
1964 in Pristina, Kosovo and Metohija).
Shortly after the end of the COVID-19
pandemic, specifically after conditions
allowed for the performance of artistic
shows in 2022, these two ensembles
presented choreographies in the form of
choreodrama. The “Kolo“ Ensemble
presented the dance performance called
Falcon song, while the “Venac” Ensemble
presented the choreodrama 700. Falcon
song is a love story symbolically
represented through the characters of a
falcon female and a young man.
However, this is only one layer, as the
entire performance depicts suffering,
sacrifice for the collective good, the
struggle between good and evil, and
much more, all infused with motifs from
Serbian folk literature (Ancam6.1 Kouto,
2022).
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S druge strane, koreodrama 700,
osmiSljena u znak obelezavanja
sedamsto godina od izgradnje
manastira Gracanica na Kosovu i
Metohiji (1321), ,hronoloski prati
porodicu Radovi¢ iz sela SuSice pored
Gracanice - od zidanja manastira do
danas$njih dana“ (AHcam6sa Benar,
2022: 2). Ona prikazuje sudbinu
obitnog Coveka sa ovih prostora
oslikavajuéi vazne istorijske dogadaje
pesmom, plesom i muzikom
(Aucam6.s1 Benar, 2022: 2).

Pored toga Sto su oba ostvarenja na
neki nadin okrenuta istoriji, srpskoj
tradiciji i kulturi, a prikazana su u
formi koreodrame, mogu se uociti jos
neke paralele, medu kojima su
muzicka pratnja koju izvodi narodni
orkestar i finalna scena koja i u
Sokolovoj pesmi, i u koreodrami 700
predstavlja interpretaciju svadbenog
rituala. Sve navedene sli¢nosti
predstavljaju zanimljivo polaziSte za
dalja tumacenja i analizu nacina na
koji se jedan vaZan dogadaj, kako za
tradicionalno, tako i za savremeno
drustvo, prikazuje na sceni.

Cilj ovog rada je da na osnovu analize
poslednjih scena ukaZe na razlicitost
pristupa tradicionalnom nasledu, pri
¢emu je poseban naglasak na analizi
JKineticko-formalnog tipa“
(PanucaBmeBuh, 2022), odnosno
plesnog obrasca, originalne plesne
melodije, i narodne nosnje.

TEORIJSKO-METODOLOSKI OKVIR
Svadba je jedan od najznacajnijih
dogadaja u Zivotu pojedinca, ali i
Citave zajednice, i ¢ini deo obicaja iz
zivotnog ciklusa. Veliki broj radnji
koje se svrstavaju u  red
predsvadbenih i svadbenih obicaja
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On the other hand, the choreodrama
700, conceived to commemorate the
700th anniversary of the construction of
the Gracanica Monastery in Kosovo and
Metohija  (1321), “chronologically
follows the Radovi¢ family from the
village of SuSica near Gracanica - from
the building of the monastery to the
present day” (Ancam6J1 Benar, 2022: 2).
It portrays the fate of an ordinary person
from this region, reflecting important
historical events through song, dance,
and music (Aucam6.1 BeHary, 2022: 2).
Besides the fact that both works are, in
some way, oriented toward history,
Serbian tradition, and culture and are
presented in the form of choreodrama,
some other parallels can be observed.
Among them are the musical
accompaniment performed by a folk
orchestra and the final scene, which in
both Falcon song and choreodrama 700
represents an interpretation of the
wedding ritual. All these similarities
provide an interesting starting point for
further interpretations and analyses of
how an important event, both for
traditional and contemporary society, is
presented on stage.

The aim of this paper is to highlight the
diversity of approaches to traditional
heritage based on the analysis of the
final scenes, with special emphasis on
the analysis of the “kinetic-formal type”
(PanucaBspeBuh, 2022), meaning the
dance pattern, original dance melody,
and folk costume.

THEORETICAL AND
METHODOLOGICAL FRAMEWORK

The wedding is one of the most significant
events in the life of an individual, as well
as the entire community, and forms part
ofthe customs within the life cycle. Alarge
number of actions classified as pre-
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¢ine ovaj ritual pogodnim za
raznovrsna tumacenja. Tako je svadba
u drusStveno-humanistickim naukama
do sada viSe puta razmatrana sa
razli¢itih stanovista (3.saranoBuh,
2003; Rakocevi¢, 2015), a posebno sa
aspekta ,obreda prelaza“, prema
antropologu, Arnoldu Van Genepu
[Arnold Van Gennep] (Van Genep,
2005; videti npr. JopanoBuh, 2012 i
’Kuskosuh, 2020).

0d svih rituala iz godi$njeg i Zivotnog
ciklusa svadbeni ritual se veoma
Cesto moze videti na sceni u
interpretaciji ~ kulturno-umetnickih
drustavaiprofesionalnih ansambala u
Srbiji. Verovatno da njegovoj
popularnosti doprinosi koli¢ina i
raznolikost elemenata nematerijalne
kulture koje integriSe, Sto je posebno
pogodno za interpretaciju nasleda na
nacin koji je, narocito poslednjih
nekoliko decenija, tipi¢an za kulturno-
umetnicka drustva u Srbiji. On
podrazumeva prikazivanje tradi-
cionalnih plesova, muzike, nosSnje i
obicaja uz nastojanje da to bude Sto
vernije zabeleZenom u participa-
tornoj praksi (vise u Rasi¢, 2024).
ObjasSnjenje zaSto je svadbeni ritual
toliko znacajan deo srpske Kkulture
dala je etnolog, Sanja Zlatanovi¢. Ona
je istrazivala svadbu u Kosovskom
Pomoravlju, medutim, njeno
tumacenje moze biti vrlo primenjivo
na danasnje svadbe Sirom Srbije.
Zlatanovi¢ kaze: ,Svadba je najvazniji,
najrazradeniji i sadrzinski najbogatiji
ritual Zivotnog ciklusa (3s1aTanoBuh,
2012: 90). Ona u zgusnutom vidu

izrazava drustvenu stvarnost,
porodicne, srodnicke i rodne odnose,
religijska  uverenja, = ekonomsko

stanje, i moZe se oznaciti kao
paradigmatican dogadaj u kulturi

wedding and wedding customs make this
ritual suitable for diverse interpretations.
Thus, the wedding has been examined
multiple times from various perspectives
within the social science and humanities
(3matanoBuh, 2003; Rakocevi¢, 2015),
especially from the standpoint of the “rite
of passage,” according to anthropologist
Arnold Van Gennep (Van Gennep, 2005;
see e.g, JoBanoBuh, 2012 and YKuBkoBuh,
2020).

Among all rituals within the annual
and life cycle, the wedding ritual is
very often seen on stage in
interpretations by cultural-artistic
societies and professional ensembles
in Serbia. Its popularity is likely due
to the quantity and diversity of
elements of intangible culture it
integrates, which is particularly
suitable for heritage interpretation in
a way that has been typical for
cultural-artistic societies in Serbia
over the past several decades. This
involves the presentation of
traditional dances, music, costumes,
and customs with an effort to be as
faithful as possible to participatory
practice (more in Rasi¢, 2024).

An explanation of why the wedding
ritual is such a significant part of Serbian
culture was provided by the ethnologist
Sanja  Zlatanovi¢. She researched
weddings in the Kosovsko Pomoravlje
region, but her interpretation can be
widely applied to weddings throughout
Serbia even today. Zlatanovi¢ states:
“The wedding is the most important,
elaborated, and content-rich ritual of the
life cycle (3smatanoBuh, 2012: 90). It
succinctly expresses social reality,
family, kinship, and gender relations,
religious beliefs, economic status, and
can be marked as a paradigmatic event
in the culture of Serbs in Kosovo
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Srba Kosovskog Pomoravlja
(3n1aTtanoBuh, 2012: 90) [..]Ona je
privatni ritual koji se izvodi na javnoj
sceni, dugo se planira i priprema,
dovodi se u vezu sa tradicijom,
neupitnim i zasti¢enim pojmom, koji
konotira proSlost i prenoSenje
vrednosti s generacije na generaciju”
(3naTanoBuh, 2012: 90-91). Svakako
da mnoga od pomenutih zapazanja
vaZe i danas, zbog ¢ega svadba ostaje
nepresusna inspiracija i u scenskoj
interpretaciji tradicio-nalnog plesa.
Koreografsko-scenske forme
predstavljene kroz posebno osmisljenu
scenografiju, dramske segmente, i
plesno-muzicki sadrzaj u trajanju od
nekoliko €inova sre¢u se pod razlic¢itim
nazivima. Neke od njih su definisali
stru¢njaci, u skladu sa svojim nau¢nim i
umetnickim  polaziStem, pa tako
koreograf i teoreticar plesa, Vera
Obradovi¢  Ljubinkovi¢, govori o
JKoreodrami“ (Obradovi¢ Ljubinkovi¢
2016), etnokoreolog, Vesna Baji¢
Stojiljkovi¢, o ,scensko-muzi¢kom
programu (bajuh CtojusmkoBuh, 2019),
dok su autori Sokolove pesme ovu
koreografiju definisali kao ,igracku
predstavu“ (Aucam6.1 KoJto, 2022).
Trebalo bi ista¢i da se svi ovi nazivi
susStinski odnose na istu
koreografsko-scensku formu, a da
njihova razliCitost proistice iz
teorijskih polazista stru¢njaka koji su
ih naucno utemeljili ili su (kao u
slu¢aju  Sokolove  pesme)  bili
angazovani na njihovoj realizaciji. U
ovom radu ¢u zarad koherentnosti
teksta koristiti termin ,koreodrama“
prema Veri Obradovi¢ Ljubinkovi¢,
koja je od svih pomenutih autora ovaj
pojam najtemeljnije razradila u svojoj
doktorskoj disertaciji. (Obradovi¢
Ljubinkovi¢, 2016).

100

Pomoravlje (31aTanosuh, 2012: 90) [...]
Itis a private ritual performed in a public
setting, planned and prepared for a long
time, connected to tradition, an
unquestioned and protected concept
that connotes the past and the
transmission of values from generation
to generation” (3s1aTaHoBuh, 2012: 90-
91). Certainlyy many of these
observations still hold today, which is
why the wedding remains an
inexhaustible inspiration in the stage
interpretation of traditional dance.
Choreographic-stage forms, presented
through specially designed scenography,
dramatic segments, and dance-musical
content lasting several acts, appear
under various names. Some of them
have been defined by experts according
to their scientific and artistic
perspectives. For example,
choreographer and dance theorist Vera
Obradovi¢ Ljubinkovi¢ uses the term
“choreodrama” (Obradovi¢ Ljubinkovic,
2016), ethnochoreologist Vesna Baji¢
Stojiljkovi¢ uses “stage-musical
program” (Bajuh CtojumkoBuh, 2019),
while the authors of Falcon song define
their choreography as a “dance
performance” (AHcam6s1 Koo, 2022).

It should be noted that all these terms
essentially refer to the same
choreographic-stage form, with
differences  stemming from the
theoretical backgrounds of the
specialists who scientifically established
them or were involved in their
realization (as in the case of Falcon song).
For coherence, this paper will use the
term “choreodrama,” following Vera
Obradovi¢ Ljubinkovi¢, who provided
the most thorough elaboration of the
term in her doctoral dissertation.
(Obradovi¢ Ljubinkovi¢, 2016).
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Prema njenim rec¢ima ,koreodramska
igra jeste wuniverzalni, druStveno-
pozorisni, odnosno estetski,
antropoloski, socioloSki, pa i
psiholoski fenomen. Izrazava se
manje verbalnim, a viSe neverbalnim
jezikom, ekspresijom lica i tela
istovremeno tj. govorom, pevanjem,
ali prvenstveno pokretom, igrom,
pantomimom i mimom.” (Obradovic¢
Ljubinkovi¢, 2016: 9).

Kako je ranije navedeno, u ovom radu ¢e
fokus biti na analizi kineticko-formalnog
tipa, 4. plesnog obrasca, originalne
plesne melodije i scenskog kostima, koji
su, prema misljenju Entonija Seja, klju¢ni
simboli ,koji zapravo reprezentuju
elemente etnickog identiteta - jezik,
religiju, zajednicko poreklo i istoriju”
(Shay, 2002: 6, prema Rasi¢, 2022: 94).
Kineticko-formalni tip je u srpskoj
etnokoreologiji konceptualizovao
Zdravko Ranisavljevi¢. (PanucaB/beBuh,
2022).

Prema njegovom tumacenju
JKinetickim-formalnim tipom odre-
deni su iskljucivo formalni odnosi koji
se ostvaruju na nivou Kineticke
komponente plesa. Njegovo defini-
sanje  podrazumeva razmatranje
osnovnih principa mikroformalnog i
makroformalnog oblikovanja kine-
tickog toka, odnosno kineticke teme i
njenog distribuiranja u vremenu.”
(PanucarspeBuh, 2022: 27).
IstraZivanje za potrebe ovog rada je
sprovedeno tokom 2022. i 2023.
godine, Sto je period tokom kojeg su
Sokolova pesma i koreodrama 700
intenzivno prikazivane na pozoris-
nim scenama u Srbiji, ali i van njenih
granica. Obavljeno je nekoliko polu-
strukturisanih intervjua sa relevan-
tnim sagovornicima iz tadaSnjeg
umetnickog 1 upravnog odbora

According to her, “choreodramatic play
is a universal, socio-theatrical, ie,
aesthetic, anthropological, sociological,
and even psychological phenomenon. It
is expressed less through verbal and
more through nonverbal language, facial
and bodily expression simultaneously,
ie, speech, singing, but primarily
through movement, play, pantomime,
and mime.” (Obradovi¢ Ljubinkovi¢,
2016:9).

As previously mentioned, this paper
will focus on the analysis of the kinetic-
formal type, i.e., the dance pattern,
original dance melody, and stage
costume, which according to Anthony
Shay are key symbols “that actually
represent elements of ethnic identity -
language, religion, common origin, and
history” (Shay, 2002: 6, cited in Rasic,
2022: 94). The term Kkinetic-formal
type was conceptualized in Serbian
ethnochoreology by Zdravko
Ranisavljevi¢. (PanucassbeBuh, 2022).
According to his interpretation, “the
kinetic-formal type refers exclusively
to the formal relations realized on
the level of the kinetic component of
dance. Its definition implies
consideration of the basic principles
of microformal and macroformal
shaping of the kinetic flow, i.e., the
kinetic theme and its distribution
over time.” (PaHucaB/beBuh, 2022:
27).

The research for this paper was
conducted during 2022 and 2023, a
period when Falcon song and
choreodrama 700 were intensively
performed on theater stages in Serbia
and beyond. Several semi-structured
interviews were conducted with
relevant interlocutors from the then
artistic and administrative boards of
the “Kolo” Ensemble and “Venac”
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Ansambla ,Kolo“ i Ansambla ,Venac”.
Takode, KkinetiCko-plesni obrasci i
koreografske slike, odnosno horizon-
talno-prostorni obrasci scene u kojoj
se interpretira svadbeni ritual, su za
potrebe analize zapisani labano-
tacijom, a koriS¢eni su i korepe-
titorski izvodi muzickih numera.

»SVADBA“ U SOKOLOVOJ] PESMI

ZavrSna scena u kojoj se prikazuje
svadbeni ritual nastupa kao simbol
novog pocetka kako za dvoje mladih,
tako i za celu zajednicu. Na samom
pocetku je na sceni samo Zenski deo
ansambla koji je frontalno
pozicioniran. Ubrzo se pridruzuju
momci, nakon cega krece izvodenje
becarca, vojvodanske vokalno-
instrumentalne forme, u kojem se
grupe momaka i devojaka
natpevavaju. Po zavrSetku pesme,
mladi se okupljaju u formaciji dva
otvorena kola koja su postavljena
jedno naspram drugog kada pocinje
numera koja donekle podseéa na
melodiju tradicionalnog plesa
rumenka iz jugoisto¢ne Srbije. Ovaj
ples se zvucno prepoznaje ne samo
melodijski, ve¢ i prema vodeéem
instrumentu - gajdama, koje su u
proslosti najceS¢e pratile izvodenje
ovog plesa. Kada je re¢ o kinetici,
autor je osmislio nove plesne obrasce
koji se u potpunosti uklapaju u
muzicke fraze. Ipak, neki osobeni
kineticki motivi rumenke se i dalje
mogu prepoznati, poput
»podvoZenja“. Pored  formacije
otvorenog kola, u ovom segmentu
preovladavaju i parovne formacije,
lese i trojke, dok putanje kretanja
deluju spontano i improvizovano.
Bitno je naglasiti da su njihovi kostimi
crno-bele boje posebno osmisljeni i da
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Ensemble. Additionally, kinetic-dance
patterns and choreographic images,
i.e,, horizontal-spatial patterns of the
stage where the wedding ritual is
interpreted, were recorded using
labanotation for analysis purposes,
and rehearsal recordings of musical
pieces were also used.

THE “WEDDING” IN FALCON SONG

The final scene, which presents the
wedding ritual, serves as a symbol of a
new beginning - not only for the young
couple but also for the entire
community. At the very beginning, only
the female part of the ensemble is on
stage, positioned frontally. The young
men soon join them, after which the
performance of the becarac begins - a
vocal-instrumental form from Vojvodina
- featuring a playful singing contest
between groups of young men and
women. After the song ends, the youth
gather in a formation of two open circles
positioned opposite each other, as a new
musical piece begins. This melody
somewhat resembles the traditional
dance tune rumenka from southeastern
Serbia. This dance is sonically
recognizable not only by its melodic
structure but also by its leading
instrument - the gajde (bagpipes),
which traditionally accompanied its
performance. In terms of movement, the
choreographer created new dance
patterns that align perfectly with the
musical phrasing.  Still,  certain
characteristic kinetic motifs of the
rumenka can be identified, such as the
“podvoZenje”. In addition to the open
circle formation, this segment features
predominantly couple formations, as
well as lines and trios, while the
movement paths appear spontaneous
and improvised. It is important to
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pojedinim elementima asociraju na
neke tipicne delove srpske narodne
nosnje.

Po zavrSetku plesa, svatovi se
povlace u dubinu scene da bi se fokus
prebacio na mladence (sokolicu i
mladic¢a), ¢iji ulazak najavljuje nova,
komponovana melodija. Sledi
mladenacki ples, koji ostatak
ansambla posmatra sa puno paZnje.
Ovaj segment predstavlja
inkorporiranje elemenata savremene
svadbe u Srbiji, u kojoj je tzv. ,prvi
ples“ poslednjih nekoliko decenija
jedan od najvaznijih segmenata.

emphasize that the dancers’ black-and-
white costumes were carefully designed,
with certain elements evoking features
of traditional Serbian folk dress.

After the dance ends, the wedding guests
retreat to the back of the stage, shifting
the focus to the bride and groom (the
falcon girl and young man), whose
entrance is announced by a newly
composed melody. What follows is a
bridal dance, observed with great
attention by the rest of the ensemble. This
segment represents the incorporation of
elements from contemporary Serbian
weddings, in which the so-called “first
dance” has, over the past few decades,
become one of the most significant
moments.

Slika 1: Ples sokolice i mladi¢a (Izvor: Ansambl , Kolo*, autor: Milica Novakovi¢)
Image 1: Falcon girl and young man’s dance (Source: Ensemble ,Kolo“, author: Milica Novakovic)

Po njegovom zavrSetku veselje se
nastavlja plesom koji muzicki i
kineticki  podse¢a na  srpski
tradicionalni ples koji priprada zanru
Kolo u tri. lako se kineticko-formalni
tip u nekim momentima moZe
prepoznati, postoje plesni pokreti
poput pljeskanja dlanovima, koji
pripadaju tradiciji drugih naroda.

Upon its conclusion, the celebration
continues with a dance that musically
and Kkinetically resembles a traditional
Serbian folk dance belonging to the Kolo
u tri genre. Although the kinetic-formal
type can be recognized at certain points,
the choreography includes movements
such as clapping hands, which are
characteristic  of other cultural
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Takode, u ovom segmentu dominiraju
lese koje su na razliCite nacine
rasporedene po prostoru, ali tako da
je fokus i dalje na mladencima koji su
pozicionirani u dubini scene.

Ritmicki uvod koji izvodi tarabuka
najavljuje novi plesni segment.
Kompozicija u metroritmu 7/16
podseca na melodiju tradicionalnog
plesa bugarka iz jugoistoCne Srbije,
Sto je, do tog trenutka, najbrZi i
najzivahniji ples. Izvodaci formiraju
nekoliko lesa koje su ponovo na
interesantan nalin rasporedene na
pozornici, a zanimljiv je i nacin
njihove organizacije u lesama. U
njima ne dominira rodna
podvojenost, kao ni naizmeni¢na
smena muskih i Zenskih izvodaca,
koja je tipicna za rad srpskih
koreografa, ve¢ su Cesto lese
organizovane po nekom drugom
principu. On podrazumeva redosled
od dva muska izvodaca nakon kojeg
dolaze dva Zenska, pa zatim jedan
momak, jedna devojka, itd.
Kompoziciju koja podseta na
bugarku ¢ine dva muzicka materijala
koja se ponavljaju naizmeni¢no, dok
u muzickoj pratnji dominira zvuk
dvoglasnih gajdi. lako melodija
zvucno asocira na bugarku, u kinetici
ne mozZemo prepoznati desetotaktni
kineticko-formalni tip u okviru kojeg
se ovaj ples izvodi u participatornoj
plesnoj praksi, jer se konstantno
komponuje nov materijal. U okviru
komponovanih obrazaca pokreta
primecuju se brojne geste koje
podsecaju na Sopski i bugarski stil
izvodenja.
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traditions. This segment is also
dominated by line formations, arranged
in various ways across the stage space,
but always in a manner that keeps the
focus on the newlyweds, who remain
positioned at the back of the stage.

The rhythmic introduction played on the
tarabuka announces a new dance
segment. The composition, set in a 7/16
meter, resembles the melody of bugarka,
another  traditional dance from
southeastern Serbia. This is, up to this
point, the fastestand most energetic dance
in the performance. The dancers form
several line formations, once again
arranged on stage in an interesting
manner. Notably, the organization within
these lines deviates from the usual
patterns. Rather than emphasizing gender
separation or the alternating sequence of
male and female performers - an
approach typical of many Serbian
choreographers - these lines are often
arranged according to a different principle.
This includes sequences such as two male
dancers followed by two female dancers,
then one male, one female, and so on.

The composition reminiscent of the
bugarka consists of two alternating
musical motifs, with the sound of
two-part gajde dominating the
accompaniment.  Although  the
melody sonically evokes the bugarka,
the ten-measure Kkinetic-formal
pattern, typical of how this dance is
performed in participatory dance
practice, is not identifiable here, as
new kinetic material is constantly
being composed. Within the
choreographed movement patterns,
numerous gestures can be observed
that evoke the Shop and Bulgarian
styles of performance.
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Slika 2: deo komponovanih plesnih pokreta cije izvodenje podseca na bugarku
(labanotacija: Anastasija Zivkovi¢)
Image 2: sample of composed dance movements related to bugarka
(labanotation: Anastasija Zivkovi¢)

Posebno zanimljiv segment
predstavlja humoristi¢ni momenat sa
Sirokim, belim plastom Kkoji sa obe
strane pridrzavaju dva muskarca,
dok ostatak ansambla plese ispred i
iza njega. Plast je mudro iskoriS¢en
kao rekvizit koji predstavlja veliki
svadbeni sto u Ccijem centru sedi
mladenacki par. U ovom segmentu
narocito dolazi do izrazaja glumacki
potencijal ansambla, dok je ples u
drugom planu, i odvija se povremeno
ispred i iza stola za kojim sede
mladenci i jedan deo svatova. Dok
mladenci sede nepomicno, svatovi se
medusobno zadirkuju i svojim
raskalasnim ponaSanjem dopri-nose
Citavoj atmosferi.

Ovakav kontrast izmedu mladenaca i
svatova ukazuje na to da je autor
inspiraciju za njihovo ponaSanje
nasao u tradicionalnoj svadbi u kojoj
su se mlada i mladozZenja trudili da
budu neupadljivi, kako bi se
preveniralo dejstvo zlih sila koje
potencijalno moZe ugroziti novu
zajednicu.

A particularly interesting segment
features a humorous moment involving
a wide, white cloak held at both ends by
two male performers, while the rest of
the ensemble dances in front of and
behind it. The cloak is cleverly used as a
prop representing a large wedding table,
at the center of which the bridal couple is
seated. In this part of the performance,
the ensemble’s acting abilities come to
the forefront, while the dance takes a
secondary role, unfolding occasionally in
front of and behind the “table” where the
newlyweds and a portion of the wedding
guests are seated. While the bride and
groom remain still, the guests tease one
another and contribute to the lively
atmosphere with their boisterous
behavior.

This contrast between the composed
newlyweds and the rowdy guests
suggests that the choreographer
found inspiration in traditional
wedding customs, in which the bride
and groom would try to remain
inconspicuous in order to ward off
the influence of evil forces that could
threaten their new union.
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Slika 3: bugarka - terenski zapis (Izvor: [IpanoBuh, 2009: 68)
Image 3: bugarka - field recording (Source: [IpBanoBuh, 2009: 68)

Izvodaci ovaj segment zavrSavaju u
poloZaju  Cu€nja sa  glavama
spustenim ka zemlji, pri Cemu se
muzika naglo prekida, a scenska
rasveta dobija drugaciju boju.
Ovakva dramaturgija principom
kontrasta najavljuje promenu u kojoj
¢e uslediti drugacija atmosfera. Novi
segment otvara kompozicija koja
nalikuje coceku, plesno-muzickom
zanru iz jugoistotne Srbije, koju
izvodi romski trubacki sastav. Pojava
romskih trubaca izaziva potpuno
odusSevljenje medu svatovima. StiCe
se utisak kao da se oni u potpunosti
prepustaju dertu i sevdahu, Sto
ponovo docaravaju izuzetnim
glumackim umecem. Ubrzo se
formira i otvoreno kolo sa plesacima
koji izvode Sestotaktni obrazac.
Zanimljivo je da trubacki sastav nije
pasivno smeSten u jednom Kraju
scene, kako je to najCesce slucaj sa
instrumentalnom pratnjom u praksi
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The performers end this segment in a
squatting position with their heads
bowed toward the ground, at which point
the music abruptly stops and the stage
lighting shifts in color. This kind of
dramaturgy, built on the principle of
contrast, signals a transition to a new
atmosphere. The next segment opens
with a composition reminiscent of cocek,
a dance-music genre from southern
Serbia, performed by a Romani brass
band. The appearance of the Romani
trumpeters provokes sheer delight
among the wedding guests. One gets the
impression that they are fully
surrendering to dert and sevdah, which is
once again convincingly portrayed
through the ensemble’s outstanding
acting skills. Soon, an open circle is
formed, with dancers performing a six-
measure movement pattern.
Interestingly, the brass band is not
passively placed at the side of the stage, as
is commonly the case with instrumental
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scenske interpretacije tradicionalnog
plesa u Srbiji. On je samo na pocetku
pozicioniran u centru otvorenog
kola, medutim, dramaturgija je
osmisljena tako da i trubaci imaju
svoje putanje Kretanja, odnosno
aktivno ucéestvuju u radnji.
Kompoziciju u stilu c¢oceka naglo
zamenjuje nova melodija nalik kolu u
tri (u metroritmu 2/4). Medutim, u
nastavku sledi interesantan
kompozitorski rad koji umreZava
melodije dva kontrastna materijala.
Ovaj segment obelezile su razlicito
rasporedene lese i formacije
otvorenog kola, koje su dominirale i u
prethodnim segmentima, a posebno
interesantan postupak predstavlja
izdvajanje izvodaca iz formacije dva
otvorena kola u dijagonalno
postavljene solo formacije. Citavo
delo zavrSava frontalno
pozicioniranim plesnim ansamblom
sa sokolicom i mladi¢em u sredini.

Kada je re¢ o plesnim pokretima,
analiza je pokazala da retko mozemo
govoriti o postojanju kinetic¢ko-
formalnog tipa, odnosno plesnog
obrasca zabelezenog u
participatornoj plesnoj praksi, ve¢ se
konstantno komponuje nov kineticki
sadrZaj. Ipak, primetno je da su plesni
pokreti bazirani na motivima iz
tradicionalnih plesova. Tako je npr. u
ybugarki“ najc¢eS¢i motiv ,osnovni
trokorak” (Vasi¢ and Ranisavljevi,
2012: 83), u ,kolu u tri“ pored
trokoraka plesaci izvode ,preplet”
(Vasi¢ and Ranisavljevi¢, 2012: 84),
»,poskok  odozgo“ (Vasi¢ and
Ranisavljevi¢, 2012: 85), i druge
motive u razli¢itim kombinacijama,
dok u ,Coceku“ dominiraju ne samo
pokreti donjeg dela tela, ve¢ i ruku.

accompaniment in stage interpretations
of traditional Serbian dance. Although
initially positioned at the center of the
open circle, the dramaturgy is designed
so that the trumpeters have their own
movement paths and actively participate
in the action.

The composition in the style of ocek is
abruptly replaced by a new melody
resembling a kolo u tri, setin a 2 /4 meter.

What follows is an intriguing
compositional approach that
interweaves melodies from two

contrasting musical materials. This
segment is marked by variously arranged
line formations and open circle
formations, which also dominated earlier
sections. A particularly interesting
choreographic device is the extraction of
dancers from two open circles into
diagonally positioned solo formations.
The entire piece concludes with the dance
ensemble positioned frontally, with the
falcon girl and the young man placed at
the center.

When it comes to dance movements,
analysis has shown that kinetic-formal
type - that is, a dance pattern
documented in participatory dance
practice, is rare to identify. Instead, new
kinetic content is continually being
choreographed. Nonetheless, it is
noticeable that the movements are
based on motifs from traditional
dances. For example, in the bugarka, the
most common motif is the “basic triple
step” (Vasi¢ and Ranisavljevi¢, 2012:
83); in the kolo u tri, alongside the triple
step, dancers also perform the ,crossing
step” (Vasi¢ and Ranisavljevi¢, 2012:
84), the ,hop down“ (Vasi¢ and
Ranisavljevi¢, 2012: 85), and other
motifs in various combinations. In the
cocek, in addition to lower-body
movements, arm movements also play
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Pored navedenih, postoje i elementi
plesnih pokreta karakteristicni za
tradicije drugih naroda.

Bitan postupak koji je u vezi sa
formacijama i putanjama kretanja
izvodata  podrazumeva njihovu
stalnu smenu. Ovakve promene se
deSavaju  relativno  Cesto, po
zavrSetku svakog drugog ili Cetvrtog
muzickog takta, a u mnogim
segmentima je teSko pratiti kojim se
putanjama kreéu izvodaci, jer one
deluju kao proizvod improvizacije,
Cijem utisku su doprineli i brojni
glumacki elementi. Navedeni
zaklju¢ci svedoce o inovativnosti
autora i njihovom Kkreativhom
potencijalu, kao i izuzetnim
sposobnostima igrackog ansambla.

Kao $to je ranije navedeno, scenski
kostim je za potrebe izvodenja
Sokolove pesme posebno osmisljen i
donekle inspirisan pojedinim
elementima narodne noSnje. Na
njima dominiraju crna i bela boja,
koje se, zajedno sa zelenom, Cesto
pojavljuyju u naSim narodnim
pesmama. (Ajgauuh, 1992: 292).
lako znacenja boja mogu biti
kulturno specificna, Dejan Ajdacic¢
navodi da su odredena svojstva
univerzalna (Ajmauuh, 1992: 286).
Tako se bela boja vezuje za Cistotu,
nevinost i nedodirljivost, sadrzi
osobine svetlosti, i Cesto se sa njom
zamenjuje. (Ajmauuh, 1992: 286). S
druge strane, crna boja se najceSce
vezuje za mrak i htonski svet,
konotira smrt, beznadeZnost, i
niStavilo. (Ajmauyuh, 1992: 286). S
obzirom na to da crna boja ima
izrazito negativnu konotaciju, njena
upotreba u ovom slucaju se moze
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a dominant role. Besides the elements
mentioned above, there are also dance
movements characteristic of the
traditions of other cultures.

An important choreographic device
related to formations and dancers’
movement paths involves their
constant shifting. These changes
occur relatively frequently - typically
after every second or fourth musical
measure - and in many segments, it
is difficult to track the exact paths the
performers take, as they appear to
result from improvisation. This
impression is further enhanced by
numerous theatrical elements. These
observations highlight the chore-
ographers’ innovation and creative
potential, as well as the exceptional
skill of the dance ensemble.

As previously mentioned, the stage
costume designed for the performance
of Falcon song was specially created and
somewhat inspired by certain elements
of traditional folk dress. The costumes
are dominated by black and white
colors, which, together with green,
frequently appear in Serbian folk songs.
(Ajmauuh, 1992: 292). Although the
meanings of colors can be culturally
specific, Dejan Ajdaci¢ notes that some
characteristics are universal (Ajgauuh,
1992: 286). For instance, white is
associated with purity, innocence, and
untouchability; it embodies the
qualities of light and is often
interchangeable with it (Ajgauuh,
1992: 286). On the other hand, black is
most often linked to darkness and the
chthonic world; it connotes death,
hopelessness, and nothingness.
(Ajmaunh, 1992: 286). Given that black
carries a strongly negative connotation,
its use here can be interpreted as
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tumaciti kao jo$S jedan vid
prikazivanja jednog od motiva koji
proZima Ccitavo delo, a to je motiv
neprestane borbe dobra i zla.

Pristup autorskog tima u realizaciji
Sokolove pesme se ogleda u
kori$c¢enju velikog bogatstva plesne i
muzicke tradicije razli¢itih naroda.
Autori su u tematskom smislu bili
inspirisani motivima srpske narodne
knjiZevnosti i istorije, Sto se odrazava
i na pristup nasledu. Medutim,
kineticko-formalni tipovi srpskih
tradicionalnih plesova se veoma
retko mogu prepoznati, veé¢ su
obrasci pokreta komponovani na
osnovu odabranih motiva, Sto vazi i
za plesne melodije i scenski kostim.
Takode, obrasci pokreta su osmisljeni
tako da u potpunosti budu uklopljeni
u muzicke fraze, S$to u naSem
tradicionalnom plesnom nasledu nije
uvek slucaj. Sve ovo govori u prilog
Cinjenici da autorima i nije bila
namera prikazati naslede, vec
osmisliti novo delo uz samo delimicne
reference na tradiciju. Na osnovu
svega navedenog, moZemo da
zaklju¢imo da je Sokolova pesma u
potpunosti komponovano delo sa
elementima tradicija razlicitih
naroda.

»SVADBA“ U KOREODRAMI 700

U koreodrami 700, ,Svadba“ nastupa
nakon oslobodenja Srba na Kosovu i
Metohiji od Turaka 1912. godine. Na
sceni se od samog pocetka pojavljuje
gotovo ceo izvodacki ansambl koji
uzvikuje: JZivela sloboda”, ,Zivela
Srbija”, i ,Ziveo kralj”.

Dva muska izvodaca, od kojih je jedan
odeven u seosku narodnu nosnju, a

another way to represent one of the
recurring motifs throughout the work -
the motif of the ongoing struggle
between good and evil.

The creative approach of the authorial
team in realizing Falcon song is
reflected in their use of a rich variety of
dance and musical traditions from
different peoples. The authors were
thematically inspired by motifs from
Serbian folk literature and history,
which is also reflected in their
approach to heritage. However,
kinetic-formal types of traditional
Serbian dances are very rarely
recognizable; instead, movement
patterns are composed based on
selected motifs, which applies equally
to the dance melodies and stage
costume. Furthermore, the movement
patterns are designed to fit perfectly
within the musical phrases, which is
not always the case in Serbian
traditional dance heritage. All this
supports the conclusion that the
authors did notintend to merely depict
heritage, but rather to create a new
work with only partial references to
tradition. Based on all of the above, we
can conclude that Falcon song is a fully
composed piece with elements drawn
from the traditions of various peoples.

THE ,WEDDING“ IN THE
CHOREODRAMA 700

In the choreodrama 700, the scene
titled “Wedding” takes place after the
liberation of the Serbs in Kosovo and
Metohija from the Turks in 1912.
Almost the entire performing ensemble
appears on stage from the very
beginning, shouting: “Long live
freedom,” “Long live Serbia,” and “Long
live the King.” Two male performers -
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drugi u  vojnicku  uniformu

pozdravljaju se re¢ima:

A: ,Srec¢na ti svadba, brate!“
B: ,Sreéna ti sloboda!”

0Od tog trenutka na scenu stupaju
znacajne liCnosti u tradicionalnoj
svadbi (dever, mlada, svekar,
svekrva), ali i oni iz prethodnih scena
(Branislav Nus$i¢ i jedan lik iz
porodice Radovi¢), dok tapandzija
najavljuje metroritam 7/8 i melodiju
tradicionalnog  plesa  svekrvino
oro/kolo. Svekrvino oro je poznat i
aktuelan ples u participatornoj
plesnoj praksi Kosovskog
Pomoravlja, kao i u drugim delovima
juZzne Srbije, koji se izvodi u okviru
svadbenog rituala. Jedan od prvih
zapisa ovog plesa potice iz sredine XX
veka, i nacinile su ga pioniri srpske
etnokoreologije, sestre Ljubica i
Danica Jankovi¢ (JankoBuh wu
JaukoBuh 1951: 67). Zapis koji su one
objavile u VI knjizi Narodnih igara se
znatno razlikuje od savremenog
nacina izvodenja ovog plesa.

Ipak, odredeni segmenti oCuvani su
do danas, kako kod Srba koji su ostali
na Kosovu i Metohiji, tako i kod
raseljenih, Sto svedoCi o njegovom
znacaju za njihov kulturni identitet.
(viSe u: 3natanoBuh 2012: 91-93).
Jedna od melodija koja danas Cesto
prati svekrvino oro je ona koju je sa
svojim trubacCkim orkestrom snimio
romski muzi¢ar iz Vranja, Bakija
Baki¢. (Baki¢, 2009). U zavrsnoj sceni
koreodrame 700 narodni orkestar je
izveo upravo tu melodiju. U ovoj
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one dressed in traditional village attire
and the other in a military uniform -
greet each other with the following
words:
A: “Happy wedding, brother!”
B: “Happy freedom!”

From that moment on, key figures of a
traditional wedding enter the scene (such
as the dever (the bride’s brother-in-law),
the bride, the father-in-law, and the
mother-in-law, along with characters
from previous scenes (Branislav Nusi¢
and a member of the Radovi¢ family).
Meanwhile, the tapandZija announces the
7/8 meter and the melody of the
traditional dance Svekrvino oro/kolo (eng.
mother in law’s dance). Svekrvino orois a
well-known and still vital dance in the
participatory dance practice of the
Kosovo Pomoravlje region, as well as in
other parts of southern Serbia,
traditionally performed as part of the
wedding ritual. One of the earliest written
recordings of this dance dates back to the
mid-20th century and was made by the
pioneers of Serbian ethnocoreology,
sisters Ljubica and Danica Jankovi¢
(Jankovi¢ and Jankovi¢, 1951: 67). The
version they published in the sixth
volume of Narodne igre (Folk Dances)
differs significantly from the way the
dance is performed today.

Nevertheless, certain segments have
been preserved to this day, both among
the Serbs who remained in Kosovo and
Metohija and among those who were
displaced, which testifies to the dance’s
importance for their cultural identity.
(see: 3maranoBuh 2012: 91-93). One of
the melodies frequently used today to
accompany svekrvino oro is the one
recorded by the Romani musician from
Vranje, Bakija Baki¢, with his brass band.
(Baki¢, 2009). In the final scene of the
choreodrama 700, it is precisely this
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sceni ona pocinje u znatno sporijem melody that was performed by the folk

tempu, koji se postepeno ubrzava i orchestra. In this scene, the music begins

tako postize gradaciju. at a noticeably slower tempo and
gradually accelerates, creating a sense of
buildup and climax.

S5

Slika 4: ,Svadba“ - koreodrama 700 (Izvor: Ansambl ,Venac®, autor: Nikola Zivié)
Image 4:,The Wedding"“ - choreodrama 700 (Source: Ensemble ,,Venac, author: Nikola Zivié)
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Slika 5: svekrvino oro u trotaktnom kineticko-formalnom tipu, u izvodenju Ansambla
,Venac“ (Iabanotacija: Anastasija Zivkovi¢)
Image 5: svekrvino oro in 3-measure kinetic-formal type performed by Ensemble
“Venac” (labanotation: Anastasija Zivkovi¢)
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U izvodenju svekrvinog ora ucestvuje
deo Zenskog ansambla koji je
pozicioniran u centru scene, pri Cemu
se jasno uocava uloga svekrve koja
vodi kolo. Ostatak ansambla prati
njihov ples iz drugog plana i
postepeno  se  prikljucuje  sa
ubrzanjem tempa. Na sceni igraci
formiraju otvoreno kolo koje se
tokom trajanja muzicke
improvizacije pozicionira oko
tapandzije i klarinetiste. Nakon
svekrvinog ora sledi ples uz pesmu
Sto gu nema Cveta koji izvodi muski i
Zenski deo ansambla, pri ¢emu se
devojke izdvajaju u nekoliko
parovnih formacija i jednu formaciju
otvorenog kola, te izvode Sestotaktni
obrazac.

Naredna numera, Ki¢enice, mlada
nevesto, se nadovezuje attacca, i
nastupa zajedno sa humoristicnom
scenom. U njoj svatovi, iz Zelje da se
veselje prolongira, nagovaraju
domacina svadbe da im donese hranu
i pi¢e koje je sakrio, Sto on odbija.
Medutim, u jednom trenutku
kompletna radnja staje, i svi plesadi,
osim domacina koji nastavlja sa
kratkim monologom, ostaju
szamrznuti” u jednom poloZaju na
sceni. Na taj nacin se stice utisak kao
da je vreme stalo, Sto predstavlja
zanimljiv postupak koji je verovatno
preuzet iz pozoriSne umetnosti.

Nakon toga pocinje finalni segment i
melodija tradicionalnog plesa cacak.
On je izveden u varijanti sitnog i
krupnog, pri c¢emu je ispoStovan
desetotaktni kineticko-formalni tip,
zabeleZen u participatornoj plesnoj
praksi. Dve varijante ovog plesa su, u
zavisnosti od putanje Kretanja,
izvedene za desnom, odnosno levom
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In the performance of svekrvino oro, a
portion of the female ensemble is
positioned at the center of the stage, with
the role of the mother-in-law - who
leads the dance - clearly emphasized.
The rest of the ensemble follows their
movements from the background and
gradually joins in as the tempo
accelerates. On stage, the dancers form
an open kolo, which, during the musical
improvisation, shifts position to encircle
the tapandZija (drum player) and the
clarinetist. Following svekrvino oro, the
ensemble performs a dance to the song
Sto gu nema Cveta (eng. Why is Cveta
missing), with both male and female
dancers participating. The women
separate into several paired formations
and one open circle, performing a six-
measure movement pattern.

The next musical piece, song Kicenice,
mlada nevesto (eng. Adorn girl, young
bride), follows attacca and is
accompanied by a humorous scene.
In it, the wedding guests, eager to
prolong the celebration, try to
persuade the host to bring out the
food and drinks he has hidden, which
he refuses. However, at one point, the
entire action comes to a halt - all the
dancers, except the host, freeze in
place on stage while he continues
with a brief monologue. This creates
the impression that time has
stopped, a striking theatrical device
likely borrowed from dramatic arts.
After that, the final segment begins
with the melody of the traditional
dance cacak. It is performed in both
the sitni (small) and krupni (large)
variations, adhering to the ten-
measure kinetic-formal type
documented in participatory dance
practice. Depending on the direction
of movement, the two variations are
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rukom. U ovom segmentu svi prisutni
plesaci postepeno formiraju zatvoreno
kolo u centru scene, oko kojeg jedan
deo njih ostaje povezan u dve
dijagonalne lese. Iz zatvorenog kola se
u centru kruga izdvajaju devojke koje
formiraju jo$ jedno zatvoreno kolo,
tako da nastaje karakteristicna
formacija ,kola u kolu“ sa rodno
podvojenim izvodacima. Devojke cCe iz
unutrasnjeg preci u spoljasnje kolo, a
momci obrnuto, C¢ime se stvara
raspored izvodaca koji podrazumeva
smenu musko-zenskih parova. Iz ove
formacije se dalje izvodacli grupisu u
nekoliko frontalno postavljenih lesa
licem okrenutih ka publici, dok ¢e se u
narednom segmentu frontalne lese
pretvoriti u dijagonalne, publici
okrenute ledima. Posle par taktova
izvodaci se ponovo okrec¢u ka publici i
formiraju dva otvorena kola i nekoliko
lesa. Jo$ jedna promena pozicije igraca
na sceni nastaje u trenutku ulaska
trubackog sastava na scenu.

[ako kulminacija u vidu brzine i
intenziteta izvodenja plesa Ccacak
najavljuje zavrsnicu, vreme se ponovo
zaustavlja, tako da kompletan
kineticki i muzicki tok staje, dok se na
video bimu pojavljuje manastir
Gracanica. Za to vreme se Cuje glas
potomka Radovic¢a iz 2021. godine sa
pocetka koreodrame. Ubrzo zatim,
vreme nastavlja da teCe neometano, a
izvodaci nastavljaju ples na mestu na
kojem su prethodno zaustavljeni, s
tim S$to kineticka i muzicka fraza
pocinju ispoCetka, a na sceni se
prikljucuje jos jedan izvodac koji sada
predstavlja pomenutog Radoviéa iz
2021. godine. Ovaj postupak je jo$
jedan zanimljiv nacin ,poigravanja sa
vremenom®, odnosno umre-Zavanja

performed counterclockwise and
reversed. In this segment, all dancers
gradually form a closed circle in the
center of the stage, around which
some remain connected in two
diagonal lines. From the closed circle
in the center, the girls separate to
form another closed circle, creating
the characteristic “circle within a
circle” formation (srb. kolo u kolu)
with gender-segregated performers.
The girls then move from the inner to
the outer circle, while the boys do the
opposite, establishing a pattern of
alternating male-female pairs. From
this formation, the performers
regroup into several front-facing
lines, which in the next segment
transform into diagonal lines with
their backs to the audience. After a
few measures, the dancers turn again
toward the audience and form two
open circles and several lines.
Another change in stage positioning
occurs with the entrance of the
trumpet ensemble.

Although the climax in terms of speed
and intensity of the cacak dance
heralds the finale, time stops once
more - the entire kinetic and musical
flow comes to a halt while the
Gracanica Monastery appears on the
video screen. Meanwhile, the voice of
a descendant of the Radovi¢ family
from 2021, heard at the beginning of
the choreodrama, plays. Soon after,
time resumes uninterruptedly, and
the performers continue dancing
from the point where they stopped,
with the kinetic and musical phrase
restarting from the beginning. At this
moment, an additional performer
joins the stage, representing the
mentioned Radovi¢ from 2021. This
device is another interesting way of
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prosSlosti i sadasSnjosti, Cime je
ostvarena celina na nivou Citave
koreodrame. ,Svadba“ se zavrsava uz
maksimalno iskoriS¢en potencijal
kako muzickog i igrackog ansambla,
tako i scenskog prostora.

Sagledavajuc¢i,Svadbu“ u okviru ¢itave
koreodrame, moze se konstatovati da
je to scena koja je u najvecoj meri
zasnovana na direktnom prenoSenju
tradicio-nalnog materijala. U njoj se
mogu jasno raspoznati kineticko-
formalni tipovi, tradicionalne pesme i
kostimi karakteristi¢ni za prostor ne
samo okoline Gracanice, gde se deSava
radnja, ve¢ za Siri prostor Kosova i
Metohije. U pogledu prostorne
kompozicije na sceni preovladavaju
formacije (kolo, lese) koje su, takode,
deo tradicionalne plesne prakse. Ipak,
mogu se uociti odredene izmene u
odnosu na izvodenje u participatornoj
praksi, poput metroritmickih promena
trajanja koraka, izmena u smeru
kretanja (npr. u levu, umesto u desnu
stranu), aranZiranih melodija, ili
specificnog drzanja tela u svrhu
ostvarivanja odredenih pokreta koje
scena zahteva. Medutim, vazno je
naglasiti da se sve one deSavaju u
okviru Kineticko-formalnih tipova i
melodijskih  obrazaca  koji su
zabeleZeni u participatornoj praksi.

Formalno oblikovanje ove scene
ukazuje na princip naizmeni¢nog
nizanja plesova i pesama uz ples u
formi svite, Sto je tipicno za mnoge
koreografije praksi scenske
interpretacije tradicionalnog plesa u
Srbiji. Kompletna scena deluje
Zivopisno, a tome doprinose brojni
rekviziti, razli¢ito kostimizirani
izvodaci sa raznovrsnim ulogama na
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“playing with time,” connecting past
and present, thus creating unity
across the entire choreodrama. “The
Wedding“ concludes by fully utilizing
the potential of the musical and
dance ensemble as well as the stage
space.

Considering “The Wedding“ within the
context of the entire choreodrama, it
can be stated that this scene is largely
based on the direct transmission of
traditional material. It clearly features
recognizable  kinetic-formal types,
traditional songs, and costumes
characteristic not only of the Gracanica
region, where the action takes place, but
also of the wider Kosovo and Metohija
area. In terms of spatial composition on
stage, formations such as the circle
(kolo) and lines (lesa), which are
integral to traditional dance practice,
prevail. However, certain modifications
compared to participatory
performance practice can be observed,
such as metrorythmic alterations in
step duration, changes in movement
direction (e.g, to the left instead of the
right), arranged melodies, and specific
body postures adopted to achieve
movements required by the stage
setting. It is important to emphasize,
however, that all these modifications
occur within the framework of kinetic-
formal types and melodic patterns
documented in participatory practice.
The formal shaping of this scene reflects
the principle of alternating sequences of
dances and songs with dances
performed in suite form, which is typical
for many choreographies in the staged
interpretation of traditional dance in
Serbia. The entire scene appears vivid
and dynamic, enhanced by numerous
props, performers dressed in diverse
costumes with varied roles on stage, as
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sceni, kao i humoristi¢na scena koja
je, kao i kineticki i muzicki obrasci,
zasnovana ha nekada praktikovanom
obicaju iz Gracanice.

OD IDEJE DO REALIZACIJE:
IMPLICITNE | EKSPLICITNE
STRATEGIJE U SCENSKO]
INTERPRETACIJI SVADBENOG
RITUALA

Glavna tema zavrSnih scena Sokolove
pesme i koreodrame 700 je svadbeni
ritual. Pored toga, inspiracija
istorijskim dogadajima, kulturom i
narodnom knjiZevnoS$¢éu karakteriSe
oba dela, ali na razli¢ite nacine. Dok u
Sokolovoj pesmi postoji vezivanje za
odredene motive iz (srpske) narodne
knjiZzevnosti i istorije (soko, motiv
ljubavi, slobode, stradanja itd.), dotle
su u koreodrami 700 kroz muziku, ples
i naraciju obradeni konkretni istorijski
dogadaji (Prvi srpski ustanak, Seoba
Srba, Prvi balkanski rat). U tom smislu
je uocljiv karakteristican odnos prema
vremenu i prostoru u obema
koreografijama koji je posebno
upecatljiv u scenama koje
interpretiraju svadbu.

Kao Sto je ranije navedeno, u
Sokolovoj pesmi nije jasno kada i gde
se radnja odvija, ve¢ svaki aspekt
koreografije pocev od scenografije,
kostima crno-bele boje, motivskog
rada na planu muzike, plesa i
scenskog kostima €ini da se zapravo
radnja deSava u nekom simboli¢nom
vremenu i prostoru, $to doprinosi
univerzalnosti ove price. S druge
strane, ,Svadba“ u koreodrami 700
veoma jasno prikazuje jedan dogadaj
koji je mogao da se desi te, 1912.
godine u Gracanici, neposredno
nakon oslobodenja, kroz prikaz
znacajnih  liCnosti  tradicionalne

well as a humorous scene, which - like
the kinetic and musical patterns - is
based on a once-practiced custom from
Gracanica.

FROM IDEA TO REALIZATION:

IMPLICIT AND EXPLICIT
STRATEGIES IN STAGE
INTERPRETATION OF WEDING
RITUAL

The main theme of the final scenes in
Falcon song and choreodrama 700 is
the wedding ritual. Additionally, both
works are inspired by historical
events, culture, and folk literature,
though in different ways. While Falcon
song draws upon specific motifs from
(Serbian) folk literature and history -
such as the falcon, themes of love,
freedom, and suffering - choreodrama
700 addresses concrete historical
events through music, dance, and
narration (including the First Serbian
Uprising, the Great Serbian Migration,
and the First Balkan War). In this
context, a distinctive relationship to
time and space is evident in both
choreographies, particularly striking
in the scenes interpreting the wedding.

As previously mentioned, in Falcon song
itis not clear when and where the action
takes place; rather, every aspect of the
choreography - from the scenography,
the black-and-white costumes, to the
thematic work in music, dance, and stage
costumes - creates the impression that
the action occurs in some symbolic time
and space, which contributes to the
universality of the story. On the other
hand, the “Wedding” scene in
choreodrama 700 very clearly depicts an
event that could have happened in 1912
in Gracanica, immediately after the
liberation, through the presentation of
important figures of the traditional
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svadbe, kao i plesove i pesme koji su
deo nematerijalnog nasleda ovog
mesta, a koje lokalno stanovnistvo i
danas prepoznaje kao deo svog
kulturnog identiteta. Sve navedeno
¢ini da su ovde vremensko-prostorne
odrednice, za razliku od Sokolove
pesme, jasnije utemeljene.

Detaljna analiza oba ostvarenja je
pokazala da ona sadrZe reference kako
na proslost, tako i na savremeni
trenutak. Medutim, dok Sokolova pesma
pokazuje  veée  tendencije  ka
savremenosti, dotle je koreodrama 700
viSe usmerena na proslost, Sto je
posebno evidentno u zavrSnim
scenama. U interpretaciji svadbenog
rituala u Sokolovoj pesmi na sceni su
prikazani mladenci i mladenacki ples
(,prvi ples“), koji je novija pojava kod
nas. Takode, samo prikazivanje
mladenacainjihovo isticanje referiSe na
neku noviju svadbu, pre nego na
tradicionalnu, u kojoj su se mladenci
uglavnom drZali diskretno i uzdrzano.
Pored navedenih referenci na
sadasnjost, odabir romskih trubaca kao
»muzickih gostiju“ tipi¢no je za mnoga
svadbena veselja danas, pa se moze
tumaciti kao jo$ jedna referenca na
savremeni trenutak. S druge strane,
,Svadba“ u koreodrami 700 referiSe na
proslost u znatno vecoj meri nego na
sadasnjost. To je ucinjeno
prikazivanjem  istorijskih  liCnosti
(Branislav NusSi¢), i rekonstruisanjem
tradicionalne svadbe. Ipak, u zavrsnoj
sceni se pojavljuje i jedan lik iz
sadasnjosti, a to je Radovi¢ iz 2021.
godine (potomak). Medutim,
opravdanost njegove pojave nalazimo u
teznji za dostizanjem svojevrsnog
dramaturskog efekta koji je upotrebljen
u svrhu ostvarivanja celine na nivou
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wedding, as well as dances and songs
that are part of the intangible heritage of
this place and which the local population
still recognizes as part of their cultural
identity. All this means that, unlike in
Falcon song, the temporal and spatial
determinants here are more clearly
grounded.

A detailed analysis of both works has
shown that they contain references
both to the past and to the present
moment. However, while Falcon song
shows a greater tendency towards
modernity, choreodrama 700 is more
oriented toward the past, which is
especially evident in the final scenes. In
the interpretation of the wedding ritual
in Falcon song, the bride and groom and
their dance (“first dance”) are shown,
which is a more recent phenomenon in
our region. Also, the very presentation
and emphasis on the bride and groom
refer to a more modern wedding, rather
than a traditional one, in which the
couple generally behaved discreetly
and reservedly. Besides these
references to the present, the choice of
Roma trumpeters as “musical guests” is
typical for many weddings today and
can be interpreted as another reference
to the contemporary moment. On the
other hand, the “Wedding” scene in
choreodrama 700 refers to the pastto a
much greater extent than to the
present. This is achieved by depicting
historical figures (Branislav Nusi¢) and
reconstructing a traditional wedding.
Still, in the final scene, a character from
the present appears - Radovi¢ from
2021 (a descendant). However, the
justification for his appearance lies in
the effort to achieve a specific
dramaturgical effect used to create
unity  throughout the  entire
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Citave koreodrame. Na taj nacin se
zaokruzuje pric¢a o 700 godina ne samo
postojanja manastira Gracanica, ve¢ i
istorije srpskog naroda.

Analiza pristupa nasledu u zavrSnim
scenama koja je ranije prezentovana
je pokazala da autori Sokolove pesme
u osmisljavanju melodija i pokreta
nisu Kkoristili obrasce zabeleZene u
participatornoj praksi, ve¢ kineticke i
muzicke motive koji mogu biti deo ne
samo srpskog tradicionalnog nasleda,
ve¢ i nasleda drugih naroda, dok su
kostimi posebno kreirani tako da samo
asociraju na narodne nosnje. S druge
strane, ,Svadba“ u koreodrami 700
prezentuje originalne melodijske
obrasce, kineticko-formalne tipove i
tradicionalne kostime karakteris-ticne
za plesnu tradiciju Kosova i Metohije,
$to pokazuje da su se autori oslanjali
na terensku gradu i empirijska
istrazivanja.

Zanimljivo je da su autori oba
ostvarenja u okviru zavrSne scene u
kojoj se interpretira svadba prikazali
jedan humoristi¢ni segment, pri ¢emu i
samo posmatranje datih segmenata
odrazava drugacije pris-tupe temi i
nasledu. U Sokolovoj pesmi su autori
prikazali neku potencijalnu situaciju
koja sadrZi elemente i tradicionalne i
savremene svadbe, dok su u
koreodrami 700 autori prikazali
rekonstrukciju odredenog obicaja, koji
je nekada bio deo tradicionalne svadbe
u Gracanici. Na osnovu sagledavanja
nacina na koji su autori dramaturski
pristupili odabranim temama, i kako su
se prema hjima odredili u vremensko-
prostornom pogledu, zakljucuje se da je
svaki od datih pristupa odredio i
tretman nasleda. ZavrSna scena
Sokolove pesme se moze tumaciti kao

choreodrama. In this way, the story of
700 years is completed - not only of the
Gracanica Monastery’s existence but
also of the history of the Serbian people.

The analysis of the approach to heritage
in the final scenes, presented earlier,
showed that the authors of Falcon song
did not use melodic or movement
patterns recorded in participatory
practice when designing melodies and
choreography, but rather kinetic and
musical motifs that can be part not only
of Serbian traditional heritage but also
of other peoples’ tradition. The
costumes were specially created to only
evoke folk costumes. Conversely, the
“Wedding” scene in choreodrama 700
presents original melodic patterns,
Kinetic-formal types, and traditional
costumes characteristic of the dance
tradition of Kosovo and Metohija,
showing that the authors relied on
fieldwork and empirical research.

Interestingly, both works feature a
humorous segment within their final
wedding  scenes, though the
observation of these segments reflects
different approaches to theme and
heritage. In Falcon song, the authors
present a potential situation that
includes elements of both traditional
and modern weddings, whereas in
choreodrama 700, the authors depict a
reconstruction of a particular custom
that was once part of a traditional
wedding in Gracanica. Based on the
way the authors dramaturgically
approached the selected themes and
their temporal-spatial orientation, it
can be concluded that each approach
also determined the treatment of
heritage. The final scene of Falcon song
can be interpreted as a story inspired
by themes of love, suffering, and
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prica nadahnuta motivima ljubavi,
stradanja, i Zrtvovanja, koja se zavrsava
srenim krajem. Ovakav pristup, u
kojem sustinski nije vaZzno mesto i
vreme odvijanja radnje, kao ni etnicka
ili nacionalna pripadnost likova, uslovio
je da su i reference na srpsko naslede
samo implicitne. S druge strane,
»Svadba“je u koreodrami 700 smestena
u odredeni drustveno-istorijski
kontekst, te sadrzi direktne reference
na istorijske dogadaje i licnosti, pa je
upravo ovakav pristup temi uslovio i
interpretaciju = nasleda, = odnosno
prikazivanje originalnih  melodija,
plesnih obrazaca, i tradicionalnih
kostima. Zbog svega navedenog se
autorski pristup u Sokolovoj pesmi moze
oznaCiti kao ,implicitan, a u
koreodrami 700 kao ,eksplicitan®.
Dakle, okosnicu radnje, tj. osnovnu
ideju zavrsnih scena i Sokolove pesme i
koreodrame 700 ¢ini svadba. Medutim,
u sluCaju prvog ostvarenja ona je
realizovana kao univerzalna ljudska
prica, a u slu¢aju drugog kao konkretna
istorijska rekonstrukcija. Iz datog
pristupa temi proizilazi i izbor
kompozicionih principa u radu sa
nasledem.

ZAKLJUCNA RAZMATRANJA

[z analitickog sagledavanja zavr$nih
scena Sokolove pesme i koreodrame
700 ustanovljeni su ne samo razliCiti
kompozicioni principi u radu sa
nasledem, ve¢ je  pokazana
meduzavisnost dramaturskog
oblikovanja teme i pristupa tradiciji.
U slu€aju kada se temi (svadbi)
pristupilo posredno i simbolicki (kao
u slucaju  Sokolove  pesme),
primenjene su implicitne strategije,
dok su eksplicitne strategije
opravdane direktnim i neposrednim
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sacrifice, ending happily. Such an
approach, in which the place and time
of action, as well as the ethnic or
national identity of the characters, are
essentially irrelevant, conditions the
references to Serbian heritage to be
only implicit. On the other hand, the
“Wedding” in choreodrama 700 is set
in a specific socio-historical context
and contains direct references to
historical events and figures; this
approach to the theme conditioned the
interpretation of heritage, i.e., the
presentation of original melodies,
dance patterns, and traditional
costumes. Because of all this, the
authorial approach in Falcon song can
be described as “implicit,” while in
choreodrama 700 as “explicit”
Therefore, the core of the plot, i.e., the
basic idea of the final scenes in both
Falcon song and choreodrama 700, is
the wedding. However, in the case of
the former, it is realized as a universal
human story, while in the case of the
latter, as a concrete historical
reconstruction. The compositional
principles chosen in working with
heritage derive from these thematic
approaches.

CONCLUSIONS

The analytical examination of the final
scenes of Falcon song and
choreodrama 700 has revealed not
only different compositional principles
in working with heritage but also
demonstrated the interdependence
between the dramaturgical shaping of
the theme and the approach to
tradition. In cases where the theme
(wedding) was approached indirectly
and symbolically (as in Falcon song),
implicit strategies were applied,
whereas explicit strategies were
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referisanjem na istorijske dogadaje i
licnosti (kao u slucaju koreodrame
700).

Razlike u pristupima prouzro-kovane
su idejnim reSenjima umetnika iz
razlic¢itih oblasti. Medutim, ¢ini se da
je uceS¢e odredenih strucnjaka
klju¢no uslovilo diferentnost u
pogledu  scenske interpretacije
svadbenog rituala. Tako su u
Sokolovoj pesmi autorski tim Cinili
koreograf i reditelj kompozitor,
scenograf, i drugi strucnjaci iz
Madarske, bez prisustva
etnomuzikologa, etno-koreologa ili
nekog drugog poznavaoca srpskog
tradicionalnog nasleda. S druge
strane, autorski tim koreodrame 700
je sastavljen od srpskih strucnjaka iz
domena pozoriSne umetnosti, ali
zajedno sa istoricarem,
etnomuzikologom i etnokoreologom.
S obzirom na to da su u koreodrami
700, za razliku od Sokolove pesme,
autori koristili kineticko-formalne
tipove, origi-nalne plesne melodije i
scenske Kkostime iz participatorne
prakse, evidentan je uticaj eksperata
iz domena etnomuzikologije i
etnokoreologije. 1z ovoga proistice da
nije samo pristup odabranim temama
odredio tretman nasleda, ve¢ i ucesce,
odnosno  izostanak  pomenutih
naucnika.

Etnomuzikolozi i etnokoreolozi u
Srbiji su od samih pocetaka prakse
scenskog interpretiranja
tradicionalnog plesa pratili rad
folklornih ansambala, ali se od 1990.
godina mnogo direktnije ukljuc¢uju u
oblikovanje njihovog repertoara i
aktivnosti (viSe u Pankosuh 2022).
Podaci proistekli iz analize najnovijih

justified by direct and immediate
references to historical events and
figures (as in choreodrama 700).

The differences in approaches were
caused by the conceptual solutions of
artists from different fields. However, it
seems that the participation of certain
experts critically determined the
diversity in the stage interpretation of
the wedding ritual. Thus, the creative
team of Falcon song consisted of a
choreographer and director, a
composer, a scenographer, and other
experts from Hungary, without the
presence of an ethnomusicologist,
ethnochoreologist, or any other
specialist  familiar ~with  Serbian
traditional heritage. On the other hand,
the creative team of choreodrama 700
was made up of Serbian experts in the
field of theatrical arts, together with a
historian, an ethnomusicologist, and an
ethno-choreologist. Considering that in
choreodrama 700, unlike Falcon song,
the authors used kinetic-formal types,
original dance melodies, and stage
costumes from participatory practice,
the influence of experts in ethno-
musicology and ethnochoreology is
evident. From this, it follows that not
only the approach to selected themes
determined the treatment of heritage,
but also the involvement - or absence -
of these scholars.

Ethnomusicologists and  ethno-
choreologists in Serbia have been
following the work of folk ensembles
since the beginnings of the practice of
stage interpretation of traditional
dance, but since the 1990s, they have

become much more directly involved
in shaping their repertoire and
activities (more in: PankoBuh 2022).
Data derived from the analysis of
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produkcija najavnoj sceni ukazuju na
odredene promene u pogledu
njihovog angaZovanja i uticaja. Iz tog
razloga je neophodno  dalje
razmotriti ulogu etnomuzikologa i
etnokoreologa, kao i etnologa u
praksi  scenskog interpretiranja
tradicionalnog plesa na
profesionalnom i amaterskom nivou.
U daljim istrazivanjima potrebno je
ispitati kakav je njihov uticaj, da li je
saradnja sa njima neophodna, i na
koji tacno nacin njihova znanja
doprinose kvalitetu neke
koreografije.

Pored navedenih, analiza odabranih
scena koje prikazuju svadbeni ritual
ukazuje na zanimljive zakljuCke u
pogledu njihovog formalnog
oblikovanja. U tom smislu je
interesantno da su se autori i jedne, i
druge scene odlucili za svitu, formu
koju odlikuje nizanje plesova i
pesama, naj¢eS€e po  principu
kontrasta. Navedeni podatak je
posebno indikativan ukoliko znamo
da praksa scenske interpretacije
tradicionalnog plesa u Srbiji od
njenog utemeljenja obiluje
koreografijama upravo ove forme.
Sada primenjivost svite potvrduje i
njena pojava u okviru koreodrama.

Prikazana analiza zavrSnih scena
Sokolove pesme Ansambla ,Kolo“ i
koreodrame 700 Ansambla ,Venac”
obuhvatila je samo jedan deo ovih
viseslojnih koreorgafija. Dva
ostvarenja su pokazala razliCite
mogucénosti scenske interpretacije
svadbenog rituala zasnovane na
diferentnim pristupima. Iako su oni
potpuno suprotstavljeni, obe
koreografije su nesumnjivo donele
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recent productions on the public
scene indicate certain changes
regarding their engagement and
influence. For this reason, it is
necessary to further examine the role
of ethnomusicologists, ethno-
choreologists, as well as ethnologists
in the practice of stage interpretation
of traditional dance at both
professional and amateur levels.
Future research should investigate
their impact, whether collaboration
with them is necessary, and exactly
how their knowledge contributes to
the quality of a choreography.

Besides the above, the analysis of
selected scenes depicting the wedding
ritual indicates interesting conclusions
regarding their formal shaping. In this
sense, it is notable that the authors of
both works opted for the suite form,
characterized by a sequence of dances
and songs, most often based on the
principle of contrast. This fact is
especially indicative if we consider
that the practice of stage folk dance in
Serbia has been abundant with
choreographies precisely of this form
since its establishment. Now, the
applicability of the suite is also
confirmed by its appearance within
choreodrama.

The presented analysis of the final
scenes of Falcon song by the “Kolo”
Ensemble and choreodrama 700 by the
“Venac” Ensemble encompassed only
one part of these multilayered
choreographies. The two works
demonstrated different possibilities
for the stage interpretation of the
wedding ritual based on different
approaches. Although these
approaches are completely opposed,
both choreographies have
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odredene inovacije i zanimljiva
resSenja, koja se, narocCito poslednjih
nekoliko decenija, retko mogu videti
u praksi scenske interpretacije
tradicionalnog plesa u Srbiji.

Ustanovljeni pristupi vodeni su i
usmeravani odredenim  kulturnim
strategijama ansambala. U zavisnosti
od drustveno-politickih  promena
njihova kulturna politika se jo$ od prvih
godina njihovog postojanja viSe puta
menjala. MiSljenja u vezi sa tim Kkoja je
uloga nacionalnih ansambala, i na koji
nacin bi oni trebalo da predstavljaju
naslede su i danas predmet polemike,
¢emu svedoce i analizirane
koreografije. Teznja ovog rada nije bila
da na data pitanja odgovori, ve¢ da u
osnovnim crtama ukaze na razli¢ite
pristupe nasledu u obradi jedne iste
teme (svadbe), te da doprinese boljem
razumevanju i tumacenju koreografija
tradicionalnog plesa.

undoubtedly brought certain
innovations and interesting solutions
that have been rarely seen in stage folk
dance in Serbia, especially in recent
decades.

The established approaches were
guided and directed by certain cultural
strategies of the ensembles at a given
time. Depending on socio-political
changes, their cultural policies have
changed multiple times since their
inception. Opinions regarding the role
of national ensembles and how they
should represent heritage are subjects
of debate today, as evidenced by the
analyzed choreographies. The aim of
this work was not to answer these
questions but rather to outline different
approaches to heritage in the treatment
of the same theme (wedding) and to
contribute to a better understanding
and interpretation of traditional dance
choreographies.
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