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 In Belgrade, Serbia, salsa was introduced in 2001 when a Cuban performed several 
basic figures at a seminar. A huge interest was ensued as well as the opening of salsa 
dance schools and organizing of salsa parties. This paper was created by observing and 
conducting field research in Belgrade from 2007 to 2012. The study deals with the 
factors that influenced the acceptance of salsa in Belgrade (and later in the rest of 
Serbia as well) and with the styles of salsa that are usually practiced here. It is 
especially interesting how Cuban instructors see their Serbian students. Did it come to 
forming of a local style? For some people in Belgrade salsa is just a dance while for 
others it has become a sort of life style. 
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Introduction  

In Belgrade, Serbia, salsa was introduced in 2001 when a Cuban, Miguel Rodriguez 
performed several basic figures at a dance seminar. A huge interest ensued as well as the 
opening of salsa dance schools and the organizing of salsa parties. It is very interesting 
that just a few Cuban emigrants succeeded to set in motion a great number of people in a 
geographically remote country and to have them dance salsa. This paper was created by 
observing and conducting field research in Belgrade from 2007 to 2012. The study deals 
with the factors that influenced the acceptance of salsa in Belgrade (and later in the rest of 
Serbia as well) and with the styles of salsa that are usually practiced here. I interviewed 
Belgrade salsa dancers, instructors, DJs (disk jockeys), and fans. For some people in 
Belgrade salsa is just a dance while for others it has become a sort of life style. 

I give special thanks to the dance instructor Jovica Joca Martinović, salsa instructor 
and DJ Branko Šaponjić, salsa instructor Đura Gluvajić, salsa instructor Choma Sambu 
Garcia and to all salsa dancers for cooperating and providing necessary information for 
writing this paper. 

 
Some general information about salsa  

Salsa is syncretic dance form with origins in Cuba. It is a combination of various 
Latino and Afro-Caribbean dances. Salsa is popular worldwide. Salsa is open to 
improvisation and thus it is continuously evolving. New modern salsa styles are 
associated and named after the original geographic areas that developed them. There are 
often devotees of each of these styles outside of their home territory. Characteristics that 
may identify a style include: timing, basic steps, foot patterns, body rolls and movements, 
turns and figures, attitude, dance influences and the way that partners hold each other 
[Waxer 2002:3–4]. 

Today there are many various styles of salsa dancing because of geographical 
dispersion and cultural syncretism. The most well-known styles are Cali-style (from 
Colombia), Cuban-style ("Casino"), LA (Los Angeles)-style, New York-style, Puerto 
Rican-style. Salsa is normally a partner dance, although there are recognized solo forms 
such as solo dancing "suelta" and "Rueda de Casino" where multiple couples exchange 
partners in a circle. Salsa can be improvised or performed with a set routine, 
choreography, and freestyle [Wikipedia 2012:online]. 
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There are a few basic steps of salsa. The most common is the three weight changes 
(or steps) in each four-beat measure. The beat on which one does not step might contain a 
tap or kick, or weight transfer may simply continue with the actual step not occurring 
until the next beat. The option chosen depends upon individual choice and upon the 
specific style being danced. One of the steps is called a "break," which involves a change 
in direction. Different styles of salsa are often differentiated by the timing of the break 
step (on beat "downbreak on 1" or off beat "up beat on 2"). After 6 weight changes in 8 
beats, the basic step cycle is complete. While dancing, the basic step can be modified 
significantly as part of the improvisation and stylings of the people dancing [Renta 2004: 
147–159]. 

In the original Latin America form, the forward/backward motion of salsa is done in 
diagonal or sideways with the 3-step weight change intact. In some styles of salsa, such as 
LA- and New York-style, the dancers remain in a slot or line (switching places), while in 
some Latin American styles, such as Cuban style, the dancers circle around each other, 
sometimes in 3 points [Renta 2004:150–152]. 

Every salsa composition involves complex African percussion based around the 
clave rhythm (which has four types). The key instrument that provides the core groove of 
a salsa song is the clave. It is often played with two wooden sticks that are hit together. 
Every instrument in a salsa band is either playing with the clave (generally: congas, 
timbales, piano, tres guitar, bongos, claves (instrument), strings) or playing independent 
of the clave rhythm (generally: bass, maracas, güiro, cowbell). Melodic components of 
the music and dancers can choose to be in clave or out of clave at any point. However it is 
taboo to play or dance to the wrong type of clave rhythm. While dancers can mark the 
clave rhythm directly, it is more common to do so indirectly (with, for example, a 
shoulder movement). This allows the dancing itself to look very fluent as if the rest of the 
body is just moving untouched with the legs [Waxer 2002:91–94].  

Cuban-style salsa, also known as Casino, is popular in many places around the 
world, including Europe, Latin America, North America, and even some countries in the 
Middle East. Dancing Casino is an expression of popular social culture. The origins of the 
name Casino are derived from the Spanish term for the dance halls where a lot of social 
salsa dancing was done in Cuba during the mid-20th century and onward. Historically, 
Casino traces its origin as a partner dance from Cuban Son dancing, and its rhythmic body 
motions from Afro-Cuban rumba heritage. In the 1950s Salsa Rueda or more accurately 
Rueda de Casino was developed in Havana, Cuba. Pairs of dancers form a circle ("rueda" 
in Spanish means "wheel"), with dance moves called out by one person. Many of the 
moves involve rapidly swapping partners [Wikipedia 2012:online]. North American 
styles have different characteristics: Los Angeles-style and New York-style have 
different origins and evolutionary path, as the New York salsa is heavily influenced by 
jazz instruments in its early growth stage. 

In Europe it has become very popular especially since the 1990s. Salsa surely owes 
its world fame to the movies The Mambo kings (1992 drama film directed by Arne 
Glimcher and based on Oscar Hijuelos's 1989 Pulitzer prize-winning novel The Mambo 
Kings play songs of love. The film stars Armand Assante and Antonio Banderas as Cesar 
and Nestor Castillo, brothers and aspiring musicians who flee from Cuba to America in 
the hopes of reviving their failed musical careers. The film is the directing debut of 
Glimcher and features Banderas in his first English language role) and Buena Vista Social 
Club (1999 documentary film by Wim Wenders about the music of Cuba. It is named for 
a danzón that became the title piece of the album Buena Vista Social Club). 
  
Coming to Belgrade  
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Starting in 1996, dance instructor Jovica Joca Martinović organized courses of 
Latino and standard dances and dance nights in the Student Cultural Center (SKC) in 
Belgrade. About fifty people of both sexes and various ages (from students to fifty-year-
old) would gather at dance nights every weekend. Martinović learned basics of salsa in 
1997 in a dance studio in Canada but failed to get students interested in this dance. Every 
time he played music for salsa at his dance nights, the dancing space would become 
empty because nobody knew how to dance. In regards to the other dances, his students 
say that he has positive energy that inspires them to dance. Important person for salsa 
development in Belgrade is salsa DJ Branko Šaponjić. He started dealing with standard 
Latino dances in 1995. Crucial influence on his interest in salsa was the movie Dance 
with me, which he saw in 1998. Šaponjić was a rare exception, who tried to dance salsa in 
his own way at Martinović's dance nights.  

Cuban Miguel Rodriguez held his first salsa seminar in Belgrade in 2001 at the 
Club of the Students of Technology, better known as KST. He lived in Sofia, Bulgaria, 
where he had a school of salsa. His Peruvian friend Hugo Canaza Vega who lived in 
Sofia with his Serbian wife recommended Miguel to Branko Šaponjić. Therefore, the 
Cuban salsa came to Belgrade with a Cuban instructor whom Serbs invited thanks to 
recommendation from a Peruvian. Few enthusiasts from Belgrade covered travel 
expenses and cost of the seminar. It is necessary to emphasize that those people 
experienced material hardships at that time and paying for the seminar was not a small 
sacrifice for them. A few more seminars followed [Blagojević 2012b:interview]. 

Arrival of Cuban band "Sabor Cubano" in 2002 was of crucial importance for an 
audience in Belgrade (and later the rest of Serbia) to get interested in salsa. They gave 
several concerts in Belgrade and other towns in Serbia together with a dance group. Few 
musicians decided to stay in Serbia and they formed band "Son Cuba Son." Arrival of 
these Cuban musicians initiated unbelievable interest in salsa. My interviewees explain it 
with the group's positive energy and authentic beauty of movements while dancing. Their 
dancing was contagiously beautiful. They played in different Belgrade clubs and their 
fans were following them. This band played in the club at "Radović" theatre in summer of 
2003. It became a cult place for salsa dancers during 2004–2006, when Branko Šaponjić 
was selecting and playing music. Every weekend a hundred, sometimes up to 200 people 
would gather there. In the middle of 2006 the theatre was renovated and the club was 
closed. Then salsa dancers or salseros, as they call themselves, moved to club "Havana" 
and this is a cult place until today's day. It is in the heart of the city, offering visitors 
combination of live salsa music and DJs [Blagojević 2012b:interview]. 

One more person important for salsa spreading in Serbia is Cuban Choma Sambu 
Garcia. He came to Novi Sad in spring of 2004. By profession he is not a dancer but 
computer designer. He learned to dance in boarding school. Before coming to Serbia he 
lived in Sweden where he gave salsa lessons. The most difficult thing for him was to 
explain to Swedes that they had to relax and listen to the rhythm, not to count steps. 
Immediately after coming to Serbia he started schools of salsa and was throwing salsa 
parties in Belgrade and Novi Sad. For several years he organized salsa parties in "La 
Revolucion" club in Belgrade. He was holding that place with his energy and dancing. At 
Exit festival in Novi Sad he organized Latino stage. From 2005 to 2010 he gave salsa 
lessons at Joca Martinović's Beodens School. Now he has dance school Salsa Emigrantes 
in Novi Sad. (See Photo 1.) He held hundreds of salsa seminars in Serbia and in the 
region. Thing that he has to explain the most to his students at the seminar is the rhythm. 
He noticed two characteristic things for his Serbian students. First, if a student does not 
achieve everything the very first time he tries, he easily gives up. People cannot accept 
the fact that some things require more time and effort. Second thing is that once they 
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learn how to dance, they like to compete even at the parties when there is no competition 
dance. He considers this big difference between Serbs and Cubans, who regard dance as 
fun. The meaning of dancing for Cubans is to relax and have fun, while for Serbs it is to 
compete and show who is the best [Blagojević 2012a:interview]. 

From 2004 the number of salsa schools rises progressivly due to increased interest 
of dancers. Some instructors emphasize figures, others rhythm of Cuban music and 
dancing technique and some try to balance those three elements and so on... One 
interviewee, a salsa devotee for many years, told me:  

 
Advice for today's students is to go from school to school and check all 
instructors because everybody is good for certain things. Everything 
shown at the lesson by the rule has to be exercised a thousand times at 
the party because there is no better school of dance (and life) than dance 
podium. It is only needed to go out regularly and dance to the last 
breath. That is the only way to learn salsa. You have to completely 
succumb yourself to it and let it lead you [Cvijić  2008:online]. 
 

During the first phase the atmosphere at salsa parties was, as interviewees say,  
 

packed with positive emotions, euphoric fun, good dancing with 
greatest salsa hits of that time, desire to come every Friday, Saturday 
and Sunday to the same place and do the same thing – dance salsa any 
way you know and can and become devilishly good in that, unity of the 
whole salsa community – and so on for almost four years! [Cvijić 
2008:online]. 
 

Today one can dance salsa every day of the week in Belgrade. I mention just a few 
places: café "Havana," "Casa de la Musica" (former "Underground"), "Noar lounge bar" 
(former "Ineks"), KST (see Photo 2), "Sunset" bar at Ada and restaurant "Que pasa." 
Advantage of salsa is that as a dance it does not require much space. As opposed to waltz, 
samba or foxtrot, in salsa dancing the couple does not cruise the dancing area but dances 
using relatively small space, which gives this dance special touch of intimacy. Besides, 
the majority of my interviewees emphasize that salsa attracted them for the lack of strict 
rules, there are several various styles.  

There are two schools of salsa dance in Serbia. Cuban style stems from Cuban 
dance professors, while Los Angeles and New York style are more popularized by 
domestic professors. 

 
Competitions 

In May of 2006 the first competition in ruedas, together with group choreography 
trade mark of Belgrade salsa, was organized. For the first time in Belgrade short salsa 
solo, light acrobation with afro-rumba introduction, was publicly performed accompanied 
with Celia Cruze's song Azucar Negra. Significance of this choreography was that it 
inspired others to turn to show business.  

Changes in the approach were evident already at the next competition in December 
of the same year in SKC. Participants were better prepared for ruedas, they appeared in 
costumes and real competition spirit was especially felt during the contest of couples. 
First real salsa choreography for the dance couple was seen at this manifestation. It was 
interesting and well balanced connection of stage number and contest choreography. 
According to Dragan Cvijić, salsa community got used to relaxed, familial and squeezed 
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ambiance of the clubs. In the beginning the dancers did not feel all right at the big real 
dance space in sports hall before television cameras and unfamiliar audience [Cvijić 
2008:online].  

 
Seminars and conventions 

Seminars and conventions represent special and a very important chapter of 
Belgrade salsa scene. In February of 2007 a group of salsa dancers from Belgrade 
attended a seminar in Slovenia. There they exchanged first dancing experiences and made 
first contacts with local dancers. After that, one group spent March salsa weekend in 
Sofia. Impressions were different. Common opinion was that salsa conventions were 
physically strenuous (tiring), but fun and socializing were special and unforgettable. 
European salsa theorist Manuel Mascarel held May 1st seminar in 2007. For the first time 
at that seminar Belgrade dancers had opportunity to officially and publicly hear short 
introductory lecture on history of Cuban dance culture where he gave partial answer to, at 
that time more and more loudly asked question, why dance salsa at all and what is the 
meaning of it [Cvijić 2008:online].  

Dancers were able to perceive basic differences between relevant salsa styles. 
They became acquainted with concept of careful listening to the instruments in order to 
most precisely determine elusive rhythm of the music. At this seminar they learned how 
to use sudden pauses in music, changes in song dynamics and pace, how to enrich and 
refine their own dancing. This contributed to the development of their personal dance 
individuality and creativity. According to Dragan Cvijić, students at this seminar did not 
learn any special figures and combinations but they got important knowledge that they 
did not need them to dance well and enjoy. In September of 2007 first Salsa Convention 
Serbia was held.  

 
Conclusion 

During these eleven years which is how long salsa is present in Belgrade, many 
young and talented people entered the salsa story and left their own mark. I asked the 
salsa dancers as well as participants on a forum of one of Belgrade's salsa dance schools 
named "Ritmos Del Mundo" why they chose this dance, that is, why salsa? (See Ritmos 
Del Mundo 2011:online.) I find some answers from them:  

 
 Because it relaxes. Because it makes you move. Because it makes 
you laugh. Because it goes with music. Because it is a dance. Because it 
is a game. Because it is cheerful. Because it brings back smile to me, 
because it introduces me to wonderful people, because it helped me to 
understand some things in life. 
 Because Salsa is a dance that makes you complete, a dance started by 
emotions, a dance dances from the heart, danced by body and soul … 
that allows you to lose yourself on rhythm (although now and then you 
can lose the rhythm) and you don't think of anything else, you forget 
about all the responsibilities, problems and everyday life … you let 
music to carry you, a smile automatically sticks on your face … and it is 
simply not possible not to enjoy… 
 Because I am going to classes after a hard day and again I become 
smiled and full of energy, because it set me free, it helped me to grow 
up and to become mature, it makes me happy and cheerful, and above 
all it makes me laugh. I think my life would be empty without Salsa and 
music. One of my friends told me: "I thought that I was the one who 
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loves music, but now I see I was wrong, you love all kinds of music and 
you can dance to all of them because it makes you complete, you fill it 
in your heart." And this is exactly why I dance, because it makes me 
happy and satisfied. So, dance when you are ill, dance when you are 
sad, dance when you are nervous, because there is a dance and music 
for each of these moods, and soon everything will pass and you will 
laugh again and be vigorous and cheerful.  
 

Belgrade stage is dominated by Cuban salsa. Before Cuban salsa dancers came, 
Serbian instructors were trying for many years to teach Belgrade students to dance salsa 
without any success. As we saw, first Cuban salsa dancers came in 2001 and 2002. 
Although they were few, their energy and beauty of movements triggered hundreds of 
young people first in Belgrade and later throughout Serbia to dance salsa like them. This 
way the dance migrated with a few migrants.  

Through salsa many made friends or started relationships, had a great time, traveled 
and understood that dance is a universal means of communication. Many conventions and 
workshops in the country or abroad and socializing with salsa fans from other countries 
followed. It can be said that today salsa in the dance field is the same as English in verbal 
communication. According to one Belgrade salsa dancer, "dance really helps us to 
become a better and stronger person; salsa is just one way to achieve that"  
 
 
 
Endnote 
1. This paper is the result of Project number 177027: Multiethnicity, multiculturalism, migrations – 
contemporary process, by the Ministry of Education and Science of the Republic of Serbia. 
 

 
 

 
Photo 1. Sign for Salsa Emigrantes dance school in Novi Sad 

(photo by Gordana Blagojević, March 2012) 
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Photo 2. Sign for the KST student club in Belgrade 
(photo by Gordana Blagojević, April 2012) 

 
 
 
 

References cited 
Blagojević, Gordana (interviewer). 
2012a. Recorded interview of Choma Sambu Garcia, in Novi Sad; 5 March. Belgrade: private collection. 
(mp3 format.) 
  
2012b. Recorded interview of Branko Šaponjić, in Belgrade; 31 March. Belgrade: private collection. (mp3 
format.) 
 
Cvijić, Dragan.  
2008. Salsa u Beogradu – ko to tamo igra?! [Salsa in Belgrade –  who is dancing over there?!] Online: 
<http://sites.google.com/site/bgdseminar/salsaubeogradu> (Retrieved 2008 January 30). 
 
Renta, Priscilla.  
2004. "Salsa dance: Latino /a history in motion." Juan Flores; Wilson A. Valentín-Escobar (guest editors), 
Centro journal, Puerto Rican music and dance: ricanstructing roots / routes part 2, 16(2):139-157. New 
York: Hunter College, City University of New York; Center for Puerto Rican Studies. 
 
Ritmos Del Mundo. 
2011. "Zasto salsa ?" [Why salsa?] (online forum). Ritmos Del Mundo. Online: 
<http://ritmosdelmundo.rs/forum/viewtopic.php?f=9&t=3> (Retrieved 2011 November 28).  
 
Waxer, Lise.  
2002. Situating salsa: global markets and local meanings in Latin popular music. New York: Routledge. 
 
Wikipedia. 
[≤2012]. Salsa (dance). Online: <http://en.wikipedia.org/wiki/Salsa (dance)> (Retrieved 2012 July 23). 

 
[≤2012]. Rueda de Casino. Online: <http://en.wikipedia.org/wiki/Rueda_de_Casino> (Retrieved 2012 May 
30). 



ICTM STUDY GROUP ON MUSIC AND DANCE IN SOUTHEASTERN EUROPE: 2012 SYMPOSIUM–BEROVO, MACEDONIA 

 i 

 
TABLE OF CONTENTS 

 
 
Acknowledgements vi 
Introduction vii 
2012 Guest of Honor – Victor A. Friedman  ix 
Symposium Program x 
 
 

THEME 1  
TERMINOLOGY AND THEORETICAL APPROACHES 

 
Naila CERIBAŠIĆ (Croatia) 
The status of "tradition" in Croatian ethnomusicology, and the issue of  
"going pidgin" ethnomusicology 1 
 
Victor A. FRIEDMAN (United States) 
Musical terminology and the Balkan Linguistic League 7 
 
Branislav GERAZOV, Rodna VELICHKOVSKA, Iskra GERAZOVA (Macedonia) 
Rural singing parallels: comparison of formant shift in Macedonian  
and Bulgarian rural singing – first steps 14 
 
Dimitrije O. GOLEMOVIĆ (Serbia) 
Naming in Serbian folk singing 22 
 
Nick GREEN (United Kingdom) 
A consideration of structural analysis methodology in context of southeast  
European dance: Brâul bătrân, an example from Romanian Banat 27 
 
Lozanka PEYCHEVA (Bulgaria) 
What is folk music: examples from Bulgaria 36 
 
Zdravko RANISAVLJEVIĆ (Serbia) 
Whose dance is kolo? Kolo in the dance traditions of the Serbs, Bosniaks,  
and Roms from Serbia and Bosnia and Herzegovina 43 
 
Velika STOJKOVA Serafimovska (Macedonia) 
The term "voice" – social and/or music expression in ritualistic  
traditions (Macedonian case) 50 
 
Hale YAMANER Okdan (Turkey) 
The terminology problem of Turkish traditional dance training  
in conservatories 57 
 



ICTM STUDY GROUP ON MUSIC AND DANCE IN SOUTHEASTERN EUROPE: 2012 SYMPOSIUM–BEROVO, MACEDONIA 

 ii 

THEME 2 
CROSSING NATIONAL BOUNDARIES / INTERCULTURAL COMMUNICATION 

 
Abdullah AKAT (Turkey) 
The structural changes in the process of adaptation of Black Sea kemenche  
to the changing conceptions on performance 62 
 
Emir Cenk AYDıN; Jaynie AYDıN (Turkey) 
A zeybek wedding: the performance of music, dance, and customary  
wedding traditions in a modern village in Aydın, Turkey 68 
 
Margaret H. BEISSINGER (United States) 
Social dance and traditional weddings in pre- and post-1990 southern Romania 74 
 
Gordana BLAGOJEVIĆ (Serbia) 
Dance as an emigrant: intercultural communication by salsa in Belgrade 82 
 
Dieter CHRISTENSEN (Germany) 
Conflict and expressive behavior: observations of a cultural musicologist  
in a Macedonian village, 1956 89 
 
Ventsislav DIMOV (Bulgaria) 
Pan-Balkan musical practices in the field of recorded ethnomusic: the role  
of Romani music and musicians 94 
 
Elsie Ivancich DUNIN (Croatia/United States) 
Romani weddings in Macedonia and migrant family contexts 103 
 
Lampros EFTHYMIOU (Greece) 
Multiculturalism in Greek Thrace: Pomaks, native Greeks and Gagauz  
sing a pan-Balkan myth 111 
 
Anca GIURCHESCU (Romania/Denmark) 
Continuity and discontinuities in traditional dance 118 
 
Daniela IVANOVA-NYBERG (Bulgaria/United States) 
The South Slavic Club of the North American Midwest: Zivio Folk  
Dance Group repertoire today 124 
 
Bülent KURTIŞOĞLU; Belma KURTIŞOĞLU (Turkey) 
Hidden Latin in Thrace: Notyalilar 131 
 
Rumiana MARGARITOVA (Bulgaria) 
Saz across the border: maintenance of Turkish traditional practice  
in Bulgaria 136 
 
Liz MELLISH (United Kingdom) 
Dancing ethnicity: a case study of Festivalul Etnilor, Timisoara 146 
 



ICTM STUDY GROUP ON MUSIC AND DANCE IN SOUTHEASTERN EUROPE: 2012 SYMPOSIUM–BEROVO, MACEDONIA 

 iii 

Iva NIEMČIĆ (Croatia) 
The portraits of professional female dancers 155 
 
Dunja NJARADI (United Kingdom) 
She is belly dancing but what is he doing? Čoček dance in the social  
poetics of Balkan societies 159 
 
Mehmet Öcal ÖZBILGIN (Turkey) 
The effects of migrations on traditional dances between southeastern  
Europe and Anatolia 166 
 
Ferruh ÖZDINÇER (Turkey) 
Traditional folk dances of the exchanged people who came to Selçuk  
from Greece 173 
 
Gergana PANOVA-Tekath (Bulgaria/Germany) 
Europe – one and for all: intercultural communication through Bulgarian  
traditional dances 178 
 
Speranţa RĂDULESCU (Romania) 
Preserving traditions as a way of rejecting a social order perceived  
as oppressive 187 
 
Şebnem SENÇERMAN (Turkey) 
Music and dance of imagined ancestors in (re)constructing Afro-Turkish  
collective identity: observations from the revived calf festival in İzmir, Turkey 192 
 
Malik SHARIF (Austria) 
Performing (against) the Balkans 199 
 
Onur SÖNMEZ (Turkey) 
Negotiating authenticity in terms of pragmatic meaning:  
ülkücü (idealist) pop in Turkey 207 
 
Marija ŠORAK (Serbia) 
The instrumental practice of ćemane player Stojan Stojanović:  
the life of one marginalized tradition 213 
 
Ömer Barbaros ÜNLÜ (Turkey) 
A henna night in Batman in the context of politics, popular culture, and dance 223 
 
Ivanka VLAEVA (Bulgaria) 
The puzzle of music plurality in Bulgaria according to the music archives 226 
 
Jelka VUKOBRATOVIĆ (Croatia) 
The new paths and travels of ojkanje singing 234 
 
Dave WILSON (United States) 
Teškoto and national sentiment in Macedonia: ascribing meaning,  
experiencing tradition 242 



ICTM STUDY GROUP ON MUSIC AND DANCE IN SOUTHEASTERN EUROPE: 2012 SYMPOSIUM–BEROVO, MACEDONIA 

 iv 

Sonja ZDRAVKOVA Djeparoska (Macedonia) 
Culture, boundaries and their implementation in the field of dance 250 
 
 
PANEL: Interpreting interculturality in music and dance 257 
Iva NENIĆ (Serbia) 
A longing for the other: interculturality in (post) traditional and world  
music scene of Serbia 258 
 
Mirjana ZAKIĆ (Serbia) 
Intercultural communication and multicultural context: the place of  
the kaval in Serbian musical practice 269 
 
Selena RAKOČEVIĆ (Serbia) 
Interpreting culturality: dance practice of Svinica village 279 
 
PANEL: Karagöz Shadow Play 290 
Gonca GIRGIN-Tohumcu (Turkey) 
Communicator behind the screen: Karagöz Shadow Play 291 
 
Ahmed TOHUMCU; Merve EKEN-Küçükaksoy (Turkey) 
The sound of identity: music in Karagöz Shadow Play 295 
 
PANEL: The multiethnic face of Balkan music in historical recordings 306 
Susanne ZIEGLER (Germany) (organizer) 
Gustav Küppers-Sonnenberg's recordings in southeastern Europe 
Jakša PRIMORAC (Croatia) 
Küppers's recordings of Bački Šokci: intercultural aspects of popular  
and traditional music 
Ivona OPETCHESKA-Tatarchevska (Macedonia) 
Küppers in Macedonia 
Ardian AHMEDAJA (Austria/Albania) 
Albanian recordings in the G. Küppers-Sonnenberg 1935–1939 collections 
 
APPENDICES  
Biographies of contributors 313 
 
Abstracts for program presenters who did not submit papers 
Joško Ćaleta, Stephanie Jordan, Carol Silverman, Ersen Varlı  
and Özlem Doğuş Varlı 318 
 
Moments during the Symposium – the presenters 321 
Special memories before and during 326 
 





 
 

THIRD	  SYMPOSIUM	  
	  

	  of	  the	  
	  

INTERNATIONAL	  COUNCIL	  for	  TRADITIONAL	  MUSIC	  
(ICTM)	  

STUDY	  GROUP	  on	  MUSIC	  and	  DANCE	  	  
in	  SOUTHEASTERN	  EUROPE	  
held	  in	  Berovo,	  Republic	  of	  Macedonia	  	  

17–23	  April	  2012	  
	  
	  

TERMINOLOGY	  AND	  THEORETICAL	  APPROACHES	  
and	  

CROSSING	  NATIONAL	  BOUNDARIES/	  INTERCULTURAL	  COMMUNICATION	  
	  
	  
	  
	  
	  

Editors	  
Elsie	  Ivancich	  Dunin,	  Liz	  Mellish,	  Ivona	  Opetcheska-‐Tatarchevska	  

Editorial	  assistance	  by	  Study	  Group	  members:	  
Belma	  Kurtişoğlu,	  Gonca	  Girgin	  Tohumcu,	  Sonja	  Zdravkova-‐Djeparoska	  

	  
	  
	  
	  
	  
	  

ICTM	  Study	  Group	  on	  Music	  and	  Dance	  in	  Southeastern	  Europe	  
National	  Committee	  ICTM	  Macedonia	  

 

         
 

Skopje,	  Macedonia	  
	  

2014	  


