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MILICA

Croatia & Vojvedina (Yugeslavia)

The tric dance M{lica (MEE-lee—tsah, girl's name} became popular in
Croatian and Serbian communities in the U.8. seme time in the 1930's. Accord-
ing to old-time tamburitza players (including the members of the Banat Orchestra
heard on the record listed below), the song whose meledy accompanies the dance
was a favorite among Croatian and Serbian immigrants to the U.S5. many years
before that, as early as the turn of this century.

Milica's exact origins are unknown, Variants of the dance have been
recorded in numerous places in Croatia and Vojvodina (Yugoslavia), and it is
reported to have been popularized there by tamburitza orchestras in the period
between World Wars I and XI. It is described here as learned and danced by
Dick Crum at Croatian and Serbian affairs in Pittsburgh, Detroit, Cleveland and
other eastern cities in the 1950's.

Recording: Folk Dancer MH 1005, Milica.
Meter:. 2/4

Formation: Trios scattered anywhere on the dance floor. Usually 1 man
with 2 women, one on either side of him, all facing the same direction. His
hands are around the back of their waists, holding their outside hands at their
outside hips. Each W places the hand nearest the M on his nearest shoulder.

The formation just described is the oldest, basic form. It often happened,
however, that more than three dancers (anywhere from four or five or even more:.)
would form one line and do the same steps as in the tric form.

MEAS ACTION

Part I ~ Hop-step-steps forward

1 All dancers moving straight fwd, hop on Lft, bringing Rft slightly
fwd low (1); step Rft fwd (&); close Lft fwd beside Rft, taking weight
on LEft (2). )

2-4 Repeat movements of meas 1 three more times for a total of four.

NOTE: 2 common variation of Part I consisted of the group (trio or
line) pivoting, either in place or moving forward, using the same foot-
work described above. The pivot could be a full turn or more, either
clockwise or counterclockwise.

Part I¥I - Basic kolo step R and L

5 Low hop on Lft in place or moving very slightly R (1); step Rft (flat)
sideward R (&): close Lft beside Rft, taking weight on Lft (2).

& Short step Rft sideward R (1); low hop on Rft in place (2).
7-8 Reverse movements of meas 5-6.
9-12 Repeat movements of meas 5-8.

{continued)



MILICA {concluded)

There are many different lyrics to the song whose tune accompanies the
dance Milica. Here are the verses sung by the Banat Orchestra on the Folk

Dancer reccrd listed above:

1. Mlica je uranila
i krevet je namestila,
/¢ pa deka svoga dragara. !/

2. Milica je vederala
1 na sokak istréala,
bez marame 1 bez kecelje,
da dodeka svoga dragana.

3. Mati vide, mati kara:
"Agde kudi, pile mogje,
/: veleraf, lolu ne Sekaj!"” :/

4, Milica je lepo dete,
zadto j~ momei ne ljubite?
/: Baj, Milica, jediniecal! :/

4/80

Milica got up early
and made her bed,
then waited for her sweetheart.

Milica ate supper

and hurried out onto the street,
without kerchief and without apron,
to wait for her sweetheart.

Her mother yelled and scolded her,
"Come home, my dear,
eat your supper and don't wait for

o

that boyfriend of yours!
Milica’'s a pretty child,

why don't you fellows love her?
Oh, Milica, mother's one-and-only!

Presented by Dick Crum



STANKINO ORO

Macedonia

- Stankino oro (STAHN-kee-noh O-roh, "dance named for Stanka
fgirl's namel"), is a line dance from the town of Edhessa (Slavic name:
voden) in that portion of Macedonia now included in Greece. The dance
is described here as performed by a group of men from that region who
now live in Yugoslav Macedonia and were filmed by Bob Leibman at a
folk-dance festival in 1971. As danced by this group, Stankine oro
differs in certain details from the version some U.S5. and Canadian
folk dancers are already familiar with {described in the notes ac-
companying the record listed below).

Structurally, Stankino oro is a member of the pravo/lesno family
of 3-measure dances. It is a rare example of this dance-type in 11/16
meter.

Recording: Folkraft LP-15, side A, bd. 4, Stankino.

Rhythm and meter: Stankino ore is in a slow-gquick-slow rhythm
(3 dancer's beats per measure) and may be notated in 11/16 meter:

Rhythm: S Q 5
Dancer's beats: l & 2 3 &
11/16 notation: 2[’ '.P' .P. ‘I‘ 'ob

L

Formation: M in open circle or line; arms on neighbors' nearest
shoulders. Leader may flourish handkerchief in free R hand.

MEAS ACTION

Part 1 - Slow

1 Facing slightly R of ctr and moving in LOD: step Rft fwd (1);
slight bounce (Zdukde) on Rft, bringing Lft across in front
with I knee bent (&); prlace Lft flat on floor fwd beyond REft,
pressing firmly as if stepping but actually only sharing wt
momentarily with Rft (2); without moving Lft from this posi-
tion, shift full wt onto Lft, flexing L knee slightly (3):
Fukde in place, moving Rft in air in LOD in preparation for
next step (&).

2 Facing ctr, step Rft sideward R (1); Zukde on Rft in place,
bringing L knee high acress in front, L ankle turned in (2):
3ukde on Rft in place, beginning to lower Lft in preparatiocn
for next step (3).

3 Step Lft slightly backward (i.e. away from ctr) (1l); Jukde on
Lft in place, bringing Rft around and up in back so that R
ankle is behind L knee (2); Sukée on Lft in place, beginning
to lower Rft in preparation for next step (3).

(continued)



STANKINO ORO (cont'd)

Part 2 - Fast

The music accelerates, and at a given point (which may be sig-
nalled by the leader) the dancers change to the following fast
variation of Part 1. Note: All "steps" below are running steps.

(upbeat) Preliminary hitch-hop on Lft, turning to face in ILOD (ah-)

1 Step Rft fwd in LOD (1); hop fwd on Rft, bringing Lft up
acrosg in front (2); step fwd on Lft (3); hitch-hop on
Lft {ah-).

2 Step Rft fwd in 1LOD (l); step Lft across in front of Rft (2);
turning to face c¢tr, hitch-hop on Lft (ah-); facing ctr, do

a "twizzle" step, as follows: step backward (away from ctr)
on full Rft, leaving Lft in its previous position without
wt pointed toward ctr and moving L ankle R in a tiny arc
using the L sole as a pivot point (3); hitch-hop on Rft

in place (ah-).

3 Jump onto both feet apart, knees slightly bent, facing ctr (1);
hop on Lft in place or moving very slightly to R, R knee
bent and Rft in a position near or behind L ankle (2):; hop
again on Lft in place or very slightly to R, with Rft in
same position as just described (3); do the preliminary
hitch~-hop described under "upbeat" at the beginning of this
Part (ah-), and continue into meas 1 to repeat the figure.

Noteg by Dick Crum



KOKONJESTE

Serbia (Yugoslavia)

Kokonje3te (koh-kohn-YESH-teh) oxr, in dialect, Awkunjedde (koo-koon-YESH-
cheh), Kuwkunjed, etc., is one of the "classic" dances of Yugoslavia. It was
a favorite of turn-of-the-century ballrooms as well as wvillage churchyards; by
1300 it had attained sufficient popularity among Serbs living in the Austro-
Hungarian Empire that it was transplanted to the U.S. and Canada by immigrants
from that area.

Its name is a Reomanilan word (coconesgte, meaning "in the style of a young
nchleman"), giving support to the theory that the dance was introduced via the
upper-class ballrocom. (Romanian musicians were popular in cities and towns
throughout the Balkans -- their impact on dance music of Yugoslavia, Bulgaria
and even Greeck island towns is still ewvident today.} It is alsc possible that
the ballroom form of Kokonje3te was based on some older, traditional Serbian
folk dance, reflecting a common practice among 19th-century Serbian dancing
masters.

The term "KokonjeSte pattern" is often used by Yugoslav dance specialists
with reference to a large group of kolos that share Kokonjedte's basic struc-
ture. This group includes dances well known to many U.S. and Canadian folk
dancers, such as Jikino kolo, Cujed mala, and U 3est.

Many different tunes were composed for KokonjeSte. O0ld music bocks list
Kokonjedte I, Kokonjedte II, Kokonjedte III, Cukaridko kokonjedte, etc. The
most famous of these was Arapsko kokongjedte (literally "Arabian"}, a somewhat
fanciful title, since the melody has little relatienship to Arabic music.
This is the tune that has lived on among Serbian-American musicians to the
present day.

The dance is described here as learned and danced by Dick Crum at Serbian
and Croatian dance events in the eastern U.8. during the early 1950's.

Recordings: (a) Felk Dancer MH 1007
(b) NAMA #2, Side B, Band 2
Meter: 2/4

Formation: Open circle, M and W, hands joined down at sides ("V" position),
end dancers have free hand at small of back.

MEAS ACTION

Part 1 - Basic Kokonjelte

1 Facing slightly R of ctr and meving in LOD: step Rft fwd (1); step
LEt fwd (2).

2 Facing ctr, short step with Rft sideward R (1}; close Lft (no weight)
beside Rft or slightly fwd (2).

3 Short step with Lft sideward L or in place (1); close Rft (no weight)
beside Lft or slightly fwd (2).

4 short step with Rft sideward R or in place (l), close Lft (no weight)
beside Rft cor slightly fwd (2).

5-8 Reverse footwork and direction of meas 1-4.

{continued)



KOKONJESTE {concluded)

MEAS ACTION
Part 2 - "Fast" or "running" Kokonjedte
1 Facing slightly R of ctr and moving in LOD: 2 running steps (Rft-Lft) Ffwd.

(Scme dancers exaggerate these two steps by stepping cutward from the ctr
on the lst and twd the ctr on 2nd, keeping feet close together, giving a
zig-zag pattern tc the movement fwd in LOD) (1,2).

2 Facing ctr, light step sideward R with Rft (1); step Lft lightly beside or
in front cf Rft (&); light step with Rft in place (2).

3 Facing ctyr, light step sdwd L with Lft (1); step Rft lightly beside or in
front of Lft (&); light step with Lft in place (2).

4 Facing ctr, light step sideward R with Rft (l}); step Lft lightly beside or
in front of Rft (&); light step with Rff in place (2).

5-8 Reverse foctwcrk and direction of meas 1-4 of this Part, starting to L
with Lft.

SEQUENCE: Parts 1 and 2 are described above beginning with Rft and moving R.
buring the dance, each will alsc be done beginning with Lft and moving L at differ-
ent times. Part 1, always done for 12 measures, to the first ("Arapsko“} theme of
the music, goes through 1 1/2 times and thus "switches feet". If Part 1 began on
the Rft, Part 2 will begin on the Lft. KXeep in mind that each part begins with
whichever foot is free, and that the direction of movement, whether slow cr fast,
alternates to the R and L throughout the dance. The "Arapsko" theme (which beging
with the "held" ncte) is the first theme on the recording. When it recurs later,
it signals dancer to switch to Part 1 with whichever foot is free.

4,80 Presented by Dick Crum



DE-NVIRTIT

Oag District (Romania)

De-nvirtit (den-ver-TEET, "turning"), & couple dance, is one of the two
basic traditiconzl dances of the tiny district of Oasg in northern Romania. (The
other basic dance of the area, rgaga, is a circle dance done by men only.)

Bt a Sunday afternoon dance gathering, de-nvirt<f is usually the opening
dance, and it is repeated regularly during the rest of the event. Only the unmar-
ried people dance it on such occasions. Older, married people sometimes dance it
at less public celebrations (weddings, christenings, etc.).

As performed by the young ogeni (“Gasians"}, de-nwiriit is made up of two
"phases™: ' at the beginning the couples dance non-turning figqures, in place or
moving about a small area of the floor. This Phase 1 includes the “Basic Step”
and the "Men's Steps™ (see descriptions below) and serves as a kind of warm-up.

ter a few minutes of this opening phase the man leads the waman into side-~to-
side movements and the various tuwrnming figures from which the dance itself gets .
its name. The turming phase is the main part of de-nviri<t.

Recording: Fuge Imaginea FI 102-3&, De-nvirtzt.
Rhythm and meter: De-nvirtit is conventionally natated in 2/4 meter. Its

basic rhythm pattern is slow-guick-slow-guick-slow and spans twa measures of
music. (For other rhythm patterns see "Men's Steps™ below.)

Dancer's beats (counts) 1 2 3 4 5

Rhythm ' -5 q 8 g S

2/4 netation (2-meas phrase) J I> J j) J

BASIC STEP PATTERNS

in its simplest form, de-nvirtit has two different step patterns which are
done individuwally or in combination with each ather, depending an the particular
figure being done. These two patterns are the "Basic Step" and the "Continuation
Step™. Bath can be done by men and women, are in the 5-g-S-g-5 rhythm, and can be-
gin with either foot depending on the figure being danced.

1. "Basic Step”

The Basic Step is done in place ar moving in various directions--sidevays,

forward, backward, twirling around in place, etc., depending an the figure
being done.

Besic Step (Lft) Basic Step (Rft)

S Step Lft S Step RSt

q Step Rft g Step LIt

S Step Lft S Step RIt

g Step Rft g Step Lft

5 Step Lft 8 Step Rft



2. "Continuation Step”

Thaugh sometimes done in place, the Continuation Step is primarily used
2s a traveling step in couple turns moving clackwise or counterclockwise.

Centinuation Step (Rft) Continuation Step (Lft)
S Step Rft S Step Lft
g Hop ©r bounce on RIt 4§ Hop or bounce on LEt
S Step Lft S Step REt
g tep Rft g Step LIt
5 Step Lft 5 Step Rt

MEN'S STEPS .

Gag men embellish their dancing with a variety af taps, stamps ané heel
clicks, often in syncopated rhythms. They usually do these steps during "Phase 1"
(non-turning figures, see introductory notes zbove). 1 comprehensive list of
these embellishments would be impossible; three typiczl men's figures are given
here.

1. Men's Step 71 ~ "Basic Step with Heel Taps"

Done in place or moving a short distance sideways.

Besic Step with Heel Taps (Rft) Basic Step with Heel Teps (Lft)

g Audible step with Rft in place g Audible step with Lft in place
or sideways R or sideways L

g Tap L heel beside Rft g Tap R heel becide Lft

g Step LIt beside Rft g Step REft beside LIt

g Step Rft in place or sideways g Step Lft in place or sideways
R L

a Tap L heel beside Fft g Tap R heel beside Lff‘

g tep Lf{t beside RIt g . Step Rft beside Lft

g Step Rft beside Lft g Step Lft beside FRft

g Tap L heel beside Rft g Tzp R heel beside Lft

2. Men's Step %2 - "Heel Clicks"

bDone in place or moving forward or backwards.

ILand on both feet about 6" apart, bending both knees slichtly

<

g Low jump inte air, clicking insides af both feet together

g Land on both feet close teogether

g Land on both feet about 6" apart, bending both knees slightly

g ILow jump into air, clicking insides of beth feet tegether

o Land on both feet clese together

¢ Land on both feet about 6" apart, bendinc both knees slightly

g Low jump inta &ir, clicking insides of both ifeet together
Note: Most native dancers do this step clese te the floor witheout

spreacding their feet very far zpart, i.e., it 1is not a
calisthenics-type jumping-jack step.




DE-KVIRTIT (cont'd)
/9// B /

danced by the natives in Oag, and even this sequence 1s not abscolutely rigid; some-
times the dancers will return to Phase 1 briefly as a kind of break between the
more zctive movements of Phase 2.

PHARSE 1 - NON-TURNING FIGURES (M znd W use opposite footwork)

Ficure #1 - Basic Step in Place

("X" meas) M keginning Lft, W beginning Rft, couple does Basic Step, alterna-
ting feet with each new phrase, as if "marking time" in place.
This is done for as long as the M wishes.

Figure #2 - Basic Step Sideways

{("X" meas) M beginning Lft, W beginning RIt, cauple deces Basic Step, alterna-
ting feet with each new phrase and dancing sideways, first to
M's L, then his R, etc., until M leads into another figure.

Ficure #3 - Basic Step about Floor
("¥X" meas} M beginning Lft, W beginning Rft, couple does Basic Step, alterna-
ting feet with each new phrase and dancing casually about the édance

floor. Usually the M moves fwd, the W bkwd as they travel.

Figure #4 - Men's Steps

{"X" meas) M does any or all of Men's Steps #1, 2 or 3, either in place or
traveling, as appropriate. W accommadates her footwork to his
movements {sece under Men's Steps and Women's Steps above).

Note: There is no rule as to the seqguence or length of time devoted to the
above figures; these are entirely up to the discretion of the M.

PHASE 2 - TURNING FIGURES {M and W use same footwork)

After a few minutes doing figures from Phase 1, the M leads the W into vari-
ous turning figures; note that during these figures the partners use the same
foot. This means that the W must guickly change feet zs she feels the M's lead
into Phase 2.

Pigure #5 - Side-to-Side

Meas 1 —2 Retaining shoulder-waist position, couple does one Basic Step
(Lft}, the M doing his in place as he turns very slightly R {G4},
leading W with his L hand over toward his R side. She meantime
faces in this direction and tzkes her Basic Step (Lft}, ending
up almost an his R side and turning slightly R at the very end
to face in the direction she just came from. '

Meas 3-4 Reversing foptwork and direction, M leads W over tO his L side
{she "returns home" and goes a little beyend), turning slightly
I, at the very end to face in the direction she Jjust came from.

This figure may be repeated as many times as the M wishes.
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CE-NVIRTIT {(cont'd)

3. Men's Step $£3 - "Stamp-Hoo-Step-Hop-Stamp"”

Done in place.

s
!
S
c
) camp Lft
& Stamp Lft
g
S
d
$ =Stamp Rt

WOMEN'S S7EPS

Stamp Rft (na wt) acrass in frant of Lft
Hop or bounce on Lft in place

Step Rft beside Lft

Hop or bounce an Rft in place

{(no wt)} acrass in front of Rrft

(no wt) across in front of RTt acain
Eop or bounce an Rft in place

Step Lft beside Rft

Hop or bounce an Lft in place

{no wt) across in front of Lit

Wnile the men are doing the Men's Steps, the women adjust their footwork ta

accommodate the men’s movements. In the case of Men's Step #1, for example, the
woman would do the ordinary Basic Step beginning with the opposite foot from the
man. In the case of Men's Steps #2 or %3, she might do the ordirary Basic Step,

or the fallowing "Step-Hop-Step-Hop-Step':

Wecman's Step - "Step-Hop-Step-Hop-Step"

Done in the direction led by partner.

tep RIt

5 EStep Rft
a
S Step LIt
g
S Step Rft
5 Step LIt
q
S
g
5

Step LIt

Hop or bounce on Rft

Hop or bounce on Lft

Hop or bounce on LIt

Hep or bounce on Rft

FORMATION AND POSITIONS

Couples anywhere
walst, but very often
hand position for the
on her elbow. During
couple turns in Phase
to L shoulder.

Note: Even when
their partners.

SEQUENCE OF FIGURES

on the dance floor. The most common position is shoulder-

the W grasps the M's upper arms or elbows. An altexnative

M is one hand at W’'s waist, with his other hand "hooked"

the steps of Phase 1 partners are face-to-face; during the

2 they are often turned R-shoulder-to-R-shoulder or L-shoulder-

in face-to-face positian, the native dancers seldom look at

rside from the overall seguence of Phase 1 {non-tuvrning ficures) followed Ly

Phase 2

(turning and twirling figures), there is no set seguence to the dance zs



CE-NWVIRTIT (cont'd)

FPigure #6 - Shart Turn

Meas 1-4 Retaining shoulder-waist position {or M may "hook" his L hand on
W's R elbow), pariners turn R-shoulder-to-R-shoulder, and each
moves forward so that they turn as a couple W, using 1 Basic
"Step {Lft) plus 1 Continuation Step (Rft).

Meas 5-8 Reverse footwork and direction of Meas 1-4, i.e. with L shoulders
together, turn CCW with 1 Basic Step (Rft) plus 1 Continuvation
Step (Lf1).

Do as many Short Turns as the M wishes.

Figure #7 - Iong Turn

Meas 1-8 Identical to the Short Turn, except that the CW turn is langer,
i.e., 1 Basic Step (Lft) plus 3 consecutive Continuation Steps (Rft).

Meas S5-16 Identical to the CCW turn of the Short Turn, except it is longer,
i.e., 1 Basic Step (Rft) plus 3 consecutive Continuation Steps (Lft).

Do as many Long Turns as the M wishes.

Figure #8 - "Open-End" Turn

("X" meas) If the M wishes, he may extend the Long Turn "indefinitely" simply
by tacking on more Continuation Steps. The "open-end" turns may
ke done either CW or CCW, although the preference in Cas is CHW.

Figure $#9 - "Short Stop and Reverse”

Meas 1-4 Couple does 1 Short Turn CW, stamping onto LIt on the last count
' and not turning to begin a Short Turn CCW.

Meas 5-8 Stiil facing €W, the couple "goes into reverse”, backing'up CCH
with 2 Continuvation Steps (Rft) moving backwards. :

Meas 9-16 M abruptly shifts W across in front of him intc L-shoulder-to-L-
shoulder position and they do a Long Turn CCW {cf. Meas 9-16 of
Figure 7).

Fiqure £10~- Woman's Walk-Around

Meas 1-4 Couple does 1 Short Turn CW.

Meas 5-6 Partners release hold; M does 1 Continuation Step (Rft) in place,
his ‘hands loose down at sides, while W moves past his R shoulder,
arcund in back of him, past his L shouvlder and around in front
of him using a total af 1 Continuation Step [Rft), her hands
down at sides.

Meas T7-8 Aas W comes around in front, M takes her in R-shoulder—-to-R-shoulder
position and they do 1 Continuation Step (Rft) CW.

Meas 9-16 Reverse directian and footwork of Meas 1-8 of this figure.



Lo hVERLT LY (CoNCluoen)

12

Figure #11 - Waman's Twirl

Meag 1-2 Partners release hold as M takes W's L hand in his R hand; he
twirls her once or twice CCW in place in front of him, both
dancexrs using 1 Basic Step (Lft) (he does his marking time in
place as she turns). .

Meas 3-4 4 takes W's R hand in his L hand and twirls her ance or twice
CW in place in front of him. Roth dancers do 1 Basic Step (Rft),
he doing his in place, she using hers to make the twirl,

Hote: The nuuber and duration of these twirls is up to the man.

Presented by Dick Crum
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SUKACKO KOLO

Croatia (Yugoslavia)

ht weddings in the Prigorje district of Croatia, an important role was played
by the swkaltice, the women who prepared the special soups, cakes and roast meats
for the feast held at the bride's home after the church ceremony. The guests sang
a humorous song (Sukacdice, domarice...) in their honor, usually at the moment they
brought out the roast turkey or some other special course, and sometimes the song
was accompanied by spontaneous dancing. Swkadko kolo (s00-kotch-koh KOH-1loh,
"Gance done to the song about the swkadica™) had no special steps or chorevgraphy
in that context; the wedding guests formed a circle or took partners, perhaps
pulled a sukadica or twoe into the keole with them, and danced their ordinary local
drme& ("shaking dance")}.

Tne drmed formerly done in Prigorje villages consisted of several types of
walking steps, hop-step combinations and "shaking™ steps in place, with no fixed
seguence.

Two versions of Sukalko kolo have been introduced in the U.S: and Canada to
recreational folk dancers: a couple version, learned by Anthony Shay of Los An-
geles from members of the Creoatian State. Ensemble and introduced by him in the
late 1860's, and a group version (described here} learned in 1854 by Dick Crum
in the village of Grafani. The Grafani version is a set sequence of local tradi-
tional movements arranged by the villagers for presentation at a regional folk

festival.

Recordings: Festival FM-4002-B; HNama 2 - Side A, B4 5; Monitor LpP 470 -
Side II, B4 1.

Meter: 2/4

Formation: Circle, preferably not more than 5 dancers, M and W, hands 1n
back-basket position (halding hands of 2nd person over on each side, behind back

af neighbor}. There is no “rule" as to which arm is over and which is under,
although the tendency among native dancers is for the W's hands to be joined over
the M's whenever possible. The dance can also be done in couples, in which case

W's nands are on M's shoulders, his hands at her shouldexr blades.

MEARSURE : ACTION

{(1-8} 8 meas introduction. Dancers wait.

Part 1 - Traveling steps to L

1-6 Facing L, move in RLOD with 12 smooth, brisk walking steps beginning
with Lft.

7 Still moving in RILOD: hop on Rft {1); step LIt fwd (&); step Rft fwd
(2)}; hold (&}.

g-12 Repeat movements of meas 7 five more times (6 times in all), cantinuing

fwd in RLOD.

continued
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14
15~16
1719
20
1-12
12-20

KOLO {cont'd) - )

Far:t 2 -~ "Drmag”.

Facing centex, step Lit sideward L, with flat foat and stiffening L knee
sharply (1); sharply flex L knee, at same time raising Rft off flaor
(&) ; step Rft beside Lft, stiffening knees sharply (2); sharply flex
E knee, raising Lft off floor (&).

Still facing center, step Lft sidewzsrd L as in ct 1 af meas 13 above (1);
sharply flex L knee, ralsing Rt off floor (&): close Rft (nag wt') be-
side Lft, stiffening both knees sharply (2); sharcly flex L kree,
raising Rft aff floor (&).

Feverse footwork and direction af meas 13-14.

Repsat movements of meas 13-15.

§till facing center, step Rft sideward R, stiffening R knee sharply (1)};
charply flex K knee, raising Lft off floeor (&); close Lft (taking wt!l)
beside Rft, stiffening both knees sharply (2); sharply flex L knee,
raising Rft off floor (&).

Part 3 - Traveling steps to R

keverse movements of Part 1, i.e., becinning with Rft and moving in LOD.

Part £ - “"Drmeg!

Feverse movements of Part 2, i.e., beginning with Rft sideward R.

; Presented by Dick Crum



ANA LUGOJANA (Hategana)

Romania (Banat)

Ana Lugojana (AH-nah loo-goh-ZHAH-nah, "Anna from Lugei") is a popular
song whose tune is one of many used to accompany the Hategana (hah-tzeh-GAH-nah},
a well known Romanian couple dance in the regions of Banat and Transylvania.
In Romania the Hategana is found in a number of regional variants, the most com-
plex having four figures: a "promenade", a woman's twirl, a couple-turning
figure and a change-partner figure.

The eimpler version given here is one 1 learned and danced during the late
1930's and the 1940's in my home town of St. Panl, Minnesota, among Romanian
immigrants from Banat. At weddings, church helidays, fund-raisers and other
dance events at the small hall behind St. Mary's Romanian Orthodox Church,

Anag Lugojana was played and danced once or twice in a given afternoon or eve-
ning, along with a half-dozen other Romanian circle, contra and couple dances.
A local combo of first-generation part-time musicians furnished the music on
violin, clarinet, drume and, occasjionally, saxophone.

Recording: BEthnic Arts EA 4501, Ana Lugojana
Meter: 2/4

Formation: Couples anywhere on the dance floor. See below for positions
and handholds.

BASIC STEP - "Step-close-apart-chug”

One hasic step pattern is used throughout the dance. Footwork is identical
for M and W. The entire pattern is done flat-footed, with weight back on the
heels rather than on the forward portion of the foot. Otherwise, it has some of
the feel of the UP-down ridg some folk dancers are familiar with from Hungarian
dances.

Meas Basic Step L

1 ("step-close"): With L knee straight, step Lft sideward L (1)
bending both knees slightly, close Rft heside Lft, taking weight
on REt (2).

2 ("apart-chug"): Straightening knees, again step Lft sideward L,

momentarily sharing weight on both feet in this "apart™ position

{1); bending both knees, slide Lft "home" beside Rft with a chug,
shifting full weight conto Lft with accent {(sometimes audible) and
raising Rft low off floor beside Lft (2].

Basic Step R

3-4 Reverse footwork and direction of movements of meas 1-2.

MEAS ACTION

FIGURE 1 - Side promenade L and R

Position: Partners side by side, W on M's R, inside hands joined with
elbows bent. W's ountside hand either on hip (fingers forward) or down
at side naturally. M's outside hand on hip or raised out to side at

head level (M occasionally snapg fingers or gestures with outstretched

{continued)
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ANA LUGOJANA (ronciluded)

MEAS ACTION

FIGURE 1 (continued)
palm to give emphasis to a movement).
1-2 In this "promenade" position, do Basic Step L.
3-4 Basic Step R.
Couple continues promenading alternately L and R for as long as M wishes.
Though described above as strictly sideward, the "promenade" can actually
be done moving very slightly forward as well; however, the couple does not
stray very far from their original place on the floor.
FIGURE 2 - Woman's twirl
This is actually a variation of the "promenade" described ahove. Both M
and W do the same steps as in Fig. 1 but, if and when the M wishes, he may
ralse their joined hands and twirl the W {(counterclockwise if they are pro-
menading L, clockwise if they are promenading R,
The W's twirl is one full turn using the footwork of one Basic Step (be-
ginning Lft for CCW twirl, Rft for CW twirl). She does the turn in 2 steps
equivalent to the "step-close" of a Basic Step, and does the “apart-chug”
after she has completed the turn and 1s again side-by-side with partner.
FIGURE 3 - Couple turns
Position: Partners face, W's hands on M's shoulders; M's hands may hbe
at W's shoulder blades or he may place his R hand at her waist and his
L hand at her R elbow or upper arm.
The couple turns are done alternately CW and CCW, using various combina-
tions of the movements of the Basic Step. For convenience in learning,
three arbitrarvy couple turns are described here: "singles", "doubles”
and "double doubles™.
"gingles”

1-4 In one of the turn positions described above, partners face Jjust slightly
to L of direct face-to-face position, and turn as a couple CW using the
movements of one Basic Step L; then reverse (if M is using waist-slbow
hold with W, he at this point switches L hand te her waist and R hand to
her L elbow or upper arm), turning CCW using the movements of one Basic
Step R.

"Doubhles"

1-8 Couple turns CW using the equiwvalent of three "step~closes™ and one
"apart-chug" of a Basic Step L; then reverse and do the equivalent of
three "step-cleoses™ and one "apart-chug" of a Basic Step R.

"Double doubles"
i-1% Couple turns CW with the equivalent of sewen "step-closes' and one

"apart-chug" of a Basic Step L:; then reverse and do the equivalent of
seven “step-closes®™ and one "apart-chug” of a Basic Step R.

Presented by Dick Crum
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RUKA FROM KRANOVO

Dobrudja (Bulgaria)

Ritka (RUCK-uh, "hand" or "arm") is the name given to a whole family of dances
from the Dobrudja region; their common denominator is that they are done holding
hands and usually involve arm-swinging movements, in contrast to most other Dobrudian
line or circle dances, which use the belt hold. In Dobrudja the men and women dance
Ritka together up until a certain point at which the men separate from the women, form
their own line and perform more complex figures. The women meantime either continue
dancing the basic figure(s} or retire from the dancing area and watch the men.

The version described here comes from the village of Kranovo (KRAH-no-vo}.

Recording: Any recording of Rika may be used. The following are readily avail-
able to folk dancers in the U.S.:

(a) NAMA 2, Side B, Bd 1, Rika
(b} Balkan-Arts BA 701A, Bd 2, Rika

Meter: 2/4

Formation: Men and women in open line or circle, hands joined down at sides.

Arm movements: During most of the dance, the Jjoined hands are held with arms
relatively straight:; arms are swung backwards (away from center) on each count 1
and forward (toward center} on esach count 2. The swings bring the arms about 45°
forward or back from vertical. Though the swings will not be mentioned in the
description below, they are assumed to be there, and should be practiced right along
with the other movements. During men's figures 3 and 4 there are special arm posi-
tions which will be described below.

MEAS ACTION

FIGURES .DONE BY BOTH MEN AND WOMEN

Figure 1
1 Facing R of center, step Rft fwd (1} and Lft fwd (2} in LOD.
2 Continuing in LOD, step Rft fwd {1}, Lft fwd (&) and Rft fwd (2).

Note: During the above 2 meas the circle contracts slightly.

3 Facing center, step Lft slightly fwd {(1); scuff R heel (no weight) beside
Lft (&); facing slightly L of center, step Rft backwards diagonally (2);
step on Lft, drawing it back toward Rft (&).

4 5till facing slightly L of center, step Rft backwards again (1); pause (&};
turning to face center, step Lft in front of RFt (2); scuff R heel fwd (&),
beginning to turn slightly R of center in preparation for next figure or re-
peat of this one.

Figure 2

1-2 Same movements as meas 1-2 of Figure 1.

(continued)

17



18

RUKA FROM KRANOVO {continued)

MEAS ACTTON

Figure 2 (continued)
3 Facing center, step Lft slightly fwd (1); stamp Rft (no weight) beside Lft
{8); stamp Rft again beside Lft, this time taking weight on Rft {2); pause
(&),

4 Still facing center, step Lft backwards (1); step Rft backwards (&); step
Lft backwards (2); scuff R heel fwd (&) beginning to turn slightly R of cen-
ter in preparation for return to Figure 1 or repeat of this figure.

Note: If proceeding on to men's Figure 3 or 4, the last movement becomes a
stamp with weight onto Rft beside Lft, instead of the "scuff R heel fwa"
described ahove. (Both men's figures begin with a leap onto Lft.)

FIGURES DONE BY MEN ONLY

When dancing separately, in their own line, the men also do Figures 1 and 2,
but not moving diagonally in LOD. They do all their figures facing center

and moving directly forward, backward or in place. Besides the forward-and-
back versions of Figures 1 and 2, the men also do the following Figures 3 and 4.

Pigure 3
1 Facing center, leap onto Lft in place, kicking Rft up in back {1); stamp Rft
(no weight) beside Lft {&); leap onto Rft in place, kicking Lft up in back
{2); stamp Lft (no weight) beside RFft {&).

2 §till facing center, leap onto Lft in place, kicking Rft up in back {1);
stamp Rft (no weight) beside Lft {&); step Rft in place (2}; step Lft in
place (&).

3 Step Rft in place, swinging arms back rather high and bending slightly fwd

from waist (1l); pause {&); maintaining this position, reach L heel fwd as if
intending to put weight on L heel in a long step fwd (2); emphatically shift
weight onto full Lft, bending L knee slightly and raising Rft off floor in
back (&).

4 Leap back onto Rft, straightening trunk and bringing joined hands up in front
at shoulder height, elbows bent, at same time raising bent L leg forward (1);
bring feet together and go into deep knee-bend, hands in same position (2}.

Figure 4
1-2 Same movements as meas l-2 of Figure 3.
3 leap onto RFt in place, raising I, knee up in front {1); hop on Rft in place,
turning L heel outward in its forward position (2).

4 Hop on Rft in place, turning L heel inward in its forward position (1); bring
feet together and go into deep knee-bend, hands still in shoulder-height
position (2).

5/ 80 Presented by Dick Crum
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GELSKO HQRO
Rhodopes Region (Bulgaria)

Gelsko horo (gel-SKO ho~RO, "g" is hard as in English "get"), also known as
Smoljanske Sukano horo (smol-YAHN-sko choo-KAH-no ho-RO, “stamping dance from
Smeljan"), is a variant of a dance found throughout Bulgaria and many parts of
Romania under many names (4dlunelul, Tropanka, Cukanoto, etc.). This version is
from around the town of Smecljan in the Rhodope Mountalin region of Bulgaria.

Recording: Balkan-Arts BaA 701B, B4 1, Chukanoto
Meter: 2/4
Formation: Open circle or line of dancers, men and women, hands joined

down at sides during Part 1 and raised at shoulder height, elbows bent, during
Part 2.

MEAS ACTION

rart 1 - Traveling in LoD

1-2 Facing to R of center and moving in LOD, take 2 step-hops (R-hop, L~hop).
3 Continuing in LOD, take 2 steps, R-L (counts 1, 2).

4-6 Same movements as in meas 1-3.

7-8 Same movements as in meas 1-2, ending up facing center with joined hands

brought up tec shoulder height, elbows bent.

Part 2 - Stamping steps

2 Facing center, step Rft very slightly sideward R (l); stamp Lft (no weight)
beside Rft (2).

10 Step Lft wvery slightly sideward L (1); stamp Rft (no welght) beside Lft (2},

11 Same movements as in meas 9.

12 Stamp Lft again beside Rft (1) and pause (2).

13-16 ©rRepeat movements of meas 9-12 with opposite footwork.

Iower hands and repeat dance from the beginning,

Presented by Dick Crum
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HORO-RUCENICA

Bulgaria

The most popular dance in Bulgaria is probably the riidenica (ruh-ghin-EE -tsuh),
which is found in many forms (couple, solo, trio, circle} throughout that country.
The form described here is commonly done when there are large numbers of people at
a dance event. It is essentially a Aoro (ho-RO}, i.e. a line or open clrcle dance,
done in the quick-quick-slow rhythm characteristic of the ritdenicg in most of its
forms.

Recarding: Any ridenica music.

Bhythm and meter: The dance is conwventiconally notated in 7/16 time, in the
above-mentioned guick~gquick-slow pattern;

Dancer's bheat (count) 2 3

1
Rhythm q q S
b

PR

Formation: Open circle or line, mixed men and women, holding joined hands at
sides or, as is often the case, holding neighbors' belts.

7/16 notation

BASIC RUCENICA STEP

The basic step of most rudenici is a simple R-I~R, L-R-I. sequence in the above
rhythm, and the styling varies enormously from one region to the next, according to
persconal preference and mood, age, etc.

MEAS ACTION

1-2 Facing slightly R of center and moving in LOD, take two basic steps, R-I-R,
L-R-L. Note that the circle contracts slightly during these two mea-
sures.

3 ' Facing center, take one basic step R-I~R backwards (away from center).

4 S§till facing center, take one basic step L-R-L slightly sideward to L:

some native dancers do this practically in place or even beginning to
move into LOD.

The above pattern, with personal variations, is repeated until the end of the music.
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