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Ph.D., corresponding member of NAS RA,
Institute of Archaeology and Ethnography, NAS of RA,
Head of the Department of Cultural Anthropology

THE UNITY CIRCLE DANCE: ARMENIAN IDENTITY
THROUGH THE RITES OF SOLIDARITY

Keywords: Mount Aragats, Mount Masis/Ararat, circle dance, identity, mass cel-
ebration, ritual ceremony, rites of unity and solidarity, national values, symbol-
ic replacement.
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The Unity Circle Dance, which occurred on May 28, 2005, will be examined
alongside the public discourse surrounding it. The concept of the event originat-
ed as a linear dance (from Aparan to Yerevan) but evolved into a circular dance
encircling the Aragats mountain. A cultural anthropological perspective will be
applied to analyze the event in three phases: before the dance (preparation),
during the dance (implementation), and after the dance (post-event).

The Unity Circle Dance was a ceremonial gathering initiated from the top
down (with the idea originating from the Prosecutor General of the Republic),
yet it evolved into a grassroots festive occasion. During the preparatory phase,
various logistical issues were addressed (such as selecting the dance style, ensur-
ing sufficient participation, addressing sanitation concerns, potential environ-
mental impact, and the presence of snakes and scorpions). Additionally, discus-
sions centered on the significance and necessity of the event. Numerical aspects
tied to the 1600th anniversary of the Armenian alphabet’s invention were prom-
inent, including the length of the circular dance itinerary, the elevation of the
chosen Aragats slope, the height of the stone letters marking the starting point
at the Grove of Letters, among others. Symbolic and mythological elements
linked to the historical and cultural significance of Aragats Mountain were also
integral. The ritualistic and psychological functions of the circle dance held sig-
nificant importance as well.

The implementation phase highlighted the diversity of participants, repre-
senting the entire social spectrum of the nation, and underscored the mass par-
ticipation characteristic of ancient ritual systems (e.g., panterria and pansperm-
ia). Despite the composition of appropriate music for the circle dance, technical
issues or other reasons led to its absence in certain parts during the 15-minute
performance, resulting in a solemn silence that emphasized the highly ritualistic
nature of the event. This raises the question of whether the participants, by en-
circling the mountain, were protecting it or drawing nourishment and strength
from it.

The Circle Dance, held on May 28, marked the culmination of a series of
May celebrations, historically beginning with the medieval Battle of Avarair on
May 26 and extending to the recent liberation of Shushi on May 8. In 2005,
these festivities were augmented with church holidays (such as the departure of
St. Gregory the Illuminator from Khor Virap) and the Last Ring ceremony for
school graduates.

A focal point of discussion is the significance of the object around which the
circle dance occurs. Mount Aragats reclaims its sacred status for Armenian iden-

5



tity and visibility, a significance previously reserved, for instance, for residents
of the Shirak region. Notably, Mount Aragats is often mentioned alongside its
twin peak, Masis (Ararat). Participants express intentions to hold similar circle
dances around Mount Masis in the future.

Of particular interest are the locations and monuments where individuals
unable to join the circle dance on Aragats slopes were invited to participate in a
15-minute dance at 15:00. The post-event phase introduces new initiatives, some
realized and others not, indicating ongoing developments stemming from the
event.
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Ananyan Hayarpi
Institute of Archaeology and Ethnography, NAS of RA

CONTEMPORARY METHODS AND APPROACHES
TO THE CONTINUITY AND PRESERVATION OF TRADITION-
AL DANCE

Keywords: traditional dance, preservation, continuity, staging, stylization, res-
toration.

This research is built upon material gathered through auto-ethnographic
methods. In Armenia, the transmission of traditional dance from one generation
to the next has been disrupted. While memories of these dances endure, only in
certain regions are specific dances still preserved as living cultural traditions,
such as the Tars par (Mayroke), Kochari, Gyovend, and Yarkhushta.

Preserving and transmitting these dances in their natural environments or
places of origin ensures their authentic continuity and preservation. Titon concep-
tualizes this process as a music ecosystem (Titon, 2009), where meanings, motiva-
tions for performance, language, style, and context are interconnected, much like
elements in a natural ecosystem. Changes and developments arise within this eco-
system rather than occurring outside or in isolation from it (Gwerevende and
Mthombeni, 2023). In the 21st century, the pervasive threat of homogeneity jeop-
ardizes the preservation of dance within the ecosystem. In response, intellectuals,
institutions, and occasionally the state itself intervene to address this issue, prior-
itizing and emphasizing the importance of preserving song and dance.

The preservation and transmission of traditional songs and dances can occur
naturally in their place of origin, where no special efforts are required, or they
can be passed down from generation to generation. Alternatively, deliberate
preservation involves detaching the dance from its original context and main-
taining it in a different setting. This approach highlights the importance of iden-
tity, national history, and cultural uniqueness, driven by a desire to counteract
the effects of globalization.



While the preservation of traditional songs and dances within their natural
environments has diminished, there is a growing desire to preserve them in Ye-
revan. Practical steps are currently underway for imbuing them with new signif-
icance for their original bearers: the community. Hobsbawm categorizes these
occurrences as “invented tradition” (Hobsbawm, 1983). In Armenia, the respon-
sibility for preservation has been willingly embraced by folk dance groups in
Yerevan and their directors, who believe wholeheartedly that they are the cus-
todians and transmitters of authentic traditional dance.

The primary method of preservation involves the “museumization” of tradi-
tional dance, in which songs and dances are meticulously documented, and efforts
are made to conserve the steps and melodies without alteration. This approach
ensures that the integrity of “pure Armenian dances” remains intact. Another
approach involves practical application and transmission, achieved through stage
performances, festivals, community events, dance lessons, educational institu-
tions, academic instruction, group and studio sessions, extracurricular activities,
and the commercialization of dance (such as private gatherings and family events
incorporating traditional dances, and teaching specific dances to participants).

When it comes to preserving traditional song and dance, folk performance
groups and those identifying as “ethnographic” adopt fundamentally different
approaches. Folk performance dance groups interpret documented dances based
on individual imagination and aesthetic preferences, often incorporating ele-
ments of classical dance. They believe that replicating old dances identically is
outdated and advocate for stylized presentations. “Ethnographic” groups repro-
duce dances that have already been museumized and stabilized in the same
manner, but they perform them outside their original context. This phenome-
non is defined as “rescue ethnography” (Alivizatou, 2012).
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Arshakyan Narine
YSU applicant

THE ROLE OF SRBUHI LISITSIAN
IN RECORDING AND RESEARCH OF DANCE SONGS

Keywords: Srbuhi Lisitsyan, ethnography, folklore, dance, song, culture, ritual,
belief.

The report examines the studies of a prominent Armenian ethnographer, art
critic, and ethnomusicologist Srbuhi Lisitsyan in relation to the genre of folk
dance songs. This discussion will reference the folk dance songs she recorded,
explore the characteristics of the dance song genre, highlight typological fea-
tures, and evaluate the role and significance of the original song within the
broader context of dance culture.

S. Lisitsyan’ collection includes about 1,100 recordings of folk songs and
dances. It is no coincidence is referred to as the “Komitas of Armenian dance”.
Just as Komitas rescued the gems of his musical heritage from oblivion and
shared them with his people, Srbuhi Lisitsyan, by dedicating her life to the art
of dance, was able to study and document early Armenian dance forms through
the innovative recording system she developed.

In her works, S. Lisitsyan explored the dialectal diversity of songs, which
have evolved into distinct “dialects” of Armenian rural music, much like the
variations found in spoken language. The dialect dance songs mainly are com-
mon in regions of Shatakh, Sassoun, Alashkert and Vaspurakan. Most of the
ethnographic songs can be repeated depending on the region, but in a complete-
ly different national costume and, accordingly, in a different dialect.

S. Lisitsyan documented not only the dance movements, but also the melo-
dies and lyrics that often accompanied them. Additionally, she illustrated the
costumes and all the accessories required for each performance. This compre-
hensive collection of material allows for the restoration of national dance in its
ancient form.

S. Lisitsyan categorizes folk dance culture into three main components, fo-
cusing on their content, structure, and movement. The ethnographer has con-
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ducted a thorough analysis of the lyrics. In national folk songs, choruses are
primarily repeated in couplets, mirroring the repetition of the accompanying
dance movements. The simple, repetitive phrases in group songs allow for quick
memorization of the lyrics. When movement and words complement each other,
it becomes nearly impossible to lose rhythm while performing the dance. There
are certain types of dance songs where the lyrics and melody are so intertwined
that they cannot be separated. In these songs, changing the lyrical part or adapt-
ing a different melody is not feasible. Here, the rhythm and lyrics remain un-
changed, forming a cohesive and stable structure.
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g. Cuytiph wnweht pthnmidutinp pnwyuwlwu wwphtu: <wju wnwohu
wgud Wjpnupulwt wwpkp Yunwnpty b o18-py quph Jbpght’
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Bakhchinyan Artsvi
Ph.D.. Institute of History, NAS of RA

EUROPEAN DANCES AND ARMENIAN REALITY
(18TH CENTURY - 1930°S)

Keywords: ballet, ballroom dances, Armenian motifs, Armenians of India, Ar-
menian writers about ballet, articles about dance.

In recent years, the author has published works exploring the interactions
between Armenians and European dance art, particularly ballet and ballroom
dances. Building on these efforts, the author has uncovered new insights into
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these connections. This report presents a selection of noteworthy testimonies
that illuminate these interactions.

The topic is presented in the following subsections:

a. Armenian motifs in European ballet. Several ballets featured Armenian
characters or were set in an Armenian environment. Examples include
the French opera-ballets “Le carnaval de Venise” (The Carnival of Ven-
ice) by André Campra (staged in 1699) and “Le temple de la Gloire” (The
Temple of Glory) by Jean-Philippe Rameau (staged in 1745).

b. The first probable Armenian spectator of ballet. It is thought to be the
traveler and writer Hovhannes Tovmachan (1717-1805), who visited Paris
after 1769 and had been to Versailles.

c. The first contacts of Armenians with European dances. Armenians first
encountered European dances towards the end of the 18th century, par-
ticularly within the Indo-Armenian community, which maintained close
ties with English colonists.

d. Balls and ballet in Fastern Armenian and Western Armenian societies.
Balls, characteristic of European urban life, and ballet, prevalent in capi-
tal cities, became accessible to representatives of the Armenian people in
the early 19th century. Initially, Eastern Armenian dances, including tra-
ditional Armenian dances, were practiced at family gatherings of the af-
fluent urban Armenian class. However, over time, European dances be-
gan to permeate their social milieu. With the development and gradual
Europeanization of urban culture in cities like Tiflis and Constantinople,
balls became a part of Armenian social circles. Notably, the first profes-
sional Armenian composers, such as Dikran Tchouhadjian, began creat-
ing dance pieces in the European style. Additionally, Armenian actor
Mikayel Chaprast opened a private dance school in Constantinople in
1867, marking a significant development in Armenian cultural life.

e. Armenian authors on stage dance and ballet. By the late 19th century,
writings and articles about dance began to appear in the Armenian press.
Armenian fiction also started to include references to European stage and
ballroom dance culture, as demonstrated in the works of authors like
Raffi, Patkanyan, and Baronian. This era marked the inception of Arme-
nian dance studies, featuring occasional yet impactful articles that re-
flected a solid understanding of dance theory and European dance art.
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Baghdasaryan Harutyun
“Karin” ensemble / “Ayb” school
Ghazaryan Arpenik

“Karin” ensemble

NATIONAL DANCE AS A FORM OF ART THERAPY

Keywords: Keywords: national song and dance, art therapy, dance therapy, dis-
ability, mental problems, physical problems, Gagik Ginosyan, experience.

The report discusses dance therapy, a form of art therapy designed to re-
store psychological harmony and stability for individuals facing mental and
physical challenges. It explores traditional folk dances, widely embraced by so-
ciety in recent years as a therapeutic art form. The main objective is to demon-
strate the potential benefits of folk dances for individuals coping with physical or
psychological issues stemming from various circumstances.

The report highlights the extensive experience of Gagik Ginosyan, the head
of the Traditional Folk Song and Dance group Karin, the head of the Science
Center “Karin,” Folk Song and Dance Academy founder, RA Honoured Culture
worker, as well as the experience of other members of group Karin. Their dedi-
cated work in this field is evident over the years.

We will present the therapeutic effects and outcomes of using folk dances to
aid individuals with vision and hearing impairments, as well as those with schiz-
ophrenia. Following the 44-day war, group Karin spearheaded the study of folk
dances for individuals, who acquired disabilities during the Artsakh conflicts.
Despite challenges such as the loss of body parts, which can make movement
difficult - let alone dancing - these individuals were encouraged to participate in
dances that involve the intricate movements essential to traditional folk dance.
In the work, we will present the opinions and observations of individuals who
have experienced national dance therapy.
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Galstyan Hasmik
Ph.D., Institute of Archaeology and Ethnography, NAS of RA

FOLKLORIC ENVIRONMENT OF THE “PARTOON”
PHENOMENON IN THE CONTEXT OF SHIRAK WEDDING

Keywords: partoon, wedding, dance, lyrical folklore, songs, transfer of knowl-

edge, belief.

“Partoon” (dance house) was an integral part of the Shirakian wedding tra-
dition, remaining active until the 1988 earthquake. The “Partoon” (Akhuryan,
Ashotsk) or “Tsaghkatun” (flower house) (Artik) was a distinctive setting where
elements of folk lyrical folklore, such as khaghiks or manis—often referred to as
“round dance songs”—were both created and flourished simultaneously. These
plays accompanied by round dances are small-scale lyrical works, invented un-
der the direct influence of various mental states and diverse social phenomena.
These songs were often composed for a single performance, but successful exam-
ples were preserved and passed down through generations.

On the Friday before the wedding, a relative of the bride would declare her
house a “partoon,” where family friends, relatives, and young boys and girls from
the village gathered to “praise the bride’s head” The young people were divided
into two groups, taking turns singing songs. This exchange sparked a unique dia-
logue between the groups, characterized by both humor and instructive proverbs.

The presence of elder women was very important. As experienced singers,
they carefully watched the performance of the mani, prompting, checking and
giving direction to the youngsters, often joining in the round dance. Thus, knowl-
edge and skills were transferred from the older generation to the younger ones.
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Another important role of the partoon organizer was to provide socio-eco-
nomic support to the bride’s parents. By welcoming the groom’ admirers into
their home, the host family assumed responsibility for all expenses related to the
partoon, thereby easing some of the financial burdens on the bride’s family.

The third significant aspect relates to the beliefs of the people. It was thought
that the bride and groom were particularly vulnerable to evil spirits during this
time. By altering the bride’s address and the manner of her arrival, they aimed
to confuse and mislead these malevolent forces.

This report is based on the results of our fieldwork conducted in the Akhury-
an, Ashotsk, and Artik regions of Shirak, beginning in 2008.
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Ginosyan Gagik, Ginosyan Ani

“Karin” ensemble

THEATER OF ETHNOGRAPHY
Keywords: Gagik Ginosyan, ethnography, theater, dance, song, ritual, costume,
traditional.

In the report, I will present a new way of conveying ethnography to the
people, which was founded in 2006 by Gagik Ginosyan, an honored figure of RA
culture, the founder of the “Karin” traditional song-dance group, as well as the
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“National Song and Dance Academy” educational and cultural foundation, and
named the theater of ethnography.

The inaugural performance of Ethnography Theater, “Hayots yergi Hay-
riky” was entirely dedicated to Hayrik Muradyan, a devotee of Armenian song.
Hayrik Muradyan’s family was shown in the play: grandmother, grandfather,
parents, relatives who lived in Shatakh, where he was born. The first part was
seasoned with traditional speech and conversation of Shatakh, songs and dances
performed during the festivities. The second part already represented the period
close to the genocide, the preparations for self-defense battles. The performance
was also re-staged in 2015.

The second performance of the Ethnography Theater was staged in 2007,
“Khngahot Ergir”, the plot of which was built around the conversation between
a grandfather, who emigrated from Ergir and his grandson born in Yerkir. The
grandfather tells his grandson about his Ergir and the memories of the grandfa-
ther can be seen before the eyes of the audience: their life in Ergir, rituals, tradi-
tional songs and dances. And at the end, the grandfather bequeaths his longing
to his grandson.

The following performances were also staged: “Vark Hayots” (2009), in-
spired by Paruyr Sevak’s poem “And a Man, Called Mashtots” and Garegin Nzh-
deh’s “ Conflict Between Sons and Fathers”; “The Cross of War” (2014), based on
the epic “Sasna Tsrer”; and “Wedding Ringing” (2019), which drew from Paruyr
Sevak’s poem “Anlreli Zangakatun” and Hayrik Muradyan’s documentary
“Hasiko and Zakare.” The last performance was dedicated to the 150th anniver-
sary of Komitas Vardapet.

Ethnography theater came with a clear mission and a new message, aiming to
present historical episodes to the audience in a different way. This new branch of
performance can resonate deeply with the audience, evoking emotions and trans-
porting them mentally to the time period depicted on stage, allowing them to en-
gage with a historical reality that they would otherwise not have experienced. This
is a new performance branch for ethnography and a new stylistic direction for the
theater. The goal is singular: to present the traditional Armenian rites, rituals,
songs, dances, conversations, way of life, furniture, decorations, and costumes as a
cohesive whole, without separating them, as they were once inseparable. Gagik
Ginosyan believed that simply presenting the songs, dances, rituals, and traditions
of Armenian culture separately was insufficient. He urged for a bold and creative
approach to replace fragmented representations with performances that integrate
theatrical, cultural, literary, and ritual elements into a unified expression.
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npu wudhywwtiu whwp L Yplutit wuph dnw dwuuwyhgutipp (hwunwy
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Unwyly hwuquiwuwihg niumiduwuhply Gup juunwpdwu mwuppbpuy-
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Grigoryan Varduhi
Institute of Archaeology and Ethnography, NAS of RA

GHAZI GAME-DANCE ON THE SLOPES
OF MOUNT ARAGATS (OSHAKAN)

Keywords: Dance, game, music, musical instruments, everyday life, ghaz-ghazi,

settlement, Oshakan, Karbi, Lernanist.

Ghaz-ghaz, or ghazi, is a game-dance predominantly found in the Araga-
tsotn province, particularly in the villages of Oshakan and Karbi in the Ashtarak
region, where it was practiced until the 1980%.

Ghaz-ghaz or ghazi is a game-dance that is most often found in Aragatsot,
particularly in Oshakan and Karbi villages of Ashtarak region (lived until the
1980s).

The Ghazi dance was traditionally performed by men, primarily during
wedding ceremonies and pilgrimages. While these pilgrimages are still conducted
on the Feast of Resurrection and Krknazatik (the Second Sunday of Resurrec-
tion), the dance itself is no longer performed.

Ghazi is a circle dance where participants hold hands. Each musical phrase
is accompanied by crossing steps, after which the leader performs a playful ac-
tion that must be immediately repeated by the other dancers. If a participant
fails to replicate the action in time, they face a playful threat of being struck
with pre-prepared belts or branches, resulting in their departure from the circle.
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The leader, who plays a crucial role in the dance, is referred to as the “merun”.
The aforementioned actions are spontaneous and unpredictable, varying each
time. After each round, the dance is repeated several times until only one partic-
ipant remains, who is declared the winner for completing the task quickly. The
duration of the dance depends on the number of participants, with at least 7 to
10 men taking part.

The name “Ghazi” or “ghaz-ghaz” is inspired by the imitation of geese, as the
dancers strive to replicate the actions of the merun as quickly as possible. The
parallel onomatopoeia “lu, lu” or “ghaz, ghaz” further confirms this connection.

In this article, we have examined in detail the various performance options,
accompanying melodies, musical instruments, timing, locations, and other ele-
ments related to the dance. Our goal is not only to present the recorded field
material but also to interpret it within the context of existing ethnographic data.

In conducting this study, we relied on the following tools:

1. Study of written sources (Srb. Lisitsyan, Zh. Khachatryan, E. Petrosyan),

2. In-depth interview using a pre-prepared questionnaire, with eight partic-

ipants. Of these, only three were able to perform the stable, repeating
segments of the game-dance,

3. Filming the dancers,

4. Notation of a saved piece of music.

The game-dance lost its vitality in Oshakan village on the threshold of Ar-
menia’s independence. Currently, efforts are underway to revive it in everyday
life.

Dwjwyjwu Snpp
p.q.p., SUh

Lu8ouuuLUucurM rddus8uoh cNh/& Yusurd N,

aure ouuuluu U UG HNRS(6NRU'.

gnththwy — huy. gnth
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nw' wudpl sh qu» wnwoh htnywy hwdwpdtpp” «Rywh Gty skp hyt,
wiuanl skp hyt» [Uptinjuu-kE, 1975, 70]: Wuwtn, thwuwmnpbiu, wdwh gnnn-
ght, wyuhipt” wdwypnwhu, thnjuwphund £ Gntwlp, wyuhupu' Unipp G-
nhwu: Shqpuu “Lwjwuwprywuh 7-pn gppnd (B9 33) wpawuwmgpyuo k
htimbyjw) dnnnyppuljuu qpnygp. «Utdwlu, wund Gu, Gunp-Gnhwh qu-
Juquiuh Ypuwlu w... Gunp-Gnhtiu htjunid wu wdwh Yyptu, wdwh yptu Ju-
gqnuf wi, quyuquiup mwjhu wiyht' yonnd w, gnond wy»:

by Ypupbtipmu | gnththwy Yngynn wuipht'” upbiip, np udwi unynpnype-
ubip wpdwtwgpyud bu uwl hjnuuhuyndjuuywt wy dnpnympnubtph by’
stipptiqutin, wpwghutin, wpjuwqutp, puuputp b jupuwswyutin: husytiu
wnbutind Gup, pninpu ] puwynud Gu Unduuh wpbidnywu dwund, b undt-
twwnplbdunyw jnp Ouhwi | jud Ujwuhwu: 2h pugunymd, np unyu dh-
uwluu tqpp mwpwoywd £ nty twb htipwunuwjuu Cujwunwund, b
wyuwntinhg L quihu gpwpwpuwu gnth pwnp, np wywuwynd £ «dtny, phe-
Lwpwpn, thpp»: Uhw wju wpdwnny juquws th pwuh pupnnieyniuutin
U wpunwhwjmmpmutp’ gnhwlbgmpniu, gnthwhwjug (pnnugp), gn-
thunty, gnthwuw, gnthngh, gnihihl, gnthwptipuit, gnth fununn (Qunul-
punnnn / [nh pwtp fununn), gnth-gnth gy, gnth dwie quy (phpl Jwp-
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uh ybpupbpu) unniqupwiwu wyjuwmwupubipmd, wju qnigupwunip-
jniup Japndsymd £ dywlnipupuwjut b jhqupuowjuu hwdwntipu-
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Dalalyan Tork
Ph.D., Institute of Archaeology and Ethnography, NAS of RA

DANCE AROUND THE DEAD STRUCK BY LIGHTNING IN
OSSETIAN TRADITION
coppay - Arm. c‘op’

Keywords: lightning, ritual, coppai, Elia, loose, belief, paganism.

In the 19th century, during his arrival in the North Caucasus, German trav-
eler Stoder described in detail an Ossetian ritual called coppay, which was per-
formed around a person who was dead from lightning. The traveler was person-
ally present at a ceremony when a woman struck by lightning was surrounded
by her companions, they shouted for joy and began to sing and dance around the
deceased. All the inhabitants of the village gathered around the circle of dancers,
ignoring the fact that the lightning and thunder were continuing to rage. Their
only and primitive refrain was the following: “O, Elia, Elia! seldari coppay”.

In Ossetian popular beliefs Elia is the name of Christian Saint Elijah, who
was considered to be the ruler of lightning in many Christian traditions. Accord-
ing to Armenian folk beliefs, Prophet Elijah (Yeghia) is the “bringer of rain”, he
rides on the clouds with his four-horse chariot, the rumbling of the chariot caus-
es the clouds to thunder, and the sky flashes from the wheels or from the whip
hitting the steeds.
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As to the dance and ritual both called coppay, it should be noted that similar
customs are also recorded among other peoples of the North Caucasus: Circas-
sians, Abazis, Abkhazians, Balkars and Karachais. As we can see, all of them live
in the western part of the Caucasus, and the westernmost point is Ossetia or
Alania. It is not excluded that the same ritual term could be also widespread in
pagan Armenia, and this is where the Classical Armenian gnth [c‘op‘] tsop loose’,
‘lascivious, ‘lewd’ could come from.

Linguistic analysis shows that, most likely, Arm. gnth [c‘op‘] has originally
referred to light-step dance movements, later when Christianity was adopted
this term after being demonized acquired a negative tone and became to be used
in generalized meaning. The word in its negative meaning is repeatedly used by
medieval Armenian authors to describe pagan customs.

Hereby we suggest to observe Os. coppay — Arm. gnth [c'op‘] as an Armeni-
an-Caucasian lexical isogloss, which has remained unnoticed in the etymological
works on both Armenian and Ossetic. We analyze this isogloss in anthropological
and linguistic perspectives; the components of the ritual - dance, refrain, belief
- are also examined in the report.

Quwypnyuin Lnyhwiubiu
m. q..
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Jjupywonipini, hnghjuwu b dwpduwuu utndjwop: {nglipuunipjuu nb-
uwuniuhg puquuphy yupuudnutn quphh £ phnt) npytu upjwjub-
nhg wquunidwu wpryniuwy bt dhongutip:

Dashtoyan Hovhannes
Ph.D.

ARMENIAN ETHNIC DANCE AS A MEANS OF THERAPY
AND ITS APPLICATION IN THE ARMED FORCES

Keywords: Armenian ethnic dances, psychotherapy, military setting, armed
forces, psychosomatic problems, mental state, tension, character armor, dance
therapy.

Modern psychotherapy has recently recognized the benefits of group psy-
chotherapeutic methods, which have long been employed in ancient cultures.
Group psychological interventions have become quite characteristic in recent
times, due to both their cost-effectiveness and often higher efficiency compared
to individual therapy.

In military settings, where psychosomatic problems often arise during com-
bat training, group approaches can prove particularly effective. Military person-
nel often face such problems during their combat training activities. The reason
is that the stressful and anxious situations during such activities induce physical
and psychological tensions, leading to the development of what is termed “char-
acter armor.”

Dance therapy is a highly effective group psychophysical approach that uses
dance and movement as a psychotherapeutic tool to promote the mental and
physical engagement of the individual. Through dance, individuals can directly
experience and express emotions that may be challenging to verbalize.

Moreover, insights gained from group dance therapy sessions can also be use-
ful for further individual psychotherapy, because although a person dances with
his free will, various body movements involuntarily reveal his inner self. That is,
by following the dancer’s movements during the dance, the specialist can get
enough information about his/her mental and physical condition, which can be
used during individual psychological therapy. For example, dance therapists in the
US work closely with psychotherapists with a depth psychological orientation.

This presentation explores Armenian ethnic dance as a form of group psy-
chosomatic therapy deeply rooted in the cultural heritage of the Armenian peo-
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ple. Centuries ago people had a good grasp of human psychology and were guid-
ed by that knowledge. The means by which the people “waged a struggle against
evil forces” were revealed in a number of Armenian ethnic dance pieces. In some
dances, ancient customs regarded actions such as kicking (with the entire sole,
heel, or foot), bending the knees, and clapping as methods of combating “evil
forces” In fact, the so-called “evil force” can be considered as the frustration,
mental and physical tension, character armor inside a person. By examining
these dances through a psychological lens, they can be seen as effective tools for
liberation from internal struggles.

Quipnyuiu Lnyhwuubiu
m.q.p.

curauuy GRRUUP UNHELULNMNRT R
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htimwgnunnipymuubiph ophuwlubipp hwqyuntiy Gu. hwyujuu wuptph
wnuhuh hbtmwgnuniwu wpymupubiph wnhwuwpwy sGup hwunhwty:
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Utijuwuhjujuu htmwgnunipimuutiph Whpnpupuunipjuu duwlnd, husp
pny] Junw munmduwuhpty nupbtph junpphg dbq hwuwd puquuphy ww-
puwudnputiph hwdwwwnpthwl nuunmfuwuhpnipniu:

Dashtoyan Hovhannes
Ph.D.

3D MODELING OF MOVEMENTS AS A TOOL
FOR RECORDING, ARCHIVING AND BIOMECHANICAL
RESEARCH OF ARMENIAN ETHNIC DANCES

Keywords: motion capture, 3D modelling of movements, Armenian ethnic danc-
es, dance recording and archiving, lower limb joints, biomechanics, kinematics,
kinetics.

Three-dimensional (3D) motion modeling is widely used both for making
animated films and for recording and studying various kinds of movements.
Such modeling is carried out using advanced technological systems, which in-
clude high-speed recording cameras, force and pressure sensor platforms, dy-
namic electromyography devices and computers equipped with special software.
3D motion modeling is widely used in the fields of film production, sports re-
search, medical diagnostics, and the design of unmanned aerial vehicles.

There are few precedents of the use of 3D motion modeling for recording
dances worldwide, and examples of biomechanical studies on ethnic dances are
even rare. We have not come across such research results of Armenian ethnic
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dances. For the first time, such an experiment was carried out by our team at the
beginning of 2018, in the “STEP - Motion Research Laboratory” operating at the
Wigmore Clinic Yerevan. 3D modeling of several patterns was carried out, kine-
matic and kinetic graphs of steps were recorded and developed, which contain
unique information about the movements in space of the main joints of the
lower limbs (hip, knee, ankle) involved in the dance, as well as about the load on
those joints. As a valuable addition to this information, dynamic electromyogra-
phy of the muscle groups of the lower limbs and the study of breathing can be
considered. The hardware possibility to implement the latter is available in the
“Sport Cab” scientific research center operating at the Armenian State Institute
of Physical Culture and Sports. Currently, we are developing a methodology for
biomechanical research of Armenian ethnic dances, which will allow us to imple-
ment a comprehensive study of many pieces of Armenian antient ethnic dances.

Qwpdnug Uuppwn
«YQuphu»

NUMh UELUUNSNR3SE

Lhifuwpuntin' Swghly Fhunuwi, wqquyht, ywp, nwugqduwp, jhuuwy-
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whiu' wupp pvhg dnnnyppht Jepunupdutyne b wpdwnibphu dnnbgub-
11, hupunipjuwup hwnnpnuyhg nupautynt hp wnwpbnipywu by hwuwnw-
nwluu nhppnpnynidp, husyytu twb upw Ynnuhg yqupbtph nuuwywundwu
Ubpnpuwpwunipjuu pugwnhy pwuwalindp, nmnudwpnljuug opowunid,
hunjuytu’ putwynid nwqiwwwpbph hwipuyuiugdwu tyunwynyg dw-
Juyqwo gnpéniutimipiniuu nt npw wuhpwdtymnipyniup:

Yuiunpununuwup wupwgbnh Ynndhg gpptinhg yupowuwos, huswtiu
il pwhwhwywpynipyut thongny qpunywos yuwptph yepujuugudwu m
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tnpn, hp Ypw bp Ytpgpty «Gwphuy wwimwlju tpgh-wpuph unudpp’
nunuwiny Yhunwuh opquithqd’ wwpp qpptiphg ptd hwikyni, dnnwgnip-
jmuhg thpytnt b dnnnypnhu Swunpugubyn Gwuwwywnphhu:
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Chug wyn wnwpbjnieyniut Ep, np 2005-hu dubkg twjuwunbwp sniutignn
Uh twuwatinumpymu’ «Utp Qwpbpp b Ukup» fjunpugpny, npu hp pnipep
vhwynptig hwqupwynp tphnwuwpnubiph, uygpmyd’ « Gupbljugh» wp-
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Uwluwju, puujuuwpwn, wyu wdbup sEp qupnn hwppe pupwuw). qb-
Unygmu fjunubynt Gup twl wju juunhputinhg, npnup wnwywgwu wwuptph
hwupwjtugdw n nwpuodwt pupugpnid’ ujuwd hwuwpwly dnnnypnh
puunufutiphg m dhjuwpwumpymuutphg, thugh yhnwlwu® bph ng jun-
spunnunutin, wyw wnujuqu wunmwppbipnieniu:

Lutwpytnt Gup uwbl mwphutiph fudnpnidhg dugwsd m wpntiv wuhpw-
dipunnipiniu nupawd «Ugquyht bpg nt wup» wnwpluy, npu dninpp
hwupuyppwluu nwpngubp, wnwupuih wgnbgnmpmup bphfuwubph
nuuwmhwpuwynipjwu ypw, bptijuwutinh htmwpnpppywonipiniuu nt nu 6unn
$tundtiup” Fhunuywu dwujujwpdh, numgsh’ unp m dwwngkjh dhpnnub-
nny wnwpluw ny dhuwyu tptfuwiutiph, wyj nuuwywunnn niunghsutiphu
dwmnnighnt qupdwiwh niuwnipyniun:

Cwupwyppwluu nwpngutinhg quwu, ubtpujugutym Gup pwbwlnid
nwqUuwywpbph ttpppdwu uplnpmpniup U wpnbu uujwd dpughpp’
tyumnuy nmubkuwny hwupnipjwun gnyg nw) wgquyht wwpbph, wju nbu-
pnid’ nwquwuuptiph nhiptt m Wwuwympniup hwypbuhph Wuwynywb-
nh huptwdwuwsnnmpjui b hnghjtpunywoph dbunnpdw Yypw' npujtu
hgnp njwi wgqgh gnjumbiduu hwdwn:

Darmonts Mkhitar
“Karin” ensemble

LIFE-CIRCLE OF THE DANCE

Keywords: Gagik Ginosyan, traditional, dance, military dance, life-circle, army,
methodology.

This article aims to analyze and highlight the contributions of Gagik Gino-
syan in the realm of traditional dance. Specifically, it focuses on his commitment
to returning dance from the stage to the people, reconnecting them with their
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roots and identity. Additionally, it explores his distinctive teaching methodology
and the necessity of promoting military dances among men, particularly within
the army.

We will study the complex and time-consuming process of restoration and
proofreading of dances transcribed from books, as well as through folkloric col-
lection by the master, which was undertaken by «Karin» traditional song-dance
group, acting as a living organism on the way of introducing the people, bringing
the dance from the books to the stage and saving it from oblivion.

This mission led to the groundbreaking initiative “Our Dances and Us,”
launched in 2005, which united thousands of young people. Initially hosted by
the Naregatsi Art Union and later at the Gafesjian Arts Center, this initiative
continues to take place on the last Friday of every month. It brings together in-
dividuals of various age groups who seek to learn about authentic national dance
and draw inspiration from its rich spirituality.

However, this process was not without challenges. In this article, we will also
address the issues that arose during the popularization and dissemination of the
dances, ranging from the perceptions and comments of ordinary people to those
of state officials. While there were obstacles, there was also a notable indifference
that impacted progress.

We will also examine the “National Song and Dance” subject in public
schools, which has become increasingly necessary over the years. We will ex-
plore its impact on children’s education, their level of interest, and the factors
contributing to this phenomenon. Notably, we will highlight Gagik Ginosyan’s
remarkable ability as a teacher to present the subject in innovative and accessi-
ble ways, benefiting not only the students but also the educators.

In addition to public schools, we will highlight the importance of introducing
military dances in the army, along with an ongoing program aimed at demon-
strating the role and significance of national dances—specifically military danc-
es—in fostering self-recognition and spirituality among the defenders of the
homeland. This approach serves as a powerful method for promoting the na-
tion’s survival.
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Juu wnwuduwhwmynipjniuutipp:

Nuwnh owgnuip Cwyujuiu (Enuwpuwphnid mujuyhu pun wpdw-
Ynyu htmwgnunipjw sh Gupupyyly, dhusntin huwghmwljuu hnpwpawu-
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wpunwgnywd L hp wdbtwuwjuuujuu b puqduquu npubinpnudubpny:
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REFLECTION OF DANCE IN ROCK CARVINGS
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Dance, with its archaic origins, is a vital sphere of culture that serves as a
form of self-expression and communication. It transcends mere artistic display,
allowing individuals to convey their feelings and thoughts. Initially, dance began
as rhythmic movements, later accompanied by melody, and over the centuries,
it has evolved into various forms and functions.

The research of Armenian dance was mainly carried by art historians and
ethnographers: Tigran Chituni, Komitas, Srbuhi Lisitsyan, Zhenya Khachatryan,
Emma Petrosyan and others. Types of dance, forms of performance, content,
and geographical features were studied.

The origins of dance in the Armenian Highlands have not yet been fully
explored. However, archaeological sites, particularly ancient petroglyphs, cap-
ture dance in its most archaic forms and various manifestations. Dance composi-
tions in rock art have been analyzed by Harutyun Martirosyan and Grigor Kar-
akhanyan, whose published works have significantly contributed to the availa-
ble material on this topic.

Many images have been analyzed in which dance is prominently featured,
along with some speculative depictions. Naturally, uncovering the true, original
meaning of any ancient artifact through modern interpretations - and categoriz-
ing it into specific areas - is inherently approximate and conditional.

Dance scenes in rock art can be classified according to several parameters:

a. Structure of the dance: solo dance, couple dance (primarily between a
man and a woman) and group dance. However, it can be challenging to
distinguish solo dance from depictions of a solitary figure;

b. Basic forms and positions of movement: step, foot position, body rota-
tion, jump, tilt, posture of head, torso, leg, arm, wrist and hand, as well
as episodes of shoulder to shoulder, palm to palm, hand to hand, and
crossed arms. Women are expressive in gentle, and men in militant poses.

c. Types of dance: the scenes are similar in pose and position of the image
to the hunting-fighting dance, as well as to the ritual group dance of
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hunters near the captured animal. The image of the round dance is vague.

Dance poses are also observed in adjacent content groups:

a) Sports: The artistry of the image, along with the position and posture,
evokes a sense of dancing, which may be considered one of the most
natural forms of gymnastics,

b) Clothes: some elements of the costume are similar to the attributes in
dance and magic scenes,

c) Cult: Ritual worship positions of higher and heavenly forces are often
dance-like,

d) Some images reminiscent of musical instruments (harps, cymbals, tam-
bourines, drums, trumpets) in dance, fighting, hunting, and worship
scenes.

In the petroglyphs, syncretic characteristics of archaic culture are evident,
showcasing a unified, indivisible state that blends both real and mythical image-
ry. The purely “artistic” or “scientific” nature of images is most clearly manifest-
ed in the middle and late stages of their creation. Bronze statuettes, ceramics,
bronze belts and votive plates, miniatures and bas-reliefs also demonstrate vari-
ous dance poses.

Dance is not only an art form but also a valuable resource for studying the
lives and customs of our ancestors. In its most ancient representations, it reveals
the perceptions, aspirations, and worldview of our distant ancestors.

Tvbuyjuwu Euelip,
p.q.p., SUR

Tvtdyjwiu Uwphuk
p.q.p., SUh
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wuwntingh ypuptpyuw mnpuunwnd swiunpugpnipniu  pnnumd, pt hug
tmwuwyny L wyt Juumwpyty, ophuwl’ «owup wwp» Jud «Lbpdtph,
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The article presents the manifestations of the dance song genre in Shirak.
Dance song is one of the most ancient and popular genres of Armenian folklore.
Dance has accompanied humanity since ancient times, when the prehistoric man
ensured the success of his future actions by dancing before hunting. Gradually,
dance evolves into a foundational element of ritual action, merging with melody
and accompanying speech to create a cohesive, syncretic unity of dance, song,
and music. The prehistoric syncretic art has acquired a new form and changed
its function as it has been passed down through the ages. Keeping the genealog-
ical meaning and elements inside, the dance song gets a new shade and function
in each historical period, meeting the requirements of the given time.

The dance song heritage of Shirak is incredibly rich. It encompasses the
dance songs from the western Armenian provinces, which have integrated addi-
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tional motifs, geographical names, and both local and contemporary expressions
of lifestyle and customs. For example: “The Murad River field lakes, / I wan-
dered young in the wolds because of you™. Or: “Igdir threshing floors, / I'll sprin-
kle perfume and powder / In the folds of your costume”

The geographical toponyms of the given couplets indicate the Western Ar-
menian regions and the origin of the dance songs.

Stepan Khachatryan recorded the folklore materials in 1973 in the villages of
Lernakert, Harich, Nahapetavan, Meghrashen, Pemzashen of the Artik region
and in the town of Artik. Khachatryan’s storytellers took a direct part in the
performance of dance songs during Ascension, Vardavar and other holidays, as
well as pilgrimages and various events. Many of them were simultaneously indi-
vidual artists who invented quatrains on the spot during the dance, which en-
tered into the context of the given song and were passed on to other performers.
This fact indicates that dance songs are the result of collective art. The collector
notes that the dance songs were accompanied by musical instruments and men-
tions the musicians, who participated in the given event. The collector gives an
introduction in the footnote under each dance song, in which way it was per-
formed, for example, “Heavy dance” or “Ververi”, “Duran ververi”, “Msho ko-
chari”, “Sakme”, “Shoror” and so on.

Dance songs have consistently repeated lines, which are contextually placed
either in the first and third lines, or in the second and fourth lines. For example:
“Hey lover, / Whoever says youre harsh, / Dear lover, / You are mixed with
green grass, / Hey lover”. Or: “I went to thresh for some clay, / Hey lover, /I cut
and sewn again my veil, / Hey lover”.

The motif of love prevails in Shirak dance songs, but the life, lifestyle, hab-
its, description of nature and localities of Shirak also have an active function in
the context of dance songs and give an idea of the diverse interests of the popu-
lation of the Shirak region.

The study shows that the dance songs are a significant part of the lifestyle
and daily life of the Shirak people. Although the materials were recorded in
1970’s, when dance songs were still actively practiced, we believe that they have
preserved their function as part of national festivals to this day.
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Khechoyan Anahit
Institute of Archaeology and Ethnography, NAS of RA

DANCE AS A SYMBOL OF COLLECTIVE STRUGGLE: CON-
NECTIONS BETWEEN FICTION AND DANCE MOVEMENTS

Keywords: Sasountsi, martial dance, move, structure, rhythm, death-life, strug-
gle, G. Emin, A. Bakunts, Kh. Dashtents.

Dance has been an integral part of human life since ancient times, and such
a wide use of dance was associated with rituals, customs and beliefs. The preva-
lence of dances makes it possible to observe them in various fields. This report is
dedicated to the investigation of the connection between fiction and ethnogra-
phy, moreover, the works of the three authors selected as typical examples are
examined from a textological and folkloristics standpoint.

Focusing specifically on military dances and examining them within the con-
text of literary works, we have chosen “The Dance of the Sassountsis” by Ge-
vorg Emin as our primary example. Researcher Zh. Khachatryan describes the
martial dance by stating, “They engage in hand-to-hand combat instead of using
weapons. These dances are collectively known as clap dances. The most typical
example of clap dances is Yarkhushta dance (de bzhan, bzhan, Yarkhishta, Clap-
game, etc.)”. Separating yarkhushta from martial dance and considering it as a
transitional idea, we compared it to the example involving ritual - text - move,
dance rhythm - structure of the work.

The advantages of Gevorg Emin’s “The Dance of the Sassountsis” are in the
sensibility, the richness of rhythmic elements, the speed, and the thought-
ful-philosophical meaning expressed through the description of the dance. The
author skillfully creates the combination of text and move and brings the motif
to the last stage with natural and historically reliable developments. In light of
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this observation, it is important to note that the eight-syllable lines sometimes
adopt an iambic two-syllable structure. The rhythm of the work appears to
transform into a dance rhythm, just as the move of the poetic feet becomes the
rhythmic beat of the dancing feet. Certain types of Armenian songs and dances
serve as means through which the people battled against evil forces. According
to the initial ideas, clapping was a way to frighten evil forces, and in this case,
the word-images abstract the ritual into the text, and in the text they often be-
come a move.

The artistic responses to the yarkhushta dance are almost identical among
different authors. The dance moves are verbalized, the dance is reformulated
into a text, with an almost identical abstraction of each step. From this stand-
point, we also referred to the works of Aksel Bakunts “Apricot Pipe” and Kha-
chik Dashtents “Call of Plowmen”. In the works of these authors, movements are
conveyed through word formations. While the rhythm is slow, the parallel be-
tween word-images and movements with various natural phenomena creates an
environment in which imagery, text, and movement seamlessly follow and com-
plement one another.

Each of the mentioned works aims to show the importance of martial dance,
performance art as an integral part of the people’s value system. The dance be-
comes a symbol of the people’s biography and the collective struggle of the
surviving Sassouns.

Considering the works of the above authors, it should be noted:

l. G.Emin’s “Dance of the Sassoontsis” is a verse work whose metrical
structure facilitates the interplay between text and tempo. Much like a
dance tune that starts softly, develops gradually, and features an abrupt
pause, this poem is crafted in a similar manner.

2. In Aksel Bakunts’s “Apricot Pipe” story an artistic environment is creat-
ed, where descriptions of nature are compared with dance moves, which
gives the artistic image external tightness and deep internal meaning.

3. The novel “Call of Plowmen” is one of the best works of Dashtents, in
which dance is given meaning through the aesthetics of symbols. The
dance environment is created through descriptions of elements of nature.

Thus, each work of prose and verse possesses its own distinctive artistic
system, in which the relationships between fictional imagery and movement,
text and tempo, text and dance, and text and music are uniquely expressed.
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Hakobyan Ani
Ph.D. Institute of Art, NAS of RA

FROM IDENTITY TO DANCE OR FROM DANCE TO IDENTITY?

Keywords: Gagik Ginosyan, identity, dance, traditional, art, scientific, dance
science.

In this report, we will highlight the vitality of Armenian traditional dance,
which has evolved from ancient times to the 21Ist century, largely due to the
dedicated and enduring efforts of Gagik Ginosyan. While these efforts may have
initially emerged subconsciously, they soon became not only systematic but also
multifaceted.

Gagik Ginosyan was born in 1966 in Javakhk to the Ginosian family, known
for upholding the Karno tradition. He found himself in Hayrik Muradyan’s
daughter Maro’s group through unexpected circumstances, guided by divine
providence. There, he learned traditional songs and, particularly, dance. From
1997 onward, he focused on collecting dances, and in 2001, he founded the “Tso-
vak” and later the “Karin” traditional song and dance groups. He also established
the “National Song and Dance Academy”, which has been introducing the sub-
ject of “National Song and Dance” in public schools throughout Armenia and
Artsakh for over a decade. Since 2005, he has organized monthly open dance
classes, developed dance training programs, and initiated several TV and DVD
projects, including “Shoulder to Shoulder” with 1TV Armenia and the “War
Dance” DVD, along with various other initiatives.
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Emphasizing the above-mentioned practical steps to “return” the Armenian
traditional dance to the public, Ginosyan’s scientific contribution should be es-
pecially highlighted. In 2015, he established the “Karin” Scientific Center, where
approximately 600 samples of traditional dances he collected were digitized. He
was the first to propose and substantiate the thesis that Komitas was the first
Armenian dance expert. Drawing from Komitas’s articles, studies, and research,
he restored two dances documented by Komitas and began employing the spe-
cialized system of dance notation developed by Srbuhi Lisitsyan, the official
founder of Armenian dance science. Collaborating with the AYB group, he re-
corded 24 dance samples. Since 2016, he has been a member of the Internation-
al Dance Council (CID) and has presented at numerous conferences.

The main mission of Gagik Ginosyan’s short but more than meaningful
earthly life was the study of his and others’ collected material, their restoration
while remaining close to the folklore material, finding theatrical solutions condi-
tioned by the laws of the stage, and returning traditional dance art to the people
by “bringing it down” from the stage to the squares. As he said, “Traditional
song and dance are only a ‘tool’ to return the Armenian to his dignity as Arme-
nian and to force him to be a patriot”.

Reflecting on the encouraging reality of the past 20 to 30 years and observ-
ing the clear shift in attitudes toward traditional art among the younger genera-
tion, one might wonder: does the journey go from identity to dance, or from
dance to identity?
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Junnigywoph, ptwiwu wmwpptph wuduwynpdwu b pumipjuu mdbph
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unpjuu, yuph funphpnupwuwlw funppp pujutgnm mbuwuyniuhg:
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Hayriyan Lusine
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DIFFERENT MANIFESTATIONS OF DANCE
IN ARMENIAN FOLK TALES

Keywords: dance, myth, fairy tale, beliefs, folk, ritual, symbol.

Dance is a cosmic entity, a symbolic expression of the eternal cycle of life,
the eternal turn between life and death. “Dance expresses the characteristic fea-
tures of each nation, especially manners and the degree of civilization”, as Kom-
itas pointed out, therefore various descriptions and manifestations of dance can
certainly be found in folk tales, which according to Tumanyan, are a storehouse
of eternal symbols.

Emerging from mythical thinking, dance served as a supernatural means of
inner influence and ritual action. As a result, nearly all ancient rites incorporated
various types, forms, or segments of dance. From the beginning, folk dance cul-
ture was greatly influenced by mythological ideas about the structure of the
world, the personification of natural elements, and the worship of the forces of
nature. Folk tales preserve not only traces of rituals, customs, and folk beliefs -
often in episodic or detailed descriptions — but also layers of various historical
and cultural phenomena. In this context, dance is no exception; it is expressed
in folk tales with diverse meanings and functions. These tales, characterized by
ritual-mythological ideas and a unique symbolic system, reflect the ritual life
and mythical concepts of ancient and later societies, as well as various religious
beliefs and perceptionslt is undeniable that dance holds great significance, par-
ticularly within the wedding ritual complex, where it showcases uniquely ex-
pressive and culturally distinctive features. In this regard, the Armenian folk
tales that document the ethnic specificities of dance are particularly noteworthy.

Also noteworthy are the folk tales that preserve traces of the magical dance
used to expel evil, as well as ceremonies aimed at driving away malevolent forc-
es through dance. Additionally, there exists a belief that excessive dancing could
be a sign of affliction or demonic possession, which was again countered with
dance. In Armenian folk tales, dance even emerges as a powerful ceremony of
justice, revealing hidden truths. While dance may not be vividly or frequently
depicted in these tales, its significance is invaluable for ethnography, cultural
studies, and understanding the philosophical depth of dance.
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juunwuh punupuwyht (Ywpu, Yupht, Unip) dyuynipughtt wipdbpubinh wu-
dhowuiu Ypnnp: Uphbunmwynpujuwiu-hwdpupuju, wnbnpuw-nunbtuw-
Jutu qupquguwu Ytplp wwypnn punwph dulnipuyht hpnnnipiniuub-
pud b hwnjuwbtiu Gpudynmuuu Juupnid hupuwmhy npubnpmidutip
nubguy dnnnypnujut wwpp: dnnnypnujut wpybunh dnu mbuwyb-
nh udwi’ wjwunuywi ywupp bu unwguy gnpéwnmpwht b ginughww-
Juu unp npwlutp, npnup dh Ynnuihg wuwdwuwynpyws thu hwy Lpuhly
Uywnipuyhu mwpph qipuyynmpjudp (punuph puwysnipjuu 95%-n hw-
jtp Eht), dymu Ynnuhg” hwpliwu dnnnynipputph htin gnpom pgthnufutipnyy,
npnup wpnhwluwu thu nupdund, ophuwy, wjuybtiu Yngduo «yndjuuywuu»
wuwpbph jmpugnidp:

bugytiu 19-pn npuph hwyuluu Wnw punuputipnid, wjuwtiu £ Upbkp-
uwunpuwnnid jhugunuywpnn wunbtipp, pun gnpownnyputiph, pungnpy-
ynud Bu tiptip fudpnd. dhuwuu, Yhugunuyhu ud juugnyph, dpgnipuyhu
(lowywumnpywu d., Mupp huyng uty, Gn., 2013, £y 10-11): Utip qbimgdwu dty
thnpdal Gup nhnwpyty wiipuwunpuwnuu wjwugwuwu ywuph hhduw-
Jutu wnwuduwhwnmpmuutipp, npnup wplitdnwhwy punupuwhtt yuw-
puyh dpwlnyph windhgwljuu wqntgnipyudp fupwutgh wtmuyhu hup-
uwwnhy udnputinh qupgugnudp: Ujuwtu, 19-pn nuiph Ytpenud tho mwpw-
onmid mubtignn pnswiph, Ynp wwp, Epgpnidh hwyjujuu wwp, Upnt wup,
pudqupw yuwptiph Ynnphtu hwjnuynid Gu hfupuwnhwy mbnuyhtu Yninphn
U wpnwhwynywuwunipyniu nutignn Ywnuh wnlbu, Fnudpgu mpugh,
Awpwugl, Sninhl-ninnhy wwpbtipu m wuptipgbpp: “Gpwup 6o nbip Ju-
wnwntight 20-pn nupmd LEuhtwwuh tpudynwuu uupmd wyjjuquu
thwuwytpuynidutn wwypwd wjwunuyjuu yuph b hwnjuwtiu yuptmw-
uwjutiph wqquyhu huptwmhynipjut yuhywudwu gnponid:

Gpl punupuyht dnnnypnuyuu wwph (hwnjuwtiu Yhun «pupyr b
qnyq) wupdnqujuu mbpunhu hwwnny £ by yupwpwytiph wquunnie-
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jmut - wuuyjuiunmpeniup, wyw dtntnhwljuy pununphsp” dhiungu
wujwunufu nmubkignn wwpbph tnuuwuyhu pugquuquunipyudp hwuntpa,
punipugnynid E npytiu mpnyu, wuthnthnju mbpum Ypnn dhwynp: Lhup-
twuuh tpudynwiuu Jyuupnd wuqniqujuu Jupytnm junmwpnnubtnh
Jun mwnuunh unphhy wjwunujuu wuptnuuwyutpp ny dhwju hgh-
ghtu Jhugunnud m punupuihtt hwjwpnypubpnd, wjjl phdwhwppwlub-
nnud, httnmumw-nwunhn tpbtpmd: Muunwhwuu g, np hwy dhdwuniu Ynd-
wnghwnp Upwd lvwswmnpyuup npuybtiu Liuhtwuuh hugniuughu funphp-
nuuhy-Ynsuwjutin ogqumwugnpodty k «Ywnuh wynituy wuptnuuwyn: Upd-
unpny Ujtipuwunpuwni-Liuhutwuuh wjwunuiwu wwph wbtnu m
nbpp hhywy dwdwuwuhwnmjuomd’ Juplnply bup twb wyny dwnw-
gnipjuu pugwnhy ywuwynipniup” npybu wgquyht hupumpjui nhyw-
Jui gotip Ypnn wpdtp” huy wgquyhu Yndwynghnnpuut wpytunh dhw-
Ynpdwi b juyugdwu gnponud:

Harutyunyan Hasmik
Ph.D., Shirak Armenology Research Center, NAS of RA

TRADITIONAL DANCE IN THE CONTEXT
OF ALEXANDRAPOL-LENINAKAN URBAN CULTURE

Keywords: folk dance, tradition, urban culture, Alexandrapol, Leninakan, ritual,
everyday life.

As a result of world political and historio-cultural known activities of the
19th century Alexandrapol became the immediate bearer of Western Armenia’s
(Kars, Erzrum, Mush) urban cultural values. Traditional dance took a special
place in the cultural realities of the artisan, trade-economic town and especially
in the musical life of the town. Like other genres of folk music, traditional dance
has undergone some new functional and artistic changes which, on the one
hand, were conditioned by the surpass of the Armenian ethnic cultural element
(95 percent of the town’s population were Armenians) and by active mixtures of
neighbouring peoples on the other, that made the perception of so-called Cau-
cassian dances actual.

Similar to other towns in the 19th century, Alexandrapol’s dances were cat-
egorized into three groups based on their functions: ritual, lifestyle or celebrato-
ry, and competitive. In this report, we aim to explore the key characteristics of
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traditional Alexandrapolian dance, which evolved significantly under the influ-
ence of Western Armenian urban dance culture. By the late 19th century, along-
side traditional dances such as K‘ochari, Klor par, Erzrum’s Armenian par, Msho
par, and T‘amzara, new dances and melodies began to emerge, including Kalosi
Prken, Gyumrva trngi, Ghashange, and Totik-totik. These additions significantly
influenced the musical life of Leninakan in the 20th century, particularly in the
preservation of national identity. The melodies of these dances are characterized
by their stability and consistency.

Thanks to the exceptional dance masters of Leninakan, traditional dance
melodies resonated not only in everyday life and urban gatherings but also on
stage and during broadcasts. It is noteworthy that the renowned Armenian com-
poser Aram Khachaturian adopted the Kalosi Prken dance melody as a sonic
emblem of Leninakan. By reinterpreting the significance of Alexandrapol-Len-
inakan’s traditional dance during this period, we underscore the heritage’s cru-
cial role as a pillar of ethnic identity and its influence on the development of
national compositional art.

Lhipquwwiu Uwpphwd

QULUCULFNOULUL (6AUNRUL NANEBU UbdUUUL
Uuuruuh CvUULUTL G CUUUCUUNRGBUL UGR
UbUuQUL3PL U Hh LG P AU UCUNU UL
ANFGEAUNGRShU UhRN8

Lhifuwpwnbp' hnghphpuwyhw, hngbdwpduuyh jpunhpubp, yupwywndn-
nuiuu ptpuwhw, hwjuwpwlwu dnwonnmpniu, «bu»-h Ynugtwyghuw,
«dtiup»-h nugtiyghw, dhowuauwjhu hwpwpbpnieyniuutin:

Nunh dSwgmbuwpwuwmluu hhuptipp ubpmnpbu hnfujuyuwlgywo tu
dwpnnt” utithwuw hnygqtiph wpnwhwyundw, hwnnpuygdwy hwunwm-
dwt wnwohu thnpdtiph htn: Updbuwmp wyu §minp dwppnm hngbjuiup’
«Gux»-h U dwupduh dhol Juuyh untindovwu wuthnfuwphutih hngbipbpuwl-
whl vhong E: Cwn hwdwju hnghpwuwlwu juunhpubip mutignn wudhup
Unpgunid tu hngliljuiuh b dwpduwwuh dhot juwp: Un E ygqunbwnp, np
h huyn Gu quihu hngbdwpduwlwu fjuinhpubp: Oppwu wuap htppnid E
utipphu hngbipuuwwu fuunhputipp, wyupwu mdnuund tu hngbdwpd-
uwyht fuunhpubinp, npnup hptiug Uty ubpunnmd Bu ubipphtu quuyywo hnyqb-
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np: Unyu qliynygmd yupp nhnwpyymd £ hngbptpuwhwh tptp hwp-
pnipjwu Uby, npnup pfumd tu dkhp dniuhg: Mupn ny dhuwyu hngbptpuyb-
nhl, wyl wjumnpnohy thong L

MNupuwywpdnnuijuu phpuwhwu vwhiwubjhu” wuhpudyn E hwoygh
wnut, np wwpu hp by ubpunmd E hpwphg pfunn httnbyw) hhtfuwpup
hwnnpymuubpp’ w) wudh utipphtt hngpwuwuwi fjuinhpubtph wjumnpn-
onid U plipuwhw, p) dwpduh yupddwu b hngliju utipufuwphh thnfuju-
wywgywonipiniu, g) dhowuaduwyhu hwpwpbipnipinivuiph hwunmwwmnid:

Utin hbtmwgnunmpjwu juunpn wnwpyu phpwylnhy nbyptph yhtw-
Qugpmipymiup gnyg b mwihu, np wupwyupdnnuljut ptpuwhugh dhen-
gny Jupnn bup wjumnpnpty b Jbp hwuly ubpphu fuunhpubtpp, npnup
fugwitip b dwpdund, wyuhtipt” ulithwljwu dwpduh pugmnid, pupdnid-
utinh wqunnipyniy, thowuduwght hwpwpbpmpjmuubph unbtinomd: Lniok-
1ny ‘utippht jutinhputipp’ wuap hnghtint punimd £ wh phs jupyud,
poiuumd £ «Guy-h wuduwht muquuuuyunipiniut m jupdwontpyniup,
htpn I dnumd Judph phpuwlwhly gnpopupwgh dby’ wugutyny wpnbu
hwonpn' fudpwihu Wwpuwywpdnqujui phipuwhugh’ thywuduught hwpw-
ppnipmiuutiph jupguynpiwiu thny:

fudpwhtt. Wuwpwywpdnnuuu hngliptpuwhwu hptiuhg utpuywg-
unid | npnpwjh owupdnmidutiph hwdwswthmpyniu, «Gux»-h §nugtiyghuyhg b
ubpuuduwght fuunhputiphg wugnmd L junwnpymd «Ukup»-h §nugtiyghw-
jhu b «Ukup»-h fjuinhputiph’ «Gux»-h nhiypnid” tu hua b hd yupdnudutiph
hwdwp bl yunwujuwuwnm, «Ukupy-h ghypnd hd b duwgwuodh, w-
uhupt’ utp b dtip supdmudutiph: «Gur-h nhypmu hpudhawyp Jujudws k
hudwuhg, tu dbuwl td hwnpwhwpbn, hul «Ukup»-h wnol npuod
fuunhputipp hwnpwhwptin hwdwp huad wanp £ qquy b hwpyh wnuty wy-
Ing qnponnnipjniuutipnp, upwug qqugnnnipniuutint m Jwpdndubinn:

Wuughuny, wwpupwpdnnuijuin ppuwhuwih dhongny Juptih b moty
utipuuduwghtu fuunhputinp, hhdp nuly «Gux»-h b «Ukup»-h Ynugbwghwyht,
1oty dhowuduwghu fuunhputinp, untnot) hwjwpwljuu dnmwonnnipniu,
nnu k) hp htippht wnwyt hwdwjudpwo hwupnipjw hhdp £ ownwynid:
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Hergnyan Mariam

DANCE THERAPY AS A PSYCHOTHERAPEUTIC TOOL
FOR SELF-UNDERSTANDING AND OVERCOMING
INTERPERSONAL CHALLENGES IN SOCIETY

Keywords: psychotherapy, psychosomatic problems, dance therapy, collective
thinking, concept of “Me”, concept of “We”, interpersonal relations.

The genealogical foundations of the dance are closely related to the first at-
tempts of man to express his own emotions and establish communication. This
branch of art is an irreplaceable psychotherapeutic means of creating a connec-
tion between the human psyche, “Me” and the body. Very often, people with
psychological problems lose the connection between the psyche and the body.
That is the reason why psychosomatic problems appear. The more a person de-
nies their internal psychological issues, the more pronounced their psychoso-
matic problems become, often linked to repressed emotions. This article exam-
ines dance through three interconnected dimensions of psychotherapy. It serves
not only as a psychotherapeutic tool but also as a diagnostic instrument.

When defining dance therapy, it is essential to consider the following inter-
related fundamental qualities: a. diagnosing and addressing a person’s internal
psychological issues, b. exploring the connection between body movement and
the mental inner world, and c. fostering interpersonal relationships.

The statistics of the therapeutic cases in the center of our research show that
through dance therapy we can diagnose and bring out internal problems that are
blocked in the body, that is, acceptance of one’s own body, freedom of move-
ment, creation of interpersonal relationships. By solving the internal problems,
the person gradually becomes less tense, the personal anxiety and tension of the
“Me” weakens, it is easy to enter the therapeutic process of the group, passing to
the next stage of group dance therapy, the regulation of interpersonal relations.

Group dance psychotherapy is a harmony of certain movements, we consid-
er “We” and our problems instead of the concept of “Me” and internal problems,
in the case of “Me”, I am responsible for myself and my movements. In the case
of “We”, I am responsible, for myself and the rest, that is, for us and our move-
ments. In the case of “Me”, the situation depends on me, I will overcome it alone,
and in order to overcome the problems faced by “We”, I need to feel and take
into account the actions of others, their feelings and movements.

Thus, with the help of dance therapy, one can solve internal problems, lay the
foundation for the concept of “Me” and “We”, solve interpersonal problems, cre-
ate collective thinking, which in turn serves as the basis of a more unified society.
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Lhifuwpwnbp' jubipulju, wup, tu, wpe-twnn, quy-dwnn, hnjwg-dwpy,

KLLAM wnu:

fubipwluu ubtywghp wnpmiputiphg vtiq tu hwuly puqiwehy otutinh
n1 mnuujuunupnipyniuutiph fwupwdwuu aupugpnipymuutn, npnugnd
owwn Juplnp nbp muh wupp: lvbpuuwu guptph numduwuhpnipyuun
whpywo tu puquwphy ghnwujuu hpuwwpwimdutp: Mupp ny thwju ob-
ubiph, mnuwunupnpniuubph, wb puniuu shuwupgh wupwdwutih
dwuu E uquly, wuptip juunwnply Gu dottuh mwupptipn dwuuwyhgubinp, wyn
rYnud uwl pwugnihh: Lwnmpmuutpn Juu vwb dtpl dwpduny juwmwp-
ynn wupbph dwuhu: lutipujut wuptiph dwuhu uwnlbpugndubn Jupb-
1h £ Juquly vl wwhyuwuwd nhhbutinh, nEynpuwnhy-yhpunujuu wp-
Jtumh udnyutinph yuwnytpugpnipniuhg: Swnmuupywluu k, ophuwy,
huwunhy (Gtithtihg b wy) huwywyptinhg hwymuwpbpnywd uvwhnpubph yuwm-
Ytpuagpnipjniup, npmu h hwjwn Bu quijhu tpudhymutipt nt wwpnnutipp:

Unyu gliynygmd wunpununpad b junwupymd jutipuyjuu uvbwwughp
wnpnipubipmd ywhywujwo stutiph ujupugpnipyuu by hwunhwnn
twpn-Ytunuihubiph Ypujuputipht’ wpe-twpn, quy-twpn, ymu-twpn,
hnyjwq-dwpn L, npnup nwppbin gnpownnyputpn bhu hpujuuwugumd, wyn
pYnud twl' ipgnud, Yeunwuhubph dwyubp wpadwynd b wupnd: Lbymg-
dw vty hwuqudwunptiu Yutipuyjwugybu fubipulwu otutinhg wju npuwg-
ubtmp, npnugnid funuynid £ ybipnugyuy dwpn-Yhunwupubph shumjuu gnp-
dwnnypubtph b jumnwnpwd wwpbph dwuhu:

Uju wnnudny nipugpuy L fuwpwiuu swgiwu KILLAM wnup, nph pu-
pugpnmd Jhpwnyty Gu mwpptin jhunwuhutinh pwunwlutpn b hppujuuwg-
Yt hnjwug-dwpnluing Ynnihg wupbp: G fupohp, np wyn wupbpp dhuyu
wju Jud wyt Yhunwunm oupdmdubtiph b awjubiph tdwiwynipjudp tu ju-
wwnytip, pun wy] updhputiph' npuup hpujwiwgyl) b twb hwdwwyw-
nwujuwu YEunwuhutiph tnpphutipny b nphdwlutipny hwunbpéwynpywsd:
Utup wnwyty huyjwo tup Ytipght mbuwjinpu: fJutipujuu ntjhdubpnid
Lu wnluw tu Yhunwuhubinh nhdwlutipny Yapuwwnputp:

Cwny  uply, np Yhunwuhubiph nhdwyubtiph b dnpphutiph hwunbpaw-
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Ynpuwdp shuwuwu wpwpnnnipyniuutinpn, yuptpp punpn) tu puqiuphy
dnnnympnubinh: {hnwppppujuu Gu twb huytiph by mupwoywsd b ni-
unifuwuhpnnutiph Ynnuhg putwpiud wdwuwnhy  wjwunnypubpp,
npnup dwuuwyhnptu nhnwpyyl Gu uvwl hhuthnppuwuhuuwu yuwnyt-
pugpuwliwu wniph hwdwwbpunmd, vwlwju ybpohuutipu gpbph sbu
putwpyyly fubpwlwu ubywghp gpuynp wnpniputipnd Wwhwywujwo
Wniptnh hwdwnbtipunnd, husht juunpununuwup qinigdw dhy:

Hmayakyan Hasmik
Ph.D., Institute of Oriental Studies, NAS of RA

ANIMAL-MEN IN HITTITE RITES AND RITUAL DANCES

Keywords: hittite, dance, rite, bear-man, wolf-man, leopard-man, KI.LAM festival

The Hittite cuneiform sources preserved detailed descriptions of many rites
and celebrations in which dances had very important role. Numerous scholarly
studies are dedicated to the study of the Hittite dances. The dances were not
only integral parts of the rites, festivals, but also of the funeral rites. Dances were
performed by various rite participants, including queen. The sources also inform
about naked dances. Ideas about the Hittite dances can also be conceived from
reliefs and decorative-applied art iconography preserved from the Hittite period.
In this regard the iconography of jars discovered from Inandik Tepe and other
sites, which depict musicians and dancers, are remarkable.

Within the framework of this report, the author will refer to the characters
of animal-men met in rite descriptions contained in the Hittite cuneiform sourc-
es such as bear-man, wolf-man, dog-man, leopard-man, etc., which performed
various functions, including singing, making animal noises and dancing. Our
report will provide insights into scenes from Hittite rites that detail the ritual
functions and dances performed by the aforementioned animal-men.

Notably, the KI.LAM festival, with its Hattian origins, exemplifies this rich
tradition as practiced by the Hittites. During this festival the participants used
sculptures of various animals, whereas the leopard-men were dancing. Research-
ers have different opinions on how these dances imitating different animals were
performed during the above Hittite rites: some suggest that these dances simply
were imitations of particular animal movements and sounds, in some cases ap-
plying animal masks; others believe that the dancers were dressed in furs and
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animal masks. The author is more inclined to the latter view. The Hittite reliefs
also depict figures wearing animal masks.

It should be noted that as a whole, ritual ceremonies and dances involving
animal masks and furs are common for many peoples. Additionally, it is note-
worthy that similar traditions were observed among the Armenians, which have
been partially addressed by researchers in relation to the material iconography
of ancient Asia Minor. However, this specific topic remains largely overlooked
within the context of Hittite cuneiform sources, and we will explore this aspect
further in our report.

Lnifhwuupuywiu Lhnhubl
{8fah

USN-NFEUN2UUTL QUM
38GLUUNULNNF8UL CUUUSGLRUSNNT

Lhifuwpwnbp' jnph yup, juypnd wup, nppuungh wup, Luyng 8tnuu-
wyuwunpyniu, Ujkipuwunpuwny, dhuwlwpgtp, tnbpwdwyp, unig-ngbyn-
snid:

Unyu qiynigdwn opgwiwymu ubpyuyugynmd Gu ugn wywuptipp” Luyng
Stnuuywunipyuu hwdwwnbpunmy: fwugh wyy, thnpdtighup nuniduwup-
nh b gunut) wupupytumh wyu unbimdwgnponipniuutinn, npnup wyu Jud
wyu Ytpy Juuynd Gu jud wgnyty tu Cuyng 8tquuwwiunipniuhg: Uju
wtuwtinhg wdtiuwfungtih funwipp Stmuuwwumpjuu mwphubphu dw-
unijutinu Ehu: Uppnihh Lhuhgyuup hp wpluwnnipjwuu dby upmd E, np dwu-
Juuiu wuntip tiptijuwutipp wunpty Gu Udtipinudh nppuungnid:

Utip Yupdhpny' hugwytiu dwpduwdwpgnipiniup, wjtwbu k) pumnpnup b
wupp jkpuwunpuwnih nppuiungubtipnmid wytnp | swnwytiht tiptifuwutiphu
dwiup hnglhtwyhg nnipu ptipte b hngbytu pridtgm vywmwyhu: Uju
tnlnyen nhnwnpyynud £ ny dhwyu Ujkpuwunpuwynih Udtphljwu nppuung-
utipnud: Mtonp L upliy, np tpghgnnnipiniu, yup b bpudynnipyniu nuuw-
Juwunly bu vwb Ujtpuwunpuwnih Mnjhgnup gyninuununtiuwjuw nupn-
gnid, NMnjhgnuh dwujuwywputiqnid b phy 1 puypngnid: Uyu dwuh Gu yjuw-
jnd CUU wipfuhyuwyhu thwunwenplpp: Opptinh pynid bl bu pugquwehy
pnyp-tmpuyputp: Lpwug pudwuly bu: Snpuiutipu m wnohlubipp thjwughg
pwdwu Lhu unyuhuly vuybhu: Gphjuwubpu wyn dwuhu tpg G hnphuty L
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npw nwy wuwpk): Nuply b, bpp guuugl) bu: Cawpuynp B upu wywpu-
Jht dhgnipwiu hhu £, uvwuju tpfjuwutinp npw hudwp unp fjunupbip tu hn-
nhuty: Suwpuynp B hpt yupught $hgnipun yupmtayty §hdwyuwu
swn htdwuwm, wyn hul] yuntwnny wupty Gu thwlyy, wujuwium opowuny:

Sniph wuwpp, npp mnudwpnjuug hwpuwutjuu chuwjwu huwwwp
t, htmwquymu hwpuwuhpubph dwudwwy umnwpty b twb juuwgp” gni-
gunntny hpkug qbintigynipiniup, htiq n ayniu pupdtquatip: Uwwju 20-pn
nupnd yuph Juunwpnidp hupuwptpupunp nunwupty B, npp untwnw-
puwuynid £ Gnlinuh mwphutipht mtinh mutigud nnptipqujuu ntwpbtpny:

Chpuyh Uwpwwunuy gmnmd pwbiwhwdwpsujuu wfuwmwuputinh
dudwuwl gynminh juuwughg dbyp wuundty B, np judpmid bpgh iy 1915
B- prppbpn Ynnnply Gu hugtiphu: funphpnuyhu opewiunid hwpuwuhputinh
dudwuwl] wyu upmwadihy tpgh utippn juunwpyt) Gu nipuju yupughu
Juunwpndutip, Jupotu ghinuwuwywunipiniu yhpuwpuodsutipp wdwu ainy
hwnpwhwnply Gu dwup hhynnngyniuutinn b upptiup: Ut hwonnytig gunuty
juypmu tpgh puntipp 4. Uduqpuih wyuumnmmpiut by’ «Gu hd bwy-
pnthu Jupnn i, jupnimy:

Ujuyhuny, nuunifuwuhplyny duyng 8tnuuywunipjuup ybpwpbnnn
uwujwpehy wuptpp b junphppuyht muphubiphut Wwhywugwsd adwuo-
nhuwl wwptiph pnwunuynipiniup b yuwmwnhlutinp, hwugnmd Gup wju
tiqpuugnipjuy, np pudwu hpunwpanipniuutinh dwuht yuwndnn yw-
ntpn th nypnmd mwupmugyly Bu («¢niph, jniph») b jupniy gmpu dnydty
Jhugwnhg m yupupytiunhg, dyn npwyptipnid («3wypnidu») nupaty puy-
twjunh b Wundwlwu npudwu hpnnnipyniuutiph hwunpwhwpdwu vhong,
tinp hwpuwutijuu otiuny hhuwnpywo unpuljuqu punwuhpp, nutiwny
tipfuwtip, nunumd tp ynnnpywo hwy wqgh ybppugninnnp b yapuykv-
nwuuwgunnn:

Hovhannisyan Heghine
The Armenian Genocide Museum-Institute

MOURNING-COMMEMORATION DANCE
IN THE CONTEXT OF GENOCIDE

Keywords: Yuri, Yavrum dances, orphanage dance, Armenian Genocide, Alex-
andropol, rituals, mourner, mourning-commemoration.

Within the framework of this report, we will present mourning dances in the
context of the Armenian Genocide. Besides, we tried to study and find dance
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works that are connected or influenced by Armenian Genocide in one way or
another. From this viewpoint, children were the most vulnerable group during
the Genocide. Srbuhi Lisitsyan states in her work that the children danced child-
ish dances in the Amerkom orphanage.

In our opinion both gymnastics and theatre as well as dance in Alexan-
dropol’s orphanages were to bring the children out of a difficult mental state and
heal them mentally. This phenomenon is viewed not only in the American or-
phanages of Alexandropol. It should be noted that singing, dancing and music
was taught at Polygon Agricultural school, Polygon Kindergarten and School
Number 1. This is evidenced by the archival documents of Armenian National
Academy of Sciences. Among the orphans were many siblings. They were sepa-
rated. Boys and girls were separated from each other even when eating. The kids
made up a song about it and danced to it. They danced when they wanted. It is
possible that the ancient dance figure contained a magical evil meaning, that’s
why it was danced in a closed, unbroken circle.

The yuri dance that was a ritual solo dance for men, was later performed by
women at weddings, showing their beauty, gentle and flexible movement. How-
ever, in the 20th century the performance of the dance has stopped automatical-
ly, which is caused by the tragic events that happened during the years of Gen-
ocide.

During the collection work in Saratak village of Shirak, one of the women of
the village told that in 1915 turks slaughtered Armenians under the yavrum
song. During the Soviet period, happy dance performances were performed to
this heartbreaking song at weddings, as if the survivors of the genocide over-
came difficult memories and stress in this way. We managed to find the lyrics of
yavrus song in the work of Verzhine Svazlyan “I miss my son”

Thus, after studying the few dances related to the Armenian Genocide and
the content and fragments of similar dances preserved in the Soviet years, we
come to conclusion that dances about cruel events were tabooed in one case,
“Yuri, Yuri” and were sharply pushed out of everyday life and dance art, in the
other case “Yavrums” became a means of overcoming depression and harsh his-
torical incidents, when the newly formed family, having children, became the
reviving of the massacred Armenian nation.
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Matevosyan Abel
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FOLK DANCE: FROM RECORDING TO STAGE

Keywords: folk dance, kaqavagir, Gagik Ginosyan, Armenian culture, record of
dances, dance staging, dance restoration.

The purpose of this presentation is to outline the process of documenting
folk dances. This involves recording performances in the villages, analyzing and
developing the dances, comparing them with regional variations, and ultimately
staging and performing them. This process is grounded in Gagik Ginosyan’s
years of dedicated work and experience. This article provides a detailed descrip-
tion of each stage of the dance development process, from recording to perfor-
mance.

It is crucial to emphasize that in the effort to purify Armenian folk dance
from external cultural influences, a thorough examination of neighboring cul-
tures was essential. This methodology served as a key to uncovering the essence
of the “mode of the folk dance”, which distinctly defines Armenian folk dance
through its rhythmic, musical, and movement systems. This approach aids in
eliminating foreign elements, allowing the dance to return to its unblemished
original form.

For instance, the ishkhanats par (lord’s dance), which is also known as
sheikhani, vaskhurakani, shilhalani, and akmali among other nations. Although
this dance shares almost the same steps and rhythm, it differs in the way the
springs are performed, the number of kneelings, the rhythmic correspondence,
and the types of conversions. Ginosyan Gagik formulated all these elements into
what is known as an “mode of Armenian folk dance”.

Dances have been restored through various sources, including written de-
scriptions of dances known as “kaqavagirs”, firsthand accounts from villagers,
and documentation from elderly people with mobility issues. Due to the physical
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limitations of those individuals, there was a need for detailed verbal descriptions
and demonstrations of the dance moves as much as possible.

During the Soviet era, national songs and dances frequently lost their origi-
nal time signatures. They were often altered to conform to the 4/4 or 6/8 time
signatures that were popular at the time, ostensibly to simplify the dance and
music. However, through the long refinement process, the correct musical di-
mension has been returned to the dance in many cases. Furthermore, there are
many studied dances that have different musical dimensions, often preserved
outside Armenia, mostly in the USA.

Qhunwyuwu Fwqhly, Vwumpuiu Cuwhhip
«Ywphu»

AUSHYUUUL NUNELh NSERAN AUNRS(C.
NUNULEL PR ULNNGSNRL

Lhifuwpuwnbp' Sughy Thunuyw, hupunipmi, wqquyht, wjwinujjul,
Upwlnype, hnglinp, wup, «Gwphuy, Eodhwohu, yupwhbu, yupupybuw:

Unyu qtiynygp uywwnwl muh ubpuyugubn Swughly Shunywuhp'
ntmlu shpuuupulwd hhtuwynp Jupmonipyniup” hwy wgqquyhtt wwph b
hupumpjwu fuunph onipg: {nnpwdt wunpunununmy L wwph owgnufuw-
pwunipjwip, qupqugdw thnytinht, b Ywpun 7ptin wwpwudnipubphg -
yh' «Eouhwoht» wwuph hudwwwpthwly Yapmompyuu dhongny (wwpw-
puytiphg uhgh funphpnwpwiimpymu, nnntathquh nupugpowithg dhigh
pphumnutmipyut wgntgnipynu b ytphdwunwynpnid) dunuwuyynd tu
wuwnh U hupunipju thnfumunwna Juwp, yunph hnginp wuwtyunh b mbuw-
yh dbwynpdwu b hfuptwdwiwsdw dwuwwwphht wwph wgnbtignipniup:

hulj hug £ hupunipyniup, husm” £ wyju Juplinp, npu | hupumpjwu ntipp
wqqbph gnjunbdwu dwuwwwphht: bupumpjuu fuunhpp tnly £ wju
wnwiigpp, nph onmipy Swghy Fhunuywup Swijuty b hp ph wwpught, ph
ghnuljut b pt hwiupughtt gnpdniutmipymup’ Wymnwygtu wiunpupunuwny
wunph dhongny hwyhu hwy thutnt hyupmnipiniup ybpununpautyn, hup-
awawuwy jhulgnt fjuinphu:

Unwohtt wuquud hpuwwwpwluwy spowuwnnipjuu by L npynd uwlh
«yqupuwhbu hupunipyniu» wmbipdhup, npny Jupunpymd Bu huswbu yuph

63



ntinp hupunipjuu dbwynpdw by, wjuwytu £| wwuph ypu wqnbgnipniu
gnpowd, upw duwynpdwu nupuwynp gnpépupwgh Yypw hp utipgnponie-
jmuu mubgud yuumdwuwphwgpujuu qupgqugnidutipp, puwyhdwyw-
Juu wnwuduwhwnynipiniuutpp, hwjwmwhputinp, Wwinipuwjhu hup-
Qwnhynipiniup, mwpwqgn, qupnbpu ni puppwnp, wjy wdtuh hn wytgh
put yunjuuyywd mumbtuwjuu qupgqugnidutipp b wyu wdtiuh thnjujw-
wyuwlgwonipyniup:

Nwpwgtnp hhdp b Ytipgnty wqgh th huwnwoh” hp ynnuhg thnpp-hty
wyth dwupwguhu niunifuwuhpgwd nwpudwypowup, b Aupap Suyph’
Yupun wpfuwphh wwunpbiph htuph ypw pugwhwywnnd L jupubkgh hugh ub-
nuwpfuwphnp, hngtjtipunywopp, Wwlynipuwiht fuunuwopu ni, h Yytpon, hup-
unipyniup:

Luynygmu ubipuyugynmd tu Swghly Shunuywuh mbuwytmubpn b bg-
nuwhwugndutpp’ nnpuomy wnjw fjuinhpubiph Ytpupbpw), dwuuwynpu-
wtiu Utdjiwpwin]mu G funphpnughu jupgbiph b gnpuihqughuyh wonb-
gmpjmup U phpwjuwynpyud punupuuimpniup’ mnnyud wqquyht
ywlnyph, wuph b guuugwd wqquihup fubmupmpbny, npny wwb
hwpywoh mwy £ npdty huwy nbuwyh hupunipintup, utpuyugynid £ apw
wmbujujuiup juunhpubiph monmdutiph onipg:

Ginosyan Gagik, Masuryan Anahit
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THE SPIRITUAL DIMENSION OF ARMENIAN DANCES:
DANCE-BASED IDENTITY

Keywords: Gagik Ginosyan, identity, national, traditional, culture, dance, Karin,
Edjmiatsin, dance-based, spiritual.

This article aims to share Gagik Ginosyan’s unpublished analysis on the re-
lationship between Armenian national dance and identity with a broader audi-
ence. It explores the origins and development of dance, using the “Echmiadzin”
dance from the Karin region as a prime example. The analysis covers various
aspects — from dance steps to semantics, and from totemism to reinterpretation
under the influence of Christianity - revealing the intricate connections between
dance and identity, the spiritual dimensions of dance, and its role in shaping
identity and self-recognition.
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And what is identity? Why is it important? What is the role of identity in the
history of nations? The issue of identity was the axis around which Gagik Ginosyan
carried out his dance, scientific and public activities and constantly referred to the
issue of self-recognition and returning pride of being an Armenian through dance.

For the first time, the term “dance-based identity ”is circulated publicly, which
emphasizes both the role of dance in the formation of identity, as well as the histor-
ical-geographical developments, climatic features, beliefs, cultural originality and
features that influenced dance and had an impact on the centuries-old process of
its formation, the national costumes, the jewelry and the dialect, the economic
developments that are more than connected with all of the above mentioned and
the relationship of all of these and the characteristics of their influence on dance.

In these studies, Gagik Ginosyan focuses on the Karin region, delving deep-
er into its cultural context. Through the analysis of the dances from this area, he
uncovers the inner world, cultural temperament, and ultimately, the identity of
the Armenian people from Karin.

The report presents the views and conclusions of Gagik Ginosyan regarding
the problems in the field, in particular, the influence of Soviet Union and globali-
zation and the targeted policy aimed at distorting the national culture, dance,
and any national aspect, which also put the identity of an Armenian under ques-
tion, is interpreted, his vision about solutions of existing problems is pointed.
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Matikyan Hasmik
Ph.D., Shirak Center for Armenological Studies, NAS of RA

LULLABY IN THE CONTEXT OF DANCE SONGS
(with special reference to Shirak materials)

Keywords: lullaby, dance, genre, text, narrator, formula, nursery rhyme.

In Shirak, lullabies and dance songs hold significant cultural importance,
reflecting remarkable vitality across genres. Throughout the centuries of Arme-
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nian culture, the musical, dance, and poetic traditions of folk lullabies and danc-
es have always been of great importance. Even today, in different communities
of Shirak, we meet their names such as “nana”, “tuy-tuy”, “tai-tai”, “lai-lai”,
“tan-tan”, “dandan”. The purpose of this report is to mirror the general charac-
teristics of traditional Armenian lullabies and dances, their functions in nursery.

Songs with repetitions and doublets, as well as without repetitions, with
simple melodic compositions, are common. Some of their specimens have been
separated from various rituals and live an independent life. The vitality of the
lullaby genre is conditioned firstly by the presence of formulaic components,
and also by the diversity of the content. This is the reason why songs of various
ritual and domestic situations, including lullabies and children’s songs are inter-
woven.

In the 20th century, the folk lullaby was also a musical theme for the Arme-
nian composers. Thus, in Grigor Yeghiazaryan’s Sevan ballet, Shirak’s Nanik is
played, written by Spiridon Melikyan: “Nanik, dear lamb, Nanik, / Apron straps
your cradle, / Tree bushies cover thee, / Little bushies — wrap thee. It is notewor-
thy that the mentioned lullaby was played in the movie “Lipstick N 4”.

There is a multiplicity of meaning in folkloric lullabies, as the same lyric text
can be conveyed by different narrators for different functions. One such unique
example is the dance song “Bambaky lul e” which was recorded by field worker,
researcher H. Apinyan. The linguistic and expressive complex of the mentioned
dance song: small volume, repeated rhythmic images, single-string metric ac-
cents, repetitions mostly contribute to the smooth transformation of the genre
of the song into a lullaby.
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UKRAINIAN DANCE AND RECONTEXTUALIZATION

Keywords: recontextualization, hopak, folk dance, Ukrainian dance, dance his-
tory, dance forms, dance meanings, dance contexts, traditional dance, change.

“Recontextualization” is one of the key issues related to understanding folk
dance and staged folk dance in a scientific perspective. According to this con-
cept, “a dance” is not only the movement in time and space, but also includes its
setting, its context, its meaning for the participants: When the context for danc-
ing changes, the form of the dance and the meaning of the dance change as well.
Recontextualization is illustrated using the example of the Ukrainian “hopak.”
This dance became most obviously recontextualized when it shifted from its
vernacular setting as a social dance in traditional Ukrainian villages, and became
performed on stages by urban artists as they represented village life. During this
recontextualization, the form and the meaning of the dance changed strongly as
well.

In this paper, I use a powerpoint presentation and video examples to illus-
trate that the hopak actually consists of many different recontextualizations
throughout its history: it first developed as a male dance in Cossack military
camps; secondly it moved to villages and incorporated female dancers; thirdly,
it started being performed on stage, as early as 1819 in popular melodramatic
plays; fourthly, it became “the national dance of Ukraine” in 1917-1922, during
the first World War, the Russian Revolution, the declaration of Ukrainian inde-
pendence, and the loss of independence leading to the formation of the Ukrain-
ian Soviet Socialist Republic within the USSR; fifthly, hopak was recontextual-
ized again as it became performed in diaspora communities in many countries;
sixthly, in Soviet Ukraine, the hopak changed again with the model of Socialist
Realism, the great influence of ballet and spectacle, exemplified by the famous
“Hopak” choreography by Pavlo Virsky in the mid 1950s. The hopak can be
seen as recontextualizing yet again with the fall of the USSR and the establish-
ment of Independent Ukraine, gaining a stronger national meaning. Finally, the
hopak is recontextualized again during the Russian invasions of 2014 and 2022,
taking new forms and new meanings.

The hopak continues to be performed on stage in its monumental choreog-
raphies, though it is increasingly performed also in intimate participatory groups
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of folklore revivalists. I propose that the concept of recontextualization is an
essential key for understanding folk dance in a changing world.

The hopak may be imagined as “one dance” since the name has generally
stayed the same over hundreds of thousands of performances over its history.
However, thinking about recontextualization in a scholarly perspective, this
dance, and perhaps all folk dances, can also be imagined as complex phenomena
which frequently shift in time, movement, meaning, and context.
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wpdunpmdp hwawju fjudnnymd £ junphpnujuugdwu punupujuwu vw-
luwgoh hwiinbiy Jepuptipdmupny’ npujui ph puguuwui: Tuwju wy
punupwliuwu uwwjuwgdh wjuopjuw quuhwnwlwuhg b unyuhuly punniut-
1y, np hwy dywnyph wpphwuuwgnudp, thhuny b, pupwuwm tp 20-pg
nuph uthowqqujht hhfuwhnuh wpudwpwumpuip wpnhujuu wqq
awynptyny” wyy gnpopupwgu, wit nhypnid, pudhu puwy bpypnpn
hwupuwwtnnipyw Jpgwittht’ puwwuwpwn hp Yypw Yptgny vULU hudw-
Uhniphuwuwu punupuwwunipjwu npnoun: Uju punupulwunigjniup wp-
nhwjwiwgdwu pupwgpnid th pwuh hwybguupguyhu thnthnfumpniu-
utip Ypbg’ wqquyht hupunipymup hwunwnnn htunhnmghnuw; qupgu-
gnidhg (hduwm. Ynptiuhqughwu) dhush hwdwhwpptgwd funphppuyhu
dwpnm duwynpnidp” wgnjud nnuwluu Wulnypny:

Uju qunuthwpwjunuwuu b hfuumhmmghnuw Juyphybpnudutipn jni-
nupwugnmp hwupuytmnipiniunid pujund Ehu hpuphg Ewjuunptu wmup-
ptpynn hnnh Ypw: Npn) mbmbpnud, huswtiu, ophtwy, Luywumwund’ wp-
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nh wqqh dudnpnudp ujuty tp junphpnuyuwgnidhg g wtyh Jun
(hutwn. ophwuly” Aslanian), uwluyu junphpwyht uwuwghop Yepuabwlbp-
wtig wqgquyh hupunipjwiu puquwphy funphppwthjubin” pkwp wtnuhn-
futny  «dnpnyppuljuiu» hnywlynn hwduwghputiph Jpuw: (iiunh gpulju-
unipyniuhg (hidm. «Uwuuw ontipy) nm Gupunupuwtinmnipjniuhg (hudw.
«hwqupuptiuy quumniu) ujuwo dhush wuwpwpybuwn (hddn. pnswnph,
Jupjuniynu) wpnhwiwuugdwt npudupwinpniup fupunpmid Ep' w)
dnnnypnujuun (hhfuwjuwund gbinoujuu) npbk wdny wpdunpty hppl
wqquyhu, p) htunhnmghnuw) Whjuwuhgiutp Yhpuntyny® wjt hwupwhn-
swltr, ) vyuuwnty minuyht mwppbpuyutiph hwdwhwpeigdwun (pwna-
utnny dwuwgskih b jmpugutynt hwdwnp nyniph):

Ujuytiu, vmunmughutiph wupp, «Uwutw ontip» Eynuh htn dhwuhu,
nunpauwy hwyjujuunipjuy, hwy hupunpjuu jupnpugnyu pununphsut-
nhg utiyp: Uwumughubtph wwuph' npybu «wqquyhut wwpught adnph»
wnwudtuwgnidp, Uhd dwuwdp wpryniup £ Lwhpwd Uphunwujwuh gnp-
ontutinipyuiu, ng Cwjywuwmwuh Junwywpnipjwuu (U. Unwyjuwuh) hpuytpny
wtmuthnfuynud £ Cwywumnwiy, pugnid £ wuph unninhw b ntunifuwuhpnid
hwy dnnnyppujuu wupbp: (huwunnubph oqumipjuip wyn wwphlpp
gpuwugymu tu mwppbp ggmntipnid, phlt Uphunwybywup hwdngywo tp,
np wuph nghu huwpunnp £ hnfuwigly dhuyu wiwdhgwljwt Ypnnhg unyn-
gy’ qtpd wwhtyny wyt puuwlw wwph wwpptinhg: Uyu gpuitgmuiub-
nh pupwgpnd vwunitughutiph wwn wwptip hwynuynd Gu upw wuwph
umnninhwjh guuynid b 1928 p. hwonnnipjudp utpuyugynid Unuyyuwynd
(Uh1hgwu 2009):

Uouwynid yuph wnwghu hwdnypnp juquwynpyty L 1936-hu: “tpw hhd-
uwnhpu tp Sphgnp Uwpqupuup (Uuwl hwdwyuph wuduwghp, 2021),
uwuwju funidpt wnwuduwytiu hwymuh E nununid 1957-hg, tpp dwhpud
Uphunwytuywup dwuuwygnud B Unujjuynud juywuwihp Swudwpluwuphw-
jhu tphnwuwpnnipjwu b ntuwunnnipjwu 6-pr thwunwnnuhu Luywumuwun
utipuyugubn wyuwnmwupubipht b MULU dwgpupwnupnid hugjujuin
wupp ubpuyugubyn hwdwp punpnd £ wptwlghutiph hwdnyen:

Npny dnnnypnujuu wunpbtp mubhu juu muwpweny, jud wnujuqu
upwg winuumdutpp (ophtwy’ pnywph) hwywuh thu gphpt pnnp huwy
hwdwjupubpmd’ wuwju junwpynn mwptpulhg: Npny wwptp Jupth i
Yuigty wyftith Ynuyptan wqqugpualjui ppgwith” hugujtiv, ophiwy, hwupw-
hwjwn jup junipunuiy, np hwdwpynd £ vwunmughutiph wwp: Uwuniughub-
phu Ytpugpynn wupbpp dkd wn]wiugwyny puquihgu ubipluywugyty tu
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wpuwnhh mwpptip pidwhwppuyubipnd. jupfunyww, dwypnyt, phqunt,
gnpuiith, iwpk, Wni-fupn, pnguph, punnpywith nipgp, dwith wwp b (Yhihy-
Jwi 2009): Uju wupbpp unynpupwp mubkht tpynt wwppbpuy” dblp uw-
umughutipp dwnwuqly thu twjuuhutphg, dmup' pth hwdwp dyuljud
nwpptpulu kp (upw gnipy puttupymuutpp ntu «Unybnwuljuiu wpytumy»
wduwgnnid), np nupaty tp Wuwlmd 75 mwuph wupunudty gnponn wwunph
fudptinh nuunigdwu wnwpyuwu: Uju gyninp, pugh hwpnium yupwhu $nun
dwnwiglynig, nupak) E wpndtiuhntw] wwupnnubph hwdwyup' hp ophuw-
Uny htmwgnunnutiphu Juuqutigutynyg vh owpp fuunhputiph wnwy: huy-
whiu mwpwigwnty ypndtuhnuw)p «dnnnpnuiljwiu»-hg, npntin bu wug-
umu  «dnqnjpuiljuiuy-h b «wqqugpuljuu»-h  uwhdwubpp, wpnnp
«quiuqyudughuy-p dnnnypuuuu E, fus punupuluu b mumbuwljut
hwuquiwuputip tu wgnmd yuwhywubtjn jud Ybp/unbtinolnt «wqqu-
jhuy-p: Uptwy gyninh wuph hwdnyph wuwundnipyniuu nt gjninh wwpwjhu
wypwywmhluutpp juy wnhp Gu wyu hwupgtipp punpuyuwgutyne b puuwpy-
dwu wnwplw nupaubynt hwudwp:

Shagoyan Gayane
Ph.D., Institute of Archaeology and Ethnography, NAS of RA

EXPLORING THE INTERCONNECTIONS OF YARKHUSHTA,
DAREDEVILS OF SASSOUN, AND HAZARASHEN

IN FORMING A NATIONAL NARRATIVE WITHIN

A SOVIET MODERNIZATION PROJECT:

THE CASE OF ASHNAK VILLAGE

Keywords: Ashnak, village dance ensemble, yarkhushta, modernization, Vah-
ram Aristakesyan, stage dance, ethnographic dance.

Understanding and evaluating the Soviet-Armenian cultural legacy can of-
ten be clouded by varying attitudes toward the political endeavor of Sovietiza-
tion. Regardless of contemporary judgments on that political initiative, and even
acknowledging that the modernization of Armenian culture followed the
20th-century international trends in shaping a modern nation, this process un-
folded during the period of the Second Republic, influenced by Soviet policy.
This policy underwent several conceptual shifts during the process of moderni-
zation: from the institutional cultivation of national identity (referred to as ko-
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renizatsia) to the molding of a standardized Soviet citizen (homo soveticus),
heavily influenced by Russian culture.

These ideological and institutional shifts occurred on different scales in each
of the Soviet republics. In places like Armenia, the groundwork for modern na-
tion-building had been laid long before Sovietization (Aslanian, 2023). However,
the Soviet project redefined many symbols of national identity, emphasizing the
so-called “folk” heritage. As a result, the approach to modernization, whether in
literature (exemplified by “Daredevils of Sassoun”), architecture (as seen in the
“hazarashen” house), or dance (like kochari and yarkhushta), aimed to: a) rec-
ognize any folk object (largely rural) as national, b) popularize it through insti-
tutional mechanisms, and c) standardize local variations to make them recogniz-
able and easily adaptable.

Sassoun folk dance has emerged as a cornerstone of Armenian cultural iden-
tity, alongside the epic narrative of “The Daredevils of Sassoun.” The recognition
of Sassoun folk dance as a quintessential example of national dance owes much
to the efforts of Vahram Aristakesyan. Invited to Armenia by the Armenian
Soviet government, Aristakesyan established a dance studio where he delved
into the study and teaching of Armenian folk dances. Despite believing that the
true essence of the dance could only be grasped through direct observation of
performers, avoiding the influence of classical dance elements, Aristakesyan and
his students meticulously documented these dances in various villages. This col-
lection effort led to many Sassoun dances being incorporated into his studio’s
repertoire, successfully showcased in Moscow in 1928 (Kilichyan 2009).

The first Ashnak dance ensemble was founded in 1936 by Grigor Margaryan,
but it gained widespread recognition in 1957 when Vahram Aristakesyan chose
it to represent Armenia at the VI World Festival of Youth and Students in Mos-
cow. Some folk dances, like kochari, enjoyed widespread popularity, with their
names known in Armenian communities regardless of regional variations. Oth-
ers, such as the renowned yarkhushta, were specifically associated with the Sas-
soun region. These dances, including yarchushta, mairoke, bezare, gorani, nare,
mshu-kher, kochari, and tsap par, have been performed on global stages numer-
ous times.

These dances often had two versions: one passed down through generations
in Sassoun and another adapted for stage performance. Ashnak village, home to
a vibrant dance culture for 75 years, inherited a rich dance tradition and fos-
tered a community of professional dancers. However, this presents challenges for
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researchers in distinguishing between “professional” and “folk” dance, navigat-
ing the blurred lines between “popular” and “folk”, and understanding the influ-
ences of political and economic factors on the preservation or reinvention of the
“national” identity. The history of the Ashnak village dance ensemble and its
dance traditions provide an excellent opportunity to raise questions and engage
in discussions surrounding these complex issues.

Cwdwdjuiu Gwphuk
u. ¢.p., SUDh

QUAUSHL UTUUNh3(eh v UNYEL USELOGLAR
FNrOLLEFUSLENE luNPLPFHUSPL CUSUUSU LN
J.U, CrRUSNR NRT

Lhifuwpwnbp’ wup, Wuwlynyp, funphppwihy, nnpo, pdwnpmpn,

funphpnuwjht Cuywuwnwt, Yepwhulnnnipyniu:

funphpnuyht Cwywuwmwuh Jun ppowthnymd hpjuwunipniu-tywynyp
thnjuhwpwpbpmpimuubpp ubpunpbu juuyywo Ehu: Unwug dywlnyph
wghw-pupngiw Jhuwmpnuh poyjunynipyuu, npp gnuynd Ep mbinuju-
Unulnyjuu fuhun Yytpwhulynnmpjwu utippn, skp Juquynmd dywynipuyhu
nnpunh npbk punuguly: lvwnuguuymyd yupmwnhp Ehy hwdwpynid 16-
uhu-unwihyyw, husytu twb Aiphwyht Whpdwod putwumbtmonipniuub-
np, tpgtipp, huly Ynimuhunwuw junphppuwwittpp” dmpé m dwugunp,
wunnp hhfuwuund wpnmwhwyunynd Ehut wupuwht pidwunpnigymiuut-
nnud: Uudh wupumwdniuph (1920-1954 pe.) dudwuwuypywund fuinhp tp
o unbinodtynt humbpuwghnuw), unghwjhunmwyuu Wwlnyp: Shnup-
Jtunwluu untinowgnponmpjuu guwhwwmdwu swthwuhy Ep hwdwupynd
«aliny wgquyhu, pnywununipjudp unghwjhumwyuuy» (hutgnp:

Ulip futinpn wnwplut | putiwpt) yupughu Guynypep unwhuywu
pnuwduynidubiph dudwwuypywiiny, dwutwynpuytiu® wunpununiwg
dnnnypnujuiu wwptph wpgtyph b unp dudwuwwihg wuwpwjhu ptidwn-
nnipgniuubtpn untimdtynt fjuwnugwuljuyht punuwpwluwuniejwun:

Uywnypep, twutwynpuuytiu’ ywpwpybunp unwumd bp qunuithw-
pufunuwju tpuug: Mupuhu pidunpnigyniuutiphu punpn) thu nununid
puwnupulwu junphppwuhputipn hwdwpynn Unwghuh, Leuhuh, ARiphwgh
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Ytpwuputipp: Cundtipghg wnwy™ uwjupwu wwpbp utpyuywgubp, Yu-
nwnpynmd Ep funphppuyghtt Uhniypjuu wqqtph Ynnuhg «hunbipuwghnuwy»
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«Lhpwynp npnpwluyhppy, «Unipg b dwuqun», «*tpdwuwugh ynihghnp
U Ynuniuhuwnpy, «btggt' Jupdhp huwumnwupy, huswtiu twlb «Nhnutp»
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nhg tu" «2huynph wwpy», «Ulwth ajunpuitph wupy bu:

Cwnupwwi £, np junphpnuyhu upgbph hwunwndwu juwwy-
gnmpjudp 1938 p. Unuyjuynmd juquultpyybkg gpujuunipjuu b wpytu-
wmh muutopyuy, nphu Cwywunwiun unyuwtiu dwuuwygmd bp: Suywumnw-
up utipuywgunid Ehu (Gwpny Ujpmuywuh «Gpgh-wuph» hwdnypep, Up-
pnthh Lhuhgyuuh «(thpuh b wuuwmhuwyh» vnniphwu b dwhpud Uphu-
nwlbywuh ntuyupnipudp’ Upuwl qynuinh uwuniuighibph wwph
funidpp: Uphunmwytiyywuh Ynnuhg uwunmughutiph wwph pbdwhwppuy
pwpapwgubip swhwquug vto hmdwpawuynieyniu bp unwhywu nbwpk-
uhwh wiwnhy opowunid, L pu wuhtnbwup sfuwg: “Lnyu wyny mupmd
Jwhpwd Uphunwlbtywuh hwunby dbqunpuiup wnwownnpytg pub-
unipjw vy, b wupwpybtunh dto gnpdhyp ujuuwynpy tig:

funphpnuyhu ppowunmd wjwunujuu Wwlynypht wunpunwpau wp-
glypynmud b puguuww tp quuwhunymd, <uyptithp — Uhyninp Juwbipu
wuhtwp Ep untinoty, hull unbinotynt thnpa Juwnmwpnnubpp puunmuywpun-
ynuid Ehu dwiup dtmunpwupubpny:

Shamamyan Narine
Ph.D., Institute of Archaeology and Ethnography, NAS of RA

THE PROCESSES OF CREATING A NEW MODEL OF DANCE

CULTURE IN THE EARLY PERIOD OF SOVIET ARMENIA

Keywords: dance, culture, symbol, sphere, performances, Soviet Armenia, con-

trol.

In the early period of Soviet Armenia, the relations between politicians and
culture were closely related. Without the permission of the Center for Culture
Agitation, which was under strict local and Moscow control, the repertoire of
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any cultural sphere was not compiled. Poems and songs dedicated to Lenin and
Stalin, as well as Beria were considered compuslivly in the program, and the
communist symbols - hammer and sickle, the star was mainly expressed in dance
performances. During the period of the Cult of Personality (1920-1954), the task
was to create an international, socialist culture. The standard of evaluation of the
artistic work was considered to be “National in form, socialist in content”.

Our task to discuss dance culture during the period of Stalinist Repressions,
in particular to reflect on the banning of folk dances and the programmatic pol-
itics of creating new contemporary dance performances. Culture, particularly
dance, took on an ideological tone.

The figures of Stalin, Lenin, Beria considered political symbols were includ-
ed in the dance performances. As a rule, before the concert the international
song of the “Nations of the Soviet Union” had been performed, then - poems,
and songs with political content, dedicated to Stalin, Lenin and Beria.

During that period, Srbuhi Lisitsyan staged agit-performances: “Cominter”,
“Struggle against cracks”, “Wounded flag bearer”, “Hammer and sickle”, “Ger-
man police and communist”, “Viva red China”, as well as “Pioneer” ballet, among
the performances of Tatul Altunyan’s “Song-dance” ensemble is “Soldier’s
Dance”, “Dance of Sevan fishermen” and others.

It should be noted that in connection with the establishment of the Soviet
Union in 1938 the festival of “literature and Art” was organized in Moscow, in
which Armenia also participated. Armenia was represented by Tatul Altunyan’s
“Song-dance” ensemble, Srbuhi Lisitsyan’s “Rhythm and Plastic” Studio, and
Sassoun’s dance group from Ashnak village led by Vahram Aristakesyan. The
Sassoun’s folk dance presenting in the stage was an extremely bold move during
the active period of Stalinist repression, which did not remain without conse-
quences. In the same year, Vahram Aristakesyan was accused of espionage and
the great figure of the dance art was arrested.

In the Soviet period, reference to traditional culture was prohibited and
negatively assessed, it was impossible to create homeland-diaspora ties, and
those who tried to create them were condemned with heavy charges.
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Lhifuwpwnbp’ pnipguyup Jud Ynioq, wmhjwih, Leuwuh hwjw, hwjuwh,
nwnph hwupnwd, qnyg, Jhum, tm-wnwy, we nunuw)], yupwuph, dkjnwu-
wuwih:

Lhuwyh wupbnuwuwlubpu m ynippwyuptipp Yp Yngnihu Shjwuh: Shjw-
h et Yp Lywwykp wwptmwiwy umwgly, whiwuh peuly” ynipgujuph
ke Wby, mhyuuh pupty’ smpswgup nuntwy: G btpguyhu b ek -
Juyht ympouyuptipmiu phuwwghp Ynoq ’putiu, punwgh’ Jugp, huly dni-
uwitinghp” nwuwpk, npny Yp duuggnihu il hwpunh wpwputipniu gnipg-
wwptpp:

Lhuwyh by mhjwuhu Yp untmgnibp gnintwgny m pdpniyny: Uhyw uy
tmbp Eu umwuquoéniutip: Gup Lninuwatwu pumwuhpp, npniu utntugquodni-
utinp dhpwn ubipuy Y'ppjuwght pninp hwunhunphiuubpniu, nt wunug yup-
auunpniphtup «uwwyu»n Y'pup: Uunup ko juwunuwywnniphiu untinonn
gnpdhpubtip Ehu: “btn opowiwlh ke’ hnymutpm owwyhtu kg, punh uky
nwithphtt Ypuy, whjwuh Yp thsbh quiugny, pniguwghng fuad wipnnipny:
Uyu Jtipph gnpohputipp pwintip ghnbhu gnpowoty, hptiup Yp phukhu:

Pipwpwiughip wuptinuuwy Yp Ynsnith hwgue:

Shjwuht, pun dtp Ynndt humwpwgpmuo uhiptpnit, Yp punjuuwy
httnbtiw pwipptink.

— Lhuym hwjw, muh 3-4 yupuwal m huwdunyunwufuwt mutwy.
Ltuym huju’ qniojq, Rtuwynt hwjw' pwp, Rtuynt hwjw' thn-tunwud:

- Quuuyh pwppp niuh Sujwwh dniunpp, Sujwwh phehy, Swjwuh
qniojg wwnh, Swjwywh ppuy, Swjwwh pwp: Muptnuuwlh wuntwu pw-
nunphgubtipu wy Yp phjunpth wwph Ypnnjet nt nnptpne pupdnudp:

fudpwyhtt wwph tnuwuwy Ep Cupuh hwjw:

Un Jyuynih, np Ltiuwyku nnipu junmwpninng nijunwugquugniphiuut-
nmi’ phuwwghp hptiug htn §p mwubht twb hpbiug tmwuquonmtpp:
duwuwm Lk, np wju yupbtquwuwlubpu m pynipgwyuptinp Yp umwpnibhu aub
Uuwnhnph opowtth pnnp ghinipmi dke” Umbwnhw, Upwin-utntht, Suht-
Bugniyht, L Wudwpghutpp' twjuht unibnhwghp, dhtsh wyuop wy
hptiug UEY wuptmwuwyn Yp Ynsku Ltugnt hwjw:
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wpupnnnipbubu, mppue opnwu hwpuwubwg futtnptu dhush ywpwe
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Cnippyyuptinmu b tbuwwupbpniu p dwuuwyghbhuvwb Yhubipp: Uunup
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ubjnwuwwpht, np Yp huljbp m Yp hwumwunbp punuwhpuwywpuyh jupg
n1 Juunup: Mupp uvwwwyny Yp gjjuunnnpkp dkyp, np Yp Ynymbp ubpdwnwgw-
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wwht punhwiipuwtu ppowiiuh up Ghijhunuuph §'ppwp:

1920-wwuutnnil, bpp Yp uppt dhoyniuwlguljuu yEatpp, wyu jupgnp
U'mubitwy) Juwuqunphy m wujunwjwpth hwigudwup: 1928-hu Swpw-
nnipuiuh dky hwputhph up ghotipp pwgpynip ntinh i niubiuwy, Ypuwlngutp
Up junth: Uwpnhy Yp gnhnihu, wdpwunwubwjutin dhusl 1939 . Uunhn-
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Tcholakian Hagop
Dr. Habil., Institute of Archaeology and Ethnography, NAS of RA

TILANI OR KESSAB DANCE MUSIC AND ROUND DANCES

Keywords: round dance, dilani, Kesbu hava, halabi, kick, double hit, odd hit,
back and front, turn right, barnashi, meydanbashi.

Kessab round dance series are called Tilani. To blow a tilani means to play a
dance, to “catch a tilani” means to enter a round dance, to “pull a tilani” means
to perform a round dance. The round dances in Kessab dialect are called wooz,
literally “running”, and in Suyediye dialect are called tapke, which is also known
as the round dances of the southern Arabs.

In Kessab, the tilani played with the zurna and the drum. They have always
their players. There was the Zurnajian family, whose members were always pres-
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ent at all ceremonies and their remuneration was a sum of money. Zurna and
drum were instruments of great enthusiasm. In a narrow circle, in the shepherds’
hut, on one of the roofs of the neighborhood, tilani was blown with a gaval,
shupapi and arghur. Many people knew how to use these last tools, they made
them themselves.

The music of each round dance is called hava.

Tilani, according to the materials collected by us, consists of the following
series:

— Kespu Hava, has 3-4 formal and appropriate parts. Kespu hava: pair, Kespu
hava: taq, Kespu hava: eit-earanj.

— Halapi has 5 parts: Halapi tzuntr, Halapi titiv, Halapi zooik ati, Halapi ir-
kan, Halapi taq.

The components of the names dictate the rhythm of the dance and move-
ments of the feet.

Harsin hava was a group dance style.

There is evidence that during the pilgrimages outside Kessab, they also took
with them their zourna and drum players. It is a fact, that these round dances
were also performed in all the villages of the Antioch region: Suetia, Aramo-Gh-
nemie, Gnie-Yagoupie, etc. The people of Ainjar, former people of Suetia, still
call one of their round dances Kesbu Hava.

It is said that in the old weddings, the music players were not separated from
the wedding ceremonies for three days, from the wheat washing and threshing
ceremony on thursday, from the wedding ceremony on Friday to the end of the
wedding ceremony on Saturday evening. At night, round dances were performed
around a huge bonfire. Women also participated in round dances and solo danc-
es. They would have a greater presence in dance songs.

It should be noted that the round dances with trumpets and drums created
great enthusiasm. Meytanpashi was always present in the square during this
period, who was monitoring and establishing the rules and regulations of the
playground. The dance was led by someone called Seymanpashi. Seymanpashi
would tie the end of the staff or belt to the “dancer” of his choice. then the others
entered the armpit. Seymanpashi was generally the eikitpashi of a frame.

In the 1920s, when inter-party disputes escalated, this order had a disturb-
ing and unmanageable circumstance. In 1928, a fight took place on the night of
a wedding in Karaduran, shots were heard. People died; defendants were impris-
oned in Antioch until 1939. The bride is called “ganli kelin”, the bloody bride.
Ceremonies with tavul-zurna are prohibited or used only in narrow circles.
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Dlappnuywu Edile
u.q.1., SUP

EQEL 20-py FWULh CUS FNANLLAUNUL MULH
MUSUNRBNRUhS

Lhifiuwpwntn’ yuundmpmi, ywp, unninhw, hwunwnn, pwiwhymunip-
jml, tpkfuwubph niunignid:

Qulnygh twyuwmnwlu £ hwdwnnn punipugnpty huy dnnnyppujut upw-
nh' 20-pn 1. wuwudnipyniup b nmwppbp Juquultumpniuutph newqgqug-
nugtinutiph gnponubtiniypyniup: <wy wwpwyhu Wwlnypep qupqugty L bp-
it mwpwdwrpowutpmyu’ wptidnwhw) b wplbjwhwy: Upbidnwhwywu-
nwund ujunynid Ep hwynud npiygh hnwjujuu b dpuwuuhujuu dw-
Unyp, hull wpbuwhwy opowiunid Utd ntn thu qpuynmd wjuwunuyju,
Unyuyyui, uwynuwht wwunbpp:

(hPihunid npnpwh ntp mubkguwy Cwyng wgqugpuyjuu pultipnipni-
up, npp Juquuytpynid Ep wupwhwunbuutip: Gphwund Tugihwjuu wy-
gnui 20-pn nuiph uljqph thnnuyhs wwguudph b dnpmyprwljuu gnpdhp-
utinh, huswbu vl uhpnnuwu puwbtpufudpbph utpuywgnufuiph hw-
dwp Junmgybg pbidwhwppwl b wwpwhpuwwpwly: Udhup dby-tpim
wuqud Juquuytpuymd thu wuph bpbynutp n phdwwhwuntuutip
Unipp £nhthuhdt ophnpnwug ghttumghwnud: Ujuytig wwptiph uinninhwub-
nnud niunigdwu pupdnidp:

Cwjwunwih Cuupuytimnipyuu juqduwynpdwdp 1920 p. Gplwu nb-
nuthnfutightt puquwphy Wwynipuyhu qnpdhsutp, wny pYmd” @hhuh
owtipwhu pwwnpnup pujimh dhuwumwnp dwhpud Uphunwytivjwup:
1924-hu pugytg upwu ntjujupmpjudp «Duwunhlwh, pbdwuu, pun-
pwhu wpbbpuy, §njuuwu b Wpnyuwuu yupbph unninhjuy: Myuu-
whiuwh nuuwwmniu bp bwgqlh Lhuhgjwup: Shnwgquymd wuptipp wu-
Juiglightt wqqugpuwiu’ [Ghdihuh wqqugpuju puljipnipyu ophiw-
Uny: Cpowuwygwpunutinp ujutight Gphwuh dbpdww gninbpnid puuw-
Juimty unynpwd wyuptipp: Nwpupytunmy untndytg tpynt mynnipniu’
wywinuiwu ywupbp b wjuwtiu Ynsjud” wgqugpujuu: Ukd nhip juwnw-
ght ojhuwhwnwutpp, tpp jmpupwignip dupg ywpunwnhp wtanp Edwo-
uwygtpn hp wwpwjudpny: Gplwuhg htinm quuynn gynintipnh fudpbipp gni-
gunpnid bhu wjwunuwluu yuptp: hull Upnmwpuyh b Upupuwnh ppgwth
qnintipp’ Uphunwjtiywuh wuptiph juwnuguyyp:
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Uju uny mwphubiphtt ujubig qupgquiw unp npnmpgniu’ wuuwnhy
wuwpnp, nph nunighsutine Ehu “bwqtih Lhuhgywup, Swudhy Uhpniywup b
Uutw “Fmiphwwup: Uppnihh Lhuhgjwup 1930 p. mtmuthnfuymd £ Gphwu b
nhpun-yjwuwnhly wwptiph niunignufu nt dnpnyppuljuit ywuptinh gpuugnt-
up unwund £ dwutwghnwlwu pupap dwupnul:

«Unjnwluu wpytuny wduwgpmd 60-wjwuutipht myugpynid L
nnntphu htmhtwyh' B Mnpnuywuh «p E gumd dbp wpupupy]tunps
hnnwon: Cwupnipjuu Uty b dwdnynd uuynid £ puuwytd: Mwptiph pb-
dwnhputipp wunmd Ehu, np dnnnypnujuu wwpbtiph pninp mbuwlubpp
hwinyputiph fuunuguwuymd u: Npytugh wuywugmgyh, np dnnnypnh dby
yuwhwwuyl) Bu wuptiph unp mwpptpuyutp, 1969 p. Cwwnwjuh wuptph
Upnnubiph oqumpjudp hpuwwuwgybg huwgnyu wqupwabbph numgnid:
Uyuytiu yuquuwytpuyytg «Lwuwynipujuu» hudnypp: Ujuytg owupdnd
ntigh bpuhl wup: Shokgubd, np Yhunfughljubipp whnwwi dhugnponudut-
nh mpudwnpnipyuu nwy thu, hul dnnnyppuwjuu yupp upwug htmwpp-
php skp: Umhujywd Ehup inwppbip wnywuitipnhg wwlgnipyniu futinpli):

Uqqugpugbtinubinp dkd nip mubgu 1960-wjuutiphtu dnnnypnuljuu
tingtiph awjuwgpdw, wuph b tpgh fudptiph juquuynpdwu gnponid:
Uotiup Cuynhly b Uwpn Unipurguiuutiphu, (dninhy SCwpnyuuhu, Upniuyuy
Uwhuwljwuht, dtuyw lvwsunpyuuh, Eddu Mbwmpnujwupt: «dwugnipu-
Juuy» fudph Juquuwltpuynuip ophuwl nupawy wy) gynintiph hwdwp, opp-
uwl” Upuwlh, npp Yybpuluuqutg hp funidpp, Uwumuhyh, Uyupuih,
‘Utipphtu “MJhuh, Ywpuwunpmph bu: Lpqwd fudpbpp nupdwu Uywlnyeh
twfuwpupmpjuu b Nnjhnbfuuhjuyuu huunhunnnh jugdulipuyuo
thwnwwnnubtiph Wunwlwu dfwutwhgubinp: fnpnp fudptiph tgputhwlhy hw-
utipgp wbinh tp mutunid duyhuh Ytpohtu' Uwpnupuuywnh dwlumnwdwp-
n hhpunwlih opp:

Uumnhtwuwpwp thnjuytig yapupbpdniupp dnnnypnpujuu wpytunh
hwuntiy: Udku pwpwie ntidhunp U. lunidwpjwup hinwpawynd Ep hwnnp-
nnufutiph pwipp’ woluwphh dnnnympnutiph wwptiph b wqquyhu wwpugh
dwuht: Uju unip wmwphutiphu Gpuwuh «Uhp» htmniuwnwpuytipnipiniup
Juquulbtpynd Ep «Uhp» hwdwdhnipbuwwt dwuuwaninh htim hinniu-
wnwluwinpeutip” hpuhptiyny judptip, npnug dSpugpmu pungpyywd Lh dn-
nnypnuuiu yuptip b fuwnbn: Un gnponid ukd ntip mubkguu . Giuunig-
juup b L. Ydwypjuup:

Eptfuwutinh wjwunuyuiu Wywlnypeh niungduu gpomd utd ntip nub-
guy Uujuyumnwutjuu ginughmnuluu jhunpnup: Swupptip nuphub-
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nhu niuwubkght dnwn 200 wywytipn «Cwultiny, «Uwpupniy», «Swypnuy,
«Fnpwup» b «Umybputiph puwnpnuy fudpbpmd: Cunphhy 2. (Gwqugyu-
uh U . Uytnhuywuh’ wyu fudpbipp gnyunbiight dhug Wbp optipp: £€ Yug-
dwynpdwdp wuwpupybumnd uljutight hhduwnpyty unp judpbin b unp nin-
nnipniuubp:

Petrosyan Emma
Dr. Habil., Institute of Archaeology and Ethnography, NAS of RA

PAGES OF HISTORY OF ARMENIAN FOLK DANCE
IN THE 20th CENTURY.

Keywords: history, dance, studio, festival, folklore, teaching children.

The purpose of the article is to briefly describe the history of the folk dance of
the 20th cent., and the activity of various cultural organizations, Armenian cho-
reographers and ethnographers. Armenian dance culture developed in two re-
gions the Western and the Eastern. There was a tendency towards the Italian and
the French culture in the Western Armenia. The traditional, the Caucasian, the
salon, and the ballroom dances were performed among the Eastern Armenians.

The Armenian ethnographic society played a certain role in Tiflis, which was
organizing the masked balls and the folk dances. At the beginning of the 20th
century in the English Park in Yerevan a wooden stage was built for the perfor-
mances of brass bands and folk instruments ensembles, as well as for amateur
theater groups. There also was a dance ground. The officials organized dance
evenings and masquerades at St. Hripsime girls’ gymnazium once or twice a
month. The movement of dance studio started.

Many cultural figures moved to Yerevan with the formation of the Republic
of Armenia in 1920. The ballet soloist Vahram Aristakesyan arrived here, too.
“The School of Plastic, Stage, Traditional Oriental, Caucasian and European
Dances (studio)” was opened in December of 1924. The manager was Aris-
takesyan, and the plastic teacher was Nazeli Lisitsyan. The dances were called
ethnographic as the example of the Ethnographic Society of Tiflis later. The
graduates started working in the villages near Yerevan and teaching dances they
learned in the Studio. Two directions were created in dance art: the local village
dances and so-called ethnographic dances. The Olympiades played a big role
therefore each region had to participate with its dance group. The groups from
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villages far from Yerevan, where Aristakesyan’s students didn’t teach perfomed
the traditional dances. And the villages of Ashtarak and Ararat regions per-
formed Aristakesyan’s dances.

A new direction has emerged in plastic dance, whose teachers were Nazeli
Lisitsyan, Hasmik Sirunyan, and Anna Durinyan. Srbuhi Lisitsyan moved to
Yerevan in 1930, and the teaching of rhythm-plastic dances and the recording of
folk dances rised to the professional level.

In the 60-s the “Soviet Art” magazine published our article “Where does our
art of dance go?”. Discussions began in society and in the press. Dance directors
claimed thatall types of folk dances are already in the repertoire of state ensembles.
In order to prove that dance variations still existed among the people, in 1969, with
the help of Shatakh dance carriers, the training of the oldest dance forms began.
Thus, the “Vaspurakan” ensemble was created. The desire for ethnic dance began.
At that time, only state associations had film cameras, but they were not interested
in folk dance. We were forced to seek support from various authorities.

In the 60-s ethnographers played a major role in the recording of folk songs,
folk dances, and singing groups. We would like to mention Hayrik and Maro
Muradyans, Rudik Haroyan, Arusyak Sahakyan, Zhenya Khachatryan, and
Emma Petrosyan. The dance groups of Ashnak, Sasunik, Nerkin Dvin, Katnagh-
byur villages and Aparan were revived. These groups became permanent partic-
ipants in the festivals organized by the Ministry of Culture and the Polytechnic
Institute. The final concert of all participants took place at the end of May, on
the day of memory of the Battle of Sardarapat.

The attitude towards folk art gradually changed. Every week director K.
Khumaryan broadcasted a series of programs about the dances and national
costumes of the peoples of the world. In those dark years, the Yerevan “Mir”
television union organized parades with the “Mir” all-union branch, inviting
groups whose program included folk dances and games. K. Yelanuzyan and N.
Davtyan played a meaningful role in that process.

The Children’s Aesthetic Center played a major role in teaching children
traditional culture. In different years, about 200 students studied in “Hasker”,
“Maratuk”, “Tavros”, “Goran” and Shadow Theater groups. These groups sur-
vived until our days thanks to Z. Tagagchyan and G. Avetisyan. With the forma-
tion of the Republic of Armenia, new groups and new directions began to be
established in dance art.
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Niappnwuwinu Cwdjlaop
. q.1., 6GNL/ LUb

QUNe Gh vuLRNRSLL LUS UpRLUTUNMBUL
aTrAcUdLUMYt yuruuuve,h Gh SUNTLULUNUSE Y
QUSUG URULAUYLE D

Lhifuwpuwnbkp’ wup, Jutgnyp, npnydwquipny Jupwu, nwujwiwpupu-
Jht uwnytpupwunuy, nhdwyynpnd, hwpuwuhp:

Uhsuwnwpjwu hwy pphunmnubujuit wuwnytpugnpnipinitup phy pw £
yuwhwwuly wwph b fjutignyph dwupht: Muwymnuwluu dbpdnnujuu Yybpw-
ppdmupp nyh qupawupu nt nipufunipimun yuwydwuwynpty By, np wp-
fuwphhy  uwuph  puqiwehy  gpubnpoifutp wunltipugpnpbn ntin
squnubiu nuywuwuiu gnpdtipnid: Uju pugn npnp swthny jpugund Gu htw-
ghnnptiu pujwlwi htmwgnunywd' 12-13-py nuiptiph ppnodwqupn Yu-
pwuutinp, npnug gnunpubipp tppbdu ubipuyugunid Gu awlb fuuenyph L
wwnph mbuwpwuutp, b 15-18-pn puptiph muwwwuwpwptipp, npnup Wywwm-
Jtpnd Bu hwugnmigywjubiphu npufunwyhu-hntwuuwu dhywgugpnmid b p-
ntuwuyuwu Yepyuwynpnidny:

Uhuwyu tquyh nyptipnud £, np wwpp utipuywgynid £ npytiu hupunti-
npnyu phdw: Uyju npiygpnid hnphujwdpp, npytiu juunt, Juquwsd b dtinph-
np Ybtp wupqud tptip Ypwwptiphg” dhgmtmnud wiftih thnpp $hgmpt L,
Unnptiphg” wytyh Wb Yapyuputpp: Ywpth § hujuuwuy hwdwpt), np
gnpo mubtiup punmwutjuu «nphiwuuph» pidwgh htn, npu hp wpumwhwy-
wnipjniuu L gty twl fuwspwpuyhtt wunytipupwunuynid:

Udgh hwwjuwyh £ juugnyph mbuwpwuutipmd wwpnnubph wnfuw-
jmpmun: Cun npnid, Juptih  funuly fuugnyph b wunh uhuyptinhquh dw-
uht. yuwpnnutipnp hwwfu dtmputipht mubu quyuwpubnp, fuwunnnh nnynyq-
utip, ownuqupntp bu: Opng oppuwutp utipuyugunid bu hwpuwutjuu
wunnn qnyqbph jud ] ymgbpbuhu wupny nhiwynpnm mbumpuwuubn:

Uju hnphujwoéputinh hwdwnhp puunipiniup dhsuwnwpjuu futignyph
hufumtipunnid hiwpuynpnipyniu £ muhu B wth punupawuljnt ww-
nh hpunuuu nuywmp b puubyn npu hnfujuyuljgywos npubnpmdubpp
nnuwluu nt Shuwjuu quuwuquu hwdwhpubtipnid:
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Petrosyan Hamlet
Dr. Habil., Yerevan State University / Institute of Archaeology and Ethnography, NAS of RA

DANSE AND FEAST ACCORDING TO MEDIEVAL STAMPED
JARS AND TOMBSTONE SCULPTURES

Keywords: dance, feast, stamped vessels, tombstone sculpture, wedding.

Little information has been preserved about dancing and feasting in medie-
val Armenian Christian iconography. The official rejection of merriment and joy
meant that many manifestations of worldly life were not to find a place in reli-
gious themes. This gap is to some extent filled by archaeologically well-studied
stamped vessels of the 12th-13th centuries, on the belts of which scenes of feast-
ing and dancing are sometimes also depicted, and tombstones of the 15th-18th
centuries, depicting the deceased in a heavenly setting and in an idealized image.

Only in rare cases is dance presented as an independent theme. In this case,
the composition usually consists of three figures with raised arms: a smaller fig-
ure is in the middle, and larger ones are on the sides. It can be considered prob-
able that we are dealing with the theme of a family “portrait”, a theme that also
found its expression in the iconography of khachkars.

The presence of dancers in feast scenes is a more frequent phenomenon.
Moreover, we can talk about the syncretism of feast and dance: dancers often
carry cups, bunches of grapes, flower garlands, etc. Some examples show scenes
where couples dance at a wedding or greet the suzerain with a dance.

A joint examination of these compositions in the context of a medieval feast
makes it possible to further expand the scope of dance and consider its interre-
lated manifestations with various festive and ritual complexes.

Dplhgyuitc Enfupufull
u. ¢. p., nngliun, GNL / Upyh
QUL CUSUUSULH RUAULUShULUL
Gh RUAURUUUL CULFNRULELORU (2015 p., 2018 p.)
Lhifuwpuwnbp’ upuht wbpuwn, nwquuuwp, pnipgujup, punupwughw-
Juu b punupwluwu yupdnufubipn, «Bijmphy Gphwuy, «@wyw htmu-
thnjunipniu», pnswph, jupfuniuw, funjuuup, «pbpng»:
2015 . «bBjimphYy Bplwuy b 2018 je. «(dwyyu hinuithnjunipiniu» Yny-
ynn bphwywu punupughujuu b punupuwlwu jwpdnidutinh pupwg-
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pnid Junwpywd nuymuyhtt hnwgnnnipymtutiph hhdw Ypw' thopa k
wpynd pumpugptint, mhywpwubtygn b Yybpmotym gnygtiph wupuyhu
«ugbiiwputipp»” hppl Junwywpnipjw npnynidubiph ntd ninywd pnnnph
hugnuwyupdmuwiht mbpun b hupumpjuu Yytpuwhwumwwnmmd: <hojuyg
owpdnifutiph pupwgpnmud npubinpywd wwnbtpp nhunwpyymd tu tpbip mb-
uwlymuny’

m swpddwt juquwlbtpuhsubiph twutwuwu ugbuwpny punpguo
duyugpyuy tpudannipyuit thgngm] mnnnpninn fudpuwwptip,

m wqqugpuluu mwppbip judpiph hwypbkuwuhpuywu tpgh nt wwph
hupuwpnifu juwnwpnidubp, YEunwuh huynn tpg nt wjwq (qninuw,
nhny),

m gnigupwputinh hwuywumpwunhg junwpnidutip (Wehwwwp, qni-
quiwjup, pnipouwp) ¢

bppl wwypwph wpmnmwhwymmpemu’ gliphjund Gu wjwinuljuu b pb-
Uwnpyuwd nwquuwwptpp (pngwph, jupfunizuuw, funjuujwp, pbpn), huwypt-
twuhpuyuu bpgtipt nt «Qunwu hwng» b «PFudphny» nnp fudpbinh Juwnw-
pnufubipn: 8mguwpwnputiph hwdwjudpdwu nm dhuynpidwt wupuyhu wip-
nwhwynmpnu tu punund wjwunuuu onippwyupbipp, hulj onipyopjw
gnygtinh dudwuwuynp nunuputiph, hwuqunh juquuwibpydwu b wp-
htiunwywnpd tpudynwfuldptipnh nt hinhuwuwyhu tpgh tpiynyuu hudting-
utiph pupwgpnid’ Whuwwwptpu m gniquuupbpp (huyuui, Wpnuw-
Juiu):

Uojwo quugqyuowghu pwupdmidutiph pupwgpnid gpuugywo nupmnw-
Jhu wmphg Yupth | thwunty, np U juqiuytpugus, U hpupugu abw-
Ynpynn yupuwyhu mbipumtinp junwywpnipyuut ninnywd, hunwl ninbiné-
utip &b, npnug unphhy wdpnnowunud b wnwyt; wpmwhwynhy Gu nun-
unmid gnygtinh funupwyht, tipudynwuy, yunytipugpujuu n yuppug-
duwyhu mbpumbinp:

Gnynt gupdmdutinh wwpuwyhu nbhpuntinh hwdtdwmnmpiniuhg Junptgh £
tiqpujuguty, np 2015-h «EEyuphy Gphwu»-h hwdwwuwnmbpnd ywphu
wnuwy b ko nlip, ntn b dwupuyhu puquuquunipniu b hanjugyty, puu
2018-h wyjuwtu Ynygwd' «GFwyyw htmuihnfumpjuiy  hwiwnbpunnid,
npnid  gbpulpnnid Bu wjuiuwbiu. juqiwiipyjwd  hugnmuwfunupuyhu
(nhpuhy Juuupymdutp b dwjuupympimuutn), yuppugowhu nt yuwn-
Ytpugpuluu pununphsutipp: Uwjuyu wdhuubp upnuwy abuwgnpgud
ugbiiwpny pupwignn gnygtiph wunltpp ptilptig, tipp 2018 je. duyhuh 8-hu
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Uqquyhu dnnnyp ‘Uhiyn; Pwohywuht Jupyuwbin punptg: fnnnph gnygh-
np ybpwatight dnnnyppujuu mnuwjfudpnipjuu: Uuypwpwnuph jhunpn-
twuwu thnnngubipmd n hpwwywpwyutpmd hugnn puqiudwup tpud)-
nnipjniu (wgquyhu ophuting, huyptuwuhpuuu tpgtip, Fpunnwphg, nnp,
gnyglph hhtfup pupawsd’ «Luyp wpw...») nt wupbpp (wjwinuljwu §ipgb-
nh, pnswnh, jupfunpunu, wuqud dwudwuiwuwlhg fuugnypubtipht punnpny
nwpwpunyp dinuwwwpbp n nmwugn...) pwunnhy wdpnnonipywu Yhpws-
ytight: bulj htmwihnfjuwuu wuypwph wwpughu wtpunh Yhquibn,
hhwplyt, gnintw-nhnih huppwjuu wwugny, «Ynpha twynu» tpgny m
wuwnny, unppunhp Jupswytinhu funpudjuu 26 Swuwwwphbyu Ep:

Pikichian Hripsime
Ph.D., Associate Prof., Yerevan State University / Institute of Arts, NAS of RA

DANCE IN THE CIVIC AND POLITICAL MOVEMENTS
OF ARMENIA (2015, 2018)

Keywords: dance text, military dance, round dance, civil and political move-
ments, “Electric Yerevan”, “Velvet Revolution”, “Kochari”, “Yarkushta”, “Khoy-
apar’, “Berd”.

Based on the field research conducted during the civic and political move-
ments in Yerevan called “Electric Yerevan” (2015) and “Velvet Revolution”
(2018), an attempt is made to characterize, typify and analyze the dance “scenar-
ios” of the demonstrations as a sound-movement text of protest against the gov-
ernment’s decisions, and a reaffirmation of identity. The dances formed during
these movements are considered from three perspectives:

m Group dances selected according to the preliminary script of the move-
ment organizers and accompanied by recorded music,

= Spontaneous performances of patriotic songs and dances of various
ethnographic groups, live singing and playing (zurna, dhol),
m [mprovised performances of demonstrators (single dances, couple danc-
es, and round dances).
Traditional and staged military dances (kochari, yarkushta, khoyapar, berd),
patriotic songs and performances by rock groups (“Vostan Hayots” and “Bam-
bir”) dominate as an expression of struggle.
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Traditional round dances became a dance expression of the protesters’ con-
solidation and unification, while solo and couple dances (Armenian, European)
were held during the temporary breaks of all-day demonstrations, organization
of rest and evening concerts of professional bands and performers of authors’
songs. From the field material recorded during the aforementioned mass move-
ments, it can be said that both organized and emerging dance texts are clear
messages addressed to the government, thanks to which the verbal, musical,
pictorial and behavioral texts of the demonstrations become complete and more
expressive. A comparison of the dance texts of the two movements allows us to
conclude that in the panorama of “Electric Yerevan” (2015), dance is given a
larger role, place, and diversity of genres than in the context of the so-called
“Velvet Revolution” of 2018, in which pre-determined components of sound
and speech, behavior, and iconography predominate.

However, the picture of demonstrations, following a scenario formed over
months, changed when the National Assembly elected Nikol Pashinyan as prime
minister on May 8, 2018. The protests turned into a celebration. The multi-genre
music was heard in the central streets and squares of the capital (national an-
them, patriotic songs, ethno-rabis music, rock, the anthem of demonstrations
“Kayl Ara...” (Take a Step), and dances (traditional ververi, kochari, yarkushta,
even various hand dances and tango characteristic of modern parties) turned
into a chaotic wholeness. And the focus of the dance text of the revolutionary
struggle was to accompany the newly elected Prime Minister to Baghramyan 26
with the triumphant playing of zurna-dhol, the song and dance of “Ktrich Davo”
(Brave Davo).

Dnnnuywiu Uflapjuiuw
. ¢.p., LUh /7 CUUNNU( S

U8 NN rUuYuL hurh vUpRGLh
AEUULUL CUSNRUSE 21-MF FUMNRU

Lhifuwpwnbp' mwupug, Juuwug ptdwjut hwgnum, mpudwpngnt hw-

gniun, wpnwphtu Jtpywup, hwujuu ng, YJht gqupnunygubp, §hu b

nnudwnn wwpnnutip:

Bpuhy Wuynyph wwpptph, wy pynd nwpugh hudwhwpplgnuy,
unwunupunwgnidp, Epuhy qotiph Ynpniunp dwdwuwuyjhg wfuwphnd
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atinp Bu ptipt hwdwmwpwo punye: Aidwuu § hudwpymd wpmhunub-
nh' npipwuwuubph, tpudhymutinh, tpghsutinh, Wupnnutiph hwgniuwnp,
npny upwup hwuntiu Gt quihu pidnd: Swpwgp wytih pungpynia hwuljw-
gnipjniu £, put hwgmuwnp: Cudwhwpphgiut hunpuwhwpdwu ninhutphg
Uty wjwinuiui Wwynipuhu dunwugmpjui, wqquyhtt wpdtputpht
L wjwunnyputipht wunpunwpdu k:

Swpuq U wup thnfjujuytipht dudwuwyhu wunpunwpat) Gup wnwu-
ahu hnnudutipny: “Lhpju qiymguiwu tuyywmwyu £ nphowpytgng hwywu-
nwyywu wunph fudptiph gnpomutmpjuu Yytpwpbtpyu) wnjuw wqqugpu-
Juu b hwdwguugwihtt Wniptipp” Ytpmot) wwupnnubph wpunwpht Yhp-
wyuwnph Jupunpugnyju pununpunwpph’ phidwjuu hwgniunh «wqquyhu,
hwyjulwuy» (hutgm hwpgp: Guplnp juunhp £ wnwaauwugyby Yhu wupni-
unygubtinh b uuwug yuph fudptiph gnpdnmutimipyuu nt uwwnmmdubtiph wg-
qupuutwuwu nhnwpynuip: Ahdwuljut hwgniumh hbwpwynphuu 6hpn m
gnpugtn, hwyng nmwppbp mupuquudpbph wnwudbwhwmynipmiuutphu
hwpwqum jmomdubipp juhum Juplnp Gu Wuynpuwht mwpptpp' yqupp
U mwpwqp ghnwhbu ubpjuyugubn wnnidny:

Ptip b pdwjuu hwgniunu miubiu hpkug uunuutipt m wnwuauw-
hwnnipymuutinp: Uhbunyu dwudwuwl, piujuu hwgniuwnp jnipunt-
uwl] jwuniuh pnine L huyuuu mwupwugh wnwudahu hwdwjhputiph Ju-
nnigwopuyht, dujwopwjht, qupnuuwjupuyht, gniuught b wywuwghu
punipwgntiph hujuliwu nt hpwuwu Yud vwppnyh nt huwpnyh jhubgp
Gontithu: Ogunugnpotny wjwinuiui mwpwgh nnpiubp” wnwg ndw-
Ynpuwu dbwynpnnp sh Jupnn wn hwgnunubpp hwul] punbpuluu
hwppwyutp, pwuh np ptidu £ niuh hp Juunuubippn: Uhwu wyu ptiypnid
phdwwu hwgnunp opquitwjwu Jepwny Judpnnowguh wywpnnh Ybp-
wupp: Swujugwd wudymnipinu pidwljuu hwgniunh abjwodph, gniuw-
Jhtu quidwyh, qupnuuwjugh b utinwmwphpuyhu pudwunidutiph vk hwu-
gligunid £ wwpnnh Yipwuwph n-wdpnnowuu pujujdwu: Gppidu npw
htimbwupny huyjujun mwupwugp whnwjuynpynud £ npyiu «wiwyuly,
owwn owun b ny-hugujuiny: Cugjujuit mwpwgh ndwynpdwdp phdwljuu
hwgnuunmd wtn quwd ujuwjubpp hwdwpdbp Bu ufjuw] Wwpwpuyh b
Jtnd unwnwyjh:

Cudwgwugnd hwunhynd Gu «mwpuquyhu hwgniumy», «mwupuqu-
jhtu hptipy wujwunmdutipny Lotip, npnup h ujunh nutu hwyuuwu mwpw-
gh nény wpywd hwgnumutipp b jpwuyhwnypp: Oguugnpdywo £ uwl

89
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qupn b wy] puujwopubiph Yhpwunnwip:
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niu: Nuwph fudptiph dhwutwfw b unyu ndéh pidwjut hwgnunp unbin-
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wnwudiwhwminipmuutpht, gnupybumuuu hnphujwoph qunuthw-
nhu m funptingpuhwyhu: Swdwnph b wwpnnh Yepwwph, upw hwgniunh
qqugniiughu puyuynudp Gupwunpmd £ npu duh, nipgwgsdh, owduwjubinh,
qotiph, Yunph mbtuwjwum b gnyuh, quppuwiuwjuydwu npnpuyh hwdw-
dwuunipiniu: Cwwn Juplnp b, np phiduuu hwgniunp hwdwwyuwnwufuw-
up uwnwpnnh Yipyuph, puguhuwynh wyjuwy wwph gtmuptunwlui
Ypwuwpp, pwuh np wyu punwyhu nbntjumynipyniu yniuh: Cwwn Juplnp
E, np hwgniunp hwdwywmwufuwuh wwpnnubph, fjudph wunwdutph nw-
phpht: Uwtuljuiu ptfuljut hwgmump wtanp E thth hwpdwp' U ngh, U
wnph, U dujwdph wnniiny: Ukd upwtwlnipnu mutiu hwgnmumh gniyup
I nép: Alfwljwu hwgniunp wwpnnh «Epypnpn ndpu nedw)lu £, theng'

pungdtqn Ypnnh Yhpujupuyinpymup:

Poghosyan Svetlana

Ph.D., Institute of Archaeology and Ethnography, NAS of RA / Museum of Armenian
Ethnography

STAGE CLOTHES OF ARMENIAN FOLK DANCE GROUPS
IN THE 21st CENTURY

Keywords: traditional costume, women’s stage clothes, men’s clothes, appear-
ance, Armenian style, female choreographers, male and female dancers.

The standardization of elements of ethnic culture, including traditional cos-
tume, and the loss of ethnic features have become widespread in the modern
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world. Stage clothes are those of actors, musicians, singers, dancers, in which
they perform on stage. Traditional costume is a broader concept than clothing.
One of the ways to break its standardiization is to turn to traditional cultural
heritage, national values and traditions.

We have already studied and presented the relationship between national
costume and dance in different articles. The aim of this report is to study the
available ethnographic and Internet materials on the activities of dance groups
in Armenia and to analyze whether the most important element of the appear-
ance of dancers - stage clothes - corresponds to the “national, Armenian” style.
Ethnological monitoring of the activities of female choreographers and female
dance groups was highlighted as an important issue. Accurate and competent
solutions for stage clothes, corresponding to the features of various groups of
Armenian national costume, are very important from the point of view of the
scientific representation of cultural elements - dance and costume.

The stage and stage clothes have their own rules and peculiarities. At the
same time, a stage costume is a kind of litmus paper for checking whether the
structural, design, ornamental, color and symbolic characteristics of different
complexes of the Armenian national costume are authentic and real or impro-
vised and fictitious. Using the motifs of a traditional costume, the designer can-
not bring these clothes to the stage without stylization, because the stage also
has its own rules. Only in this way the stage costume will organically complete
the image of the dancer. Any inaccuracy in the design, colors, ornaments, age
and gender separation of the stage costume leads to an incomplete perception of
the image of the dancer. This is why sometimes the Armenian costume is called
“tasteless, very heavy and non-Armenian”. Inaccuracies in the stage costume,
made in the style of the Armenian national costume, are equated to an incorrect
dance step and a false note.

There exist Web pages with the names “ethnic clothes”, “items of ethnic
clothing”, which refer to clothes and accessories made in the style of Armenian
national costume. The name “ethnic dress” is also used, which, however, refers
mainly to those made of fabrics of non-Armenian origin and style.

The silhouettes and variety of clothing complexes, the use of different acces-
sories of headdress - veil, headscarf, forehead adornment and elements of shoes
- socks and shoes, as well as the use of embroidered, printed or other types of
fabric are recommended for modern stage clothes.

Modern stage costume performs a symbolic, indicative function. It contrib-
utes to the creation of a scenic artistic image. Similar clothes of the same style
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worn by the dance groups create the necessary emotional atmosphere. The stage
costume is a success if it corresponds to the individual characteristics of the per-
formers, the idea of the performance and the choreography. Emotional percep-
tion of the performance, image of the dancer and his\her costume presupposes a
certain proportion in its shape, silhouette, lines, ornamentation, assortment and
color of fabric. It is very important that the stage costume matches the image of
the performer and his\her age, reveals the meaning of the dance, since there is
no verbal information in it. Children’s stage clothes should be suitable in terms
of style, fabric and shape. The color and style of clothing are of great impor-

tance. A stage costume is a dancer’s “second face and skin”, a way to emphasize
the personality of the wearer.

Uwhwljjuwiu Lmupul
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Nunp hujuyuyuu wywuwlnipynu  niutigt) hwdwyluwphwyht Yndwn-
ghunpuuu wpybunmph dhwynpdun b qupqugdwu dby: Mumndwljuu
wnwpptip opowthnytipnid wwipp npuipdly £ Yyndynghnnpujuu untinowgnnp-
onipyut ptidwnhy b pnyuwunwuyh hhdp: UYkhu, Gpudymuljuu nwp-
pbp ninnnipyniuutipn b dwuptp, dadwy dwuwdp qupqugly Gu wwpuwpybu-
wnh dhgngny:

Lunygh oppwiwnud Ythnpabup ubipuywuguty hwy Yndynghmnpubiph
wpytiunmd wwph nlipu m wwuwynipyniup: Undynghmnpujuu nupngh
qupqugiwu hwyhpd wwundnipymup Ythnpabup nhnwpyty yupughu
dwuptiph b npuug yapunpuinpnidutiph dhongny:

Uqquyht Yndynghmnpuyjuiu nuypngh qupgugdwu dwuwwwphht dn-
nnyppuuu bpgu n wupp mubgl) Bu npnphy wywuwnpniu: Shgpuu
2nmiuwgyuuhg Uptsh dwdwuwuyhg hwy Yndwynghnnputp' hptug bpju-
guulnd ubipwnty Gu ywpuwyhu dwunptin:

Nuwnh Shuwjwumpmuu m uhulptnhqup, nhpuhl b qquguljuu
wnwuduwhwnnpniuutpp, Jwpddwu jhgptipt m puquuquunipiniup
tpudynwljuu dnwhnugph wupwlutih dwuu tu jugqdmd: Uytghu, huy
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Unudwynghwnnputinh hwdwp yupt wyu dwupu Ep, np pugtg «typnytihquh»
nnubipp: Nuunwhwluwu $kp hwy wgqquyhu nwuwlwu Yndwynghmnpuljuu
nupngh hhtuwnhp Undhnwu dwpnwwtinh” wnsuth powfuunhp Jpw-
ppdmupp yuptmuwuwyutiph ujundwdp:

Gret 19-nn nuph hwy Yndwynghnnph hwdwp wwptpgu m yupbnuuw-
Un nunund Ehu npuptwdnipuyhu jud fudptipquyhu dywldwu ynie, wyw
20-nn nupnd, wwunph yephdwumwynpdwu b ppmpbqugduu wpnyniupnid,
hwy nuuwluu tpudynmpjuu dte untmdynid Ep wnwohu pujtnp:

Cuywnuh b, np yuwpupytiunh Gpujfunwynp Uppnithh Lhuhgjwup nyg
vhwyu hwjwpugpnid b gpwugnmd Ep hwy dnnnyppujuua yuptinp, wh
wyn wupbmuuwlubpny pbidunpmid bp punbpufuuntin: U. Lhuhgjuuh
hwdwhbtinhuwynpyudp £ untindyty Uupghu fwupfuninupjuuh « buphuti»
puytonp:

Cwy tpuwdymupytiunh vty wnwoht uhddnuhl wnihwnh, uhddnuhly
yuwnitph b juyuwow]wd uhudnuhugh hwdwn ptidwunhy jud pnjuunw-
Juyht hhdp hwtwju nununid Eht wqwpuwyhu duuptpp: UWguwuwynp Yndwn-
qhwnptiph qpsh Y huwndbiuh wwptingtiph Wmtiught gdtpp uhud$nuh-
qugynud b unwumd Ehu ginupytumuyuu unp npuy b wipnmwhwynswju-
unipjniu: Upnh Yndynghnnpuljut wpybunnid wgqquyht ywph wpfuwhy
U dhuwfuwi punypp Lu htwppphp thnthnjumpmtitph § Gupupyynd
dwutwynpuytiu tpudynw-pidujuu uhuyptinhy dwuptipnd, huswhuhp
tu duowfuwnp, dhunbtiphw, owytinw-pwjtivnp: bppb hwdwdwpnjuyhtu (b-
qni’ wwpl hp yuuwhuyny b gquguniupubiph wnwmnipudp wnuty
pwit hwdwhniy £ dwdwuwuljhg yndynghmnpujuiu gptijundhtu punpn)
huwputiph, htyytu uwl unp Gpudymuyu (kqyh hngbpuuwwuwgyuws-
Epuujptiupy punyphi:

Sahakyan Lusine

Ph.D., Yerevan Komitas State Conservatory
Head of the Department of Music History

DANCE IN THE ARMENIAN ART OF COMPOSING

Keywords: composer school, dance genre, Europeanism, dance song, ballet
“Narine”.

Dance has played a crucial role in the formation and development of world
art of composing. Throughout different historical periods, dance has served as
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the thematic and substantive foundation of composers’ works. Furthermore, var-
ious musical trends and genres have largely evolved through the art of dance.

In this report, we will explore the role and significance of dance in the art of
Armenian composers. We will examine the brief history of the development of
the composer school through dance genres and their reinterpretations.

Folk songs and dances have had a decisive significance in the development
of the National Composer School. Tigran Chukhajian, as well as many contem-
porary Armenian composers, have included dance genres in their repertoire.

Ritualism and syncretism of dance, along with its rhythmic and emotional
features, dynamics, and variety of movement, are integral to the musical idea.
Moreover, for Armenian composers, dance was the genre that opened the doors
to “Europeanism”. It was not a coincidence that Komitas Vardapet, the founder
of the Armenian National School of Classical Composers, had a meticulous ap-
proach to dances.

For Armenian composers of the 19th century, dance and choreography pro-
vided material for piano or choral works. In the 20th century, through the rein-
terpretation and crystallization of dance, the first ballet in Armenian classical
music was created.

Srbuhi Lisitsyan, a great admirer of Armenian dance, not only collected and
recorded Armenian folk dances but also staged plays featuring these dances.
Sargis Barkhudaryan’s ballet “Narine” was created in collaboration with S. Lisit-
syan.

Dance genres often formed the thematic or content basis for the first sym-
phonic suite, symphonic poem, and extended symphony in Armenian music.
Under the pens of eminent composers, the melodic lines of ancient dance songs
were transformed into symphonic works, acquiring new artistic quality and ex-
pressiveness. In modern art of composing, the archaic and ritualistic character of
national dance undergoes interesting changes, particularly in music-stage syn-
cretic genres such as pantomime, mystery, and opera-ballet. As a universal lan-
guage, dance, with its plasticity and emotional richness, aligns well with the new
techniques’ characteristic of modern compositional writing, as well as with the
psychological and expressive nature of musical language.
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Ep dwujujuu fudptiphu nm tphjuwubph Ypud hwgniunhu: tpw hpw-
nnipjniut wubkipjpw whwp L hwdwyuwnwufuwutigytp dwujuljuu fulph
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Enup dudwuwl wmwpptip dyunipuyhu wpdtputin Ypnn dnnniynipn-
ubipp, Ynnp-Ynnph wyyptyny, sk Jupnn Junuuupgus duw) nehpup htio
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Sargsyan Armen
Dr. Habil., Institute of Archaeology and Ethnography, NAS of RA

NATIONAL TRADITIONAL DANCE
AND ITS CHALLENGES THEN AND NOW

Keywords: national dance, ethnographer, group dance, dance song, rhythm,

dramatization, national costume.

Among those merited by the art of Armenian national dance, P. Sevak dis-
tinguishes the titanic work done by Srbubhi Lisitsyan, since she has “rescued and
is rescuing from loss the enormous wealth of our dance” The poet rates her irre-
placeable contribution in the field of Armenian ethnography as high as that
made by Komitas and Abeghyan.

Sevak highly emphasized the correct and appropriate use of our multi-lay-
ered and multi-colored folk costume in the Armenian national dance groups.
According to him, the uniformity of the dances performed by traditional Arme-
nian national groups was also due to the uniformity of the folk costumes worn
by the ensembles performing in the regions of the republic.

The poet was against and intolerant to any false, sham and artificial staging
of dance, especially when it concerned kids’ groups and the clothes worn by
children. Their use should definitely be adapted to the age and spirit of the kids’
group members.

Peoples living side by side for a long time and bearing different cultural values
could not be isolated and not communicate with each other. Willingly or not, they
transfer and adopt the linguistic, cultural, social and living values to each other.
This process is noticeable not only in the oral culture of ancient peoples with the
same cultural roots, but also in the oral culture of peoples who entered the historical
arena more recently or were forcibly or voluntarily resettled from other regions.

These interactions are visible both through the use of certain musical ele-
ments, appearance and clothing, due to the use of costume nuances. Such mani-
festations of interaction are present both in the folk culture of the nations living in
the Black Sea basin and the Armenians who settled there (Hamshen Armenians),
as well as in the folk culture of the Armenians who migrated to the coastal areas of
the Mediterranean 1000 years ago (Armenians of Kessab, Armenians of Cilicia).
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Sargsyan Margarit
Institute of Arts, NAS of RA

GENRE TRANSFORMATIONS
OF “ECHMIADZIN” DANCE SONG

Keywords: Echmiatzin, genre, version of song, transmission, ashugh song, ritual

song, dance song.

In ethnomusicology, a comparative analysis of different versions of songs is

an important condition for studying the features of the people’s musical-linguis-
tic thinking and identifying the ways of preservation, development and creation
of new genres of musical culture. As a result of oral transmission, a number of
versions of traditional songs appear, in some cases preserving the nature and
features of the song, and in other cases, changing, sometimes distorting beyond
recognition, or, on the contrary, developing, enriching the song.
One of such songs is the dance song “Echmiadzin”, which became popular in
traditional song-dance groups and among the public during the recent years.
Since 2014, it has been included in the “National Song and Dance” subject pro-
gram of public schools of the Republic of Armenia and has been praised by
students. This version of the music and lyrics of the dance song was actually
collected from several collections and unified by Lusine Nazaryan, musicolo-
gist-folklorist-radio reporter and leader of “Nubar” traditional song and dance
group, and the movements of the dance were recorded by Gagik Ginosyan,
choreographer-folklorist, founder of “Karin” traditional song and dance group.
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Trying to find the original source of this song, we took out several versions
of the same song with different titles from the published collections. Searches
revealed that it was first recorded as fiction of Ashugh Khlghat (80-ies of the 19th
century), that is, an ashugh - historical lament, which later spreading among the
people and passing a path of more than a hundred years, acquired various con-
tent and genre characteristics and in the end got a perfect dance song form by
the professional collaboration of Lusine Nazaryan and Gagik Ginosyan.

As a result of the comparative analysis of the samples we considered, both
their commonalities and specifics were brought out. By studying specifically the
singing tradition of “Echmiadzin” dance song, we tried to show the features that,
in case of combining the same melody and texts with different content, bring
forth songs of different nature and genre, such as: a) Ashugh historical lament/
complaint; b) recruit’s; c) ritual/worship; d) love song; e) dance song; f) joke song.

The interpenetration of the musical-linguistic specifics of two branches of folk
music, ashugh and rural singing, is remarkable, which is prominent in the present-
ed examples. The dates of recording of the versions, the names of narrators of
some samples and the places of recording have been adjusted as much as possible
and presented in the table. Along with the analysis, examples of musical notes are
placed in the text, as well as poetic texts are presented partially, as needed.
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Sedrakyan Naira

Yerevan State Institute Theatre and Cinematography

S. LISITYANS THEATRICAL
AND BRIEF SCIENTIFIC OCCUPATION

Keywords: performance, dance, culture, theatre art, popular dance, studies,
theory.

The purpose of this presentation is to bring to light the original theatrical
principles of Srbuhi Lisitsyan, the founder of the Armenian folk dance, doctor
of historical sciences, honored scientist, to talk about their features and to give
a brief description of her scientific activity. Preserving the heritage of dance and
theater art that has come down to us is important in the concept of cultural
studies and has a fruitful effect in giving continuity to the centuries-old tradi-
tions of the Armenian people. And in this context, we look at her legacy from
different perspectives: Lisitsian as a ballet master-director, choreographer, theo-
retician who laid the foundation for the theory of Armenian dance art. Examin-
ing S. Lisitsyan’s rich stage performance, we focus not only on her writing of
national dances, but also identify her as a director in the field of theater art. S.
Lisitsyan’s creative activity had 3 periods.

In her early period, she created the Institute of Rhythm and Plastics based on
the principles of Delsart. S. Lisitsyan brought professional dance education to a
high level in Thilisi and Yerevan and laid the foundation for plastic, classical and
folk dance directions. Theatrical productions were divided into 2 parts: concert
solo dances and ballets. Let’s list some of the performances — ballets: “Egyptian
Nights”, “Lantern festival” (“IIpa3gaux ¢ponapeii”) and solo dances: “Naz dance”.

The second period was announced in 1930-1940-s. She created the Choreo-
graphic School, with 2 groups - senior and junior, which demonstrated the Ar-
menian national dances through concerts. In 1940, in Moscow, she published the
work “Registration of Movement” and taught at the Bolshoi Theater. When the
Great Patriotic War began, S. Lisitsyan returned to Yerevan.

Her third creative period was distinguished by its scientific activity. S. Lisit-
syan published a three-volume dance work “Ancient Dances and Theater Perfor-
mances of the Armenian People”. In the theater sphere, S. Lisitsyan highlighted
and characterized dance genres and commented on the purpose of dances in
rituals. As a result of her enormous work, Armenian folk dance was saved from
oblivion.
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Stepanyan Gohar
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“DANCE OF THE MOURNING MEN":
GINOSYAN’S PADDING AS A FEAST OF PUBLIC
MOURNING DENIAL

Keywords: death, funeral, ritual, dance, celebration, discourse, public

On February 6, 2024, the news of Gagik Ginosyan’s death sent shockwaves
through Armenia and Armenian diaspora communities, already grappling with
the aftermath of the 2020 44-day war. For many, his passing felt like another
blow in the ongoing losses suffered in Artsakh, where the individual and the
homeland are inseparably linked. Ginosyan was a man who, having been at the
epicenter of the last thirty-year war in Artsakh, had experienced both victory
and defeat, yet managed to find resilience in the post-2020 era, emerging as a
symbol of determination for many. Consequently, his death was seen as a confir-
mation of defeat and irreplaceable losses, leaving behind a sense of orphanhood
for the Motherland and its people. Despite the profound sorrow felt by many,
Ginosyan’s death did not lead to traditional mourning. Instead, it sparked ex-
pressions of anger and initiated a discourse of social renewal and continued
struggle. Thus, Ginosyan’s funeral took on a somewhat festive tone.

The planning of Ginosyan’s farewell was both meticulous and spontaneous,
devoid of formalities. Instead of relying on a government commission, his ideo-
logical students, friends, and relatives formed a de facto public “commission”.
They petitioned the government to honor Ginosyan with ceremonies in prestig-
ious locations across the country, culminating in a dirge at the Opera building
and burial at either the Komitas Pantheon or Yerablur.

The use of modern digital platforms significantly aided the coordination of
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these efforts. Facebook, in particular, served as a platform for discussions on the
appropriate venues and rituals to honor Ginosyan’s legacy. Notably, there was
debate over the inclusion of the Cascade, an urban space where Ginosyan had
pioneered open classes in traditional dances. Ultimately, it was Ginosyan himself
who had transformed the space into a popular dance venue. Anyway, his dirge
in the St. Sargis Church, his final farewell in the Komitas House of Chamber
Music, and his burial in Yerablur continued to confirm the informality and pub-
lic nature of the ritual in terms of place.

The informality and public nature of the farewell ceremonies for Ginosyan
were not concentrated in one place, but spread and multiplied in Armenian ed-
ucational institutions and diaspora centers, ensuring social unity, turning into an
all-Armenian ritual of death. Informality was specific to participation in ritual
and the organization of time. Although there were no official farewell visits from
the authorities, this burial ritual was one of the most crowded in the city: queues
formed during the funeral and final farewells, making it impossible to adhere to
the ritual’s schedule. And the time of the ritual itself was dedicated to the “im-
portance of the moment” of Ginosyan’s death and burial. it coincided with the
moving Feast of Vardanants, a circumstance that did not escape public discus-
sion included Ginosyan in the ranks of the Vardanants fighters who died and
were sanctified for the liberation of the Motherland, and received the collective
name “holy martyrs of the Motherland.” As the last step in the discourse “Pan-
theon named after Komitas or Yerablur?”, the choice of Yerablur with its S.
Vardanants Church completed the symbolism of Ginosyan’s death and the ritual
of his burial as a martyr.

As shocking as Ginosyan’s death was, equally and even more shocking was
his funeral, the core of which was Yarchushta, perhaps the most characteristic
dance that he brought to life. The funeral, which took place in Yerablur, was
accompanied by the invigorating rhythms of zurna and dhol and the applause of
Yarchushta. This Yarchushta was a battle with death, a denial of death and a
reaffirmation of the unity of the dancers physically and spiritually, his students
who became “multiple gagiks”, and the men resting in Yerablur, crowned with
the Ginosyans’ motto “Together!”. Yarkhushta, performed by Ginosyan’s disci-
ples in the funeral rite, was the best manifestation of his life and status, which
allows us to consider his funeral, turned into a holiday, in the context of the
manifestation of status and power (Abramovitch 2015; Hayden 2009).
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THE SYMBOL OF THE CIRCLE IN THE CONTEXT OF FOLK
GAMES, WEDDING ROUND DANCES AND RITUAL SONGS

Keywords: circle, dance, game, ritual, time, wedding, spinning wheel of time.

Remarkable observations have already been made about the semantics of
circle in dance literature. Starting with S. Lisitsyan, it has been noticed that the
idea of the eternal cycle of life lies in round dances, which is manifested in the
interpretations of the direction of such dances and the semantics of movements.
In our report, based on the already existing studies, we will try to draw some
parallels between the Armenian folk round dances and games and some of their
expressions in ritual folklore.

Game and dance are closely intertwined. This is evidenced by the fact that
the Armenian people called dancing khaghal (to play) and dancing songs — khagh
(a game). This close connection is expressed especially in the case of ritual danc-
es and games, where the connection is both external and internal, semantic.
Round games and dances also reveal such a commonality, the parallel examina-
tion of which helps to observe the logic of the circle and especially the ritual
function in a wider context.

In the report, some records of folk games made by us in recent years will be
used as examination material, games called Gotekagh (Play with belts) and Zha-
mats’uyts® (a clock), which are still alive in folk ritual and daily life. Both these
games are related to the ritual culture, which already suggests the existence of a
mythic layer in them, and in both of them the circle plays a very important role.
Quite a lot of material about the first game has been preserved. It is also known
by different names: Lakhti, Jghlakhti, Ghaishtpotsi, Ghaishturna, etc. The sec-
ond game is even more scarce, although it is more popular and viable these days.
The game called Time also has variants of the name: K’ayl, K’shkorr, Vot troruki.

While in the first game, which according to the records of previous centuries
was played during the New Year period, the idea of passing from the old year to
the new one is obvious, in the second game the circle is life itself, the circle of
time, which is getting narrower, leaving out the participants one by one. This
game is still played in everyday life as well as during weddings and celebrations.

The description and semantics of the games are very similar to the logic of
the dance circle. In addition to the presence of the circle, a number of other
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commonalities are also noticeable, such as the combination of the wedding
dance-beat preserved in the records of Kh. Abovyan with the game-beat of play
with belts, which also give rise to a remarkable analysis.

The perception of the circle as a cycle of time is more than evident in the
wedding ritual, where the circular Gyovend dance is one of the most popular. In
the case of a wedding, by the logic of the ritual, it plays the role of magical secu-
rity, completes the community, and indicates the beginning of a new time. It is
noteworthy that at the wedding, the groom, the bride and the wedding tree ap-
pear in the center of the circle, and the repetitive refrain of the wedding dance
song: “Round dance, tree in the middle / Come groom, take the bride”, “Round
dance, tree in the middle / Kavor, come take the groom” is an eloquent testimo-
ny to the mindset that the wedding tree, which is recreated at each wedding,
takes on the meaning of the center of the circular universe.

The symbolism of the spinning wheel of time is more evident in the wedding
candle dance. As H. Pikichian observes, it completes the image of the starry sky,
having the great luminaries in the center: the sun and the moon for the bride
and groom. It is noteworthy that since ancient times, Armenians have imagined
the starry sky as a spinning wheel of fortune, Charkhi Fallak. This round dance,
performed near the end of the wedding ritual, thus becomes a symbol of the
mythical spinning wheel of time, indicating the eternity of the life course of
time, the provider of which is the young couple who are getting married at that
moment and preparing to procreate.
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TRACES OF SERPENT WORSHIP
IN TRADITIONAL ARMENIAN DANCES

Keywords: snake/serpent worship, Brazent serpent, wedding ritual, traditional
dance, Srbuhi Lisitsyan, sakma, champkhava.

Snake is one of the oldest symbols known to humanity. It’s a symbol of in-
exhaustible wisdom, fertility, fresh waters, hearth, fire, as well as the reproduc-
tive powers of the earth, the regeneration of nature and the water element.
Serpent worship was widespread among the peoples of Africa, Australia, Amer-
ica, Asia, and references to the “Sacred Serpent” are already found in the 6-4th
millennia BC in religious beliefs and images (Ouroboros, Quetzalcoatl, Shesha,
Uraeus, etc.). Traces of serpent-dragon worship can be found in all ancient reli-
gions, as well as serpent-decorated sceptres. The Lord also identified himself with
the snake, commanding Moses to raise the “Brazen Serpent” in the desert, which
later became the sceptre of Christian spiritual leaders. A magnificent collection
of serpent scepters is kept in the Treasury Museum of St. Echmiadzin Cathedral.
Traces of snake worship can still be seen today on the holy walls of Armenian
churches (St. Echmiadzin Cathedral, St. Karapet church, Monasteries of Saint
Taddeus, Tatev, Sanahin, etc.).

Bright traces of snake worship have also been preserved in Armenian cere-
monial dances, such as the traditional wedding dances, “champkhava” and “sak-
ma”. These ancient dances are distinguished by their serpentine, crawling steps,
when the dancers led by the “parbashu” moved left and right as if they were
crawling, with their heels and feet barely touching the ground. “Sakma” de-
serves special attention, the Armenian name of which has not been preserved
and only the phonetic form from Turkish has reached us (it has several mean-
ings: sekma: “flight, jump”, sakman: “guardian”, sakinme: “caution”, sekmek: “to
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escape”, sak: “stem, trunk”). The first professional analysis of these dances was
carried out by the famous choreographer Srbuhi Lisitsyan in her seminal work
“Ancient dances and theatrical performances of the Armenian people” (1958).

Sakma is a ritual dance performed only at the wedding, at the father-in-law’s
house and on the evening of the wedding day (was not performed outside the
wedding). Accompanied by a dhol, zurna or bagpiper, the godfather (kavor) in-
vited the groom (king) and the bride (queen) to the dance floor. According to
linguists and choreographers, in the past “Sakma” was a dance song, that is, they
danced while singing, but due to the loss of the poetic text, it turned into a mere
dance. Only the dancers sang, sometimes in pairs (the bride and groom did not
have the right to sing). A zurna player (or bagpipe player) approached each
singing couple and standing in front of them, played the same tune and moved
parallel to the dancers. “Sakma” as well as “champkhava” were performed by
the newlyweds and in order to protect the lineage, ward off the evil eye and
negative forces, that’s why these dances were called “charkhapan”, or “evil eye
protectors”.
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DANCE AND STAGE COSTUME
IN EARLY SOVIET PERIOD OF ARMENIA (1930-1950-s)

Keywords: dance, traditional costume, social realism, Vahram Aristakesyan, Sa-
soun, USSR.

The early Soviet era (1930-1950-s) was a rather complicated and controver-
sial period for Armenia. Changes were taking place both politically and cultural-
ly. The cultural policy was aimed at creating a socialist culture, essentially leav-
ing behind the curtain the national cultures in which there was a national ideol-
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ogy and the danger of a coup. As a rule, the cultures of the states that were part
of the USSR had to necessarily reflect the themes of friendship, hard work, and
collective economy.

In this period of cultural leveling, it was quite difficult to stage folk dances,
because preference was given to dance performances expressing new artistic so-
cial realism, for example, the dance of the “aluminum workers”, the dance of the
“kolkhozniks”, the dance of the “pioneers” and other similar performances, but
one surprising fact should be recorded that in accurate local national costumes.

Vahram Aristakesyan’s activities stood out against the cultural background of
social realism. Being a dance director and having a deep understanding of the Ar-
menian folk dance culture, Aristakesyan undertook the work of forming a dance
group of Sasoun immigrants from Ashnak village of Talin region. First, accurately
preserving the form and the basis of ethnic decoration costume creation from
everyday costumes, he created stage costumes based on accurate museum speci-
mens and regional costumes restoration, then he adapted the dances performed in
everyday life to the stage conventions. This step of Vahram Aristakesyan, taking
into account the period and the over-sensitivity of the cult of personality and the
prohibitions placed on the national, should be qualified as self-sacrifice for the sake
of the national, risking his life and fighting death face to face.

The sources of this report are the ethnographic literature, the archival mate-
rials of Yerevan Museum of Literature and Art, particularly the archive of Vah-
ram Aristakesyan.
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Bogazi¢i University

RETHINKING THE CONTRIBUTION
OF THE STATE FOLK DANCE ENSEMBLES:
AN EXPERIENCE FROM TURKEY

Keywords: State Folk Dance Ensemble of Turkey, Selim Sirri Tarcan, Zeybek,
professionalization.

Dance has been a symbolic cultural form at the beginning of the 20th centu-
ry, particularly during the nation-building processes. A preliminary examina-
tion will show that there are many similarities in the national experiences in
negotiating the “traditional-local content” and the newly emerging “modern
forms of representation” This study aims to re-evaluate the stance of the State
Folk Dance Ensemble of Turkey within a historical framework, which preceded
and followed the Ensemble’s formation in the 1970s.

Gentrification of folk dances in Turkey is rooted in the efforts of Selim Sirri
Tarcan who invented a choreography based on traditional Zeybek figures, to be
performed as a ballroom dance genre. This was very different from the staging
of the folk dances in the early Republican era, under the People’s Houses (1932-
1951), the semi-official cultural centers established in main towns. Local folk
dancers began to perform their dances in Ankara for the elite and bureaucrats
favoring the Westernization reforms of the Republic. This was a period where
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many local folk dances have gone through a critical interference, which can
perhaps be interpreted as a general attempt to gentrify the rural presentations
for the developing new urban audiences.

This process comprised two important issues that is relevant to the develop-
ment of State Folk Dance Ensemble. First, the formulation of a repertoire of
“Turkish Folk Dances”, a canonization which favored certain dance types to the
others in terms of their spectacularity or adaptability to mixed performances as
men and women. This canonization was later criticized to cause a certain ‘ethnic
camouflage’ A great number of dances were named after the city which directed
their locality, while many of these dances were also performed in neighboring
countries, including Greece, Armenia, Syria. The second concerned structural
designs, which could involve the shortening of the dances) changing their dura-
tion from a rural to an urban stage timing. It also concerned a certain choreo-
graphic unity. An essential concern in the descriptions of folk dance events con-
cerned issues of ‘regularity’ (intizam) and ‘refinement’ (incelik) in the dances. It
was critical that local dancers manifested order rather than chaos, and grace and
refinement rather than over-excitement. In other words, uniformity was the
most important factor serving to make a representation spectacular.

Devlet Halk Danslari Toplulugu, the State Folk Dance Ensemble of Turkey
had emerged at a time when the zeal of folk dancing was high in Turkey. In-
spired by the the Moiseyev Dance Company style, the Ensemble was founded in
1975, to “professionalize” folk dance practices in schools and derneks, the pri-
vate folk dance associations, where dancers were learning a strictly canonized
folk dance repertoire that was usually staged in an amateur way. The idea of
professionalizing folk dancing involved a close cooperation between traditional
folk dance teachers and the State Ballet choreographers, which raised important
debates about dance and identity.
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