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Sultan Bilget Giigliier”

Abstract: This research examines folk dances beyond viewing them merely as folkloric performances or
elements of cultural heritage; it considers them as cultural practices that produce nonverbal meaning within the
relationship between ritual, sign, and body. The main problem of the research is that folk dances are often
evaluated through regional representation, figures, costumes, and stage arrangement, whereas the nonverbal
communicative meanings formed through body, rhythm, gesture, mimicry, steps, and collective movement are
not sufficiently deepened. The research is structured through a qualitative and theoretical-interpretive
approach; folk dances are discussed around the concepts of nonverbal communication, semiotics, ritual, body,
cultural symbol, and embodied memory. In the article, it is argued that folk dances may be interpreted as
practices that bring the community together in ritual contexts, strengthen the sense of belonging, and transmit
cultural codes through the body. In addition, it is evaluated that the process of staging does not entirely
eliminate these meanings; rather, it may reorganize them within new conditions of representation and visibility.
Focusing on the relationship between rhythm, body, space, costume, music, and collective movement, the
research suggests that folk dances can be read as embodied cultural texts whose meanings are shaped within
context and performance conditions. In this regard, folk dances are examined as nonverbal cultural fields in
which social meaning is produced, shared, and transmitted through the body. Thus, by evaluating the
communicative, semiotic, and cultural dimensions of folk dances together, the research aims to open a
theoretical discussion area concerning nonverbal meaning production and to provide a conceptual basis for
future research.

Keywords: Ethnomusicology, Folk Dances, Nonverbal Communication, Semiotics, Ritual, Body.

Oz: Bu arastirma, halk danslarini yalnizca folklorik bir gosteri ya da Kkiiltiirel miras unsuru olarak gérmenin
Otesinde; ritiiel, gosterge ve beden iliskisi i¢inde sdzsiiz anlam iireten kiiltiirel pratikler olarak ele almaktadir.
Aragtirmanin temel problemi, halk danslarinin ¢ogu zaman ydresel temsil, figiir, kostim ve sahne diizeni
tizerinden degerlendirilmesi; buna karsilik beden, ritim, jest, mimik, adim ve toplu hareket araciligiyla olusan
sOzsiiz iletisimsel anlamlarin yeterince derinlestirilmemesidir. Arastirma, nitel ve kuramsal-yorumlayici bir
yaklagimla yapilandirilmis; halk danslari sozsiiz iletisim, gostergebilim, ritiiel, beden, kiiltiirel sembol ve
bedensel hafiza kavramlari etrafinda tartisilmistir. Makalede halk danslarinin ritiiel baglamlarda toplulugu bir
araya getiren, aidiyet duygusunu gii¢lendiren ve kiiltiirel kodlar1 beden yoluyla aktaran pratikler olarak
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yorumlanabilecegi ileri siiriilmektedir. Ayrica sahnelesme siirecinin bu anlamlar1 biitiiniiyle ortadan
kaldirmadigi; onlart  yeni temsil ve izlenebilirlik kosullar1 icinde yeniden diizenleyebilecegi
degerlendirilmektedir. Ritim, beden, mekén, kostiim, miizik ve toplu hareket arasindaki iliskiye odaklanan
aragtirma, halk danslarinin anlami1 baglam ve icra kosullar1 i¢inde sekillenen bedensel kiiltiirel metinler olarak
okunabilecegini tartigmaktadir. Bu dogrultuda halk danslari, toplumsal anlamin beden araciligiyla iiretildigi,
paylasildig: ve aktarildig1 s6zsiiz kiiltiirel alanlar olarak ele alinmaktadir. Boylece arastirma, halk danslarmin
iletisimsel, gostergebilimsel ve kiiltiirel boyutlarii birlikte degerlendirerek sdzsiiz anlam iiretimine iligkin
kuramsal bir tartigma alan1 agmay1 hedeflemektedir ve ileride yapilacak arastirmalar i¢in kavramsal zemin
sunmaktadir.

Anahtar Kelimeler: Etnomiizikoloji, Halk Danslar1, Sozsiiz Tletisim, Gostergebilim, Ritiiel, Beden.
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Structured Abstract:

This study aims to examine folk dances through the relationship between ritual, sign, and body, with
particular attention to their nonverbal world of meaning. Rather than approaching folk dances only as folkloric
performances, entertainment practices, or regional cultural displays, the study discusses them as culturally
coded practices through which social meanings may be produced, shared, and transmitted. The main problem
addressed in the study is that folk dances are often evaluated through figures, costumes, regional identity, and
staging, whereas their dimensions of nonverbal communication, semiotic meaning, embodied transmission,
and cultural memory may remain relatively underexamined. From this point of departure, the study seeks to
interpret folk dances as practices in which rhythm, gesture, bodily posture, spatial formation, costume, music,
and collective movement function as possible carriers of cultural meaning.

The study is designed as a theoretical-interpretive study within the framework of a qualitative research
approach. It does not rely on interviews, observations, participant data, or fieldwork. Instead, written sources
on folk dances, ritual, semiotics, nonverbal communication, embodied transmission, cultural memory,
performance studies, and ethnomusicology were examined. The reviewed literature was classified thematically
in accordance with the main problem of the study. Folk dances were evaluated through the themes of ritual
context, sign and symbol, body, rhythm, nonverbal communication, staging, social belonging, and cultural
memory. Rather than conducting a formal movement analysis of a specific dance repertoire, the study aims to
develop a conceptual interpretation of folk dances as cultural practices through which nonverbal meanings can
be produced, reorganized, and transmitted.

The methodological framework draws on semiotic, nonverbal communication, performance-oriented,
and ethnomusicological perspectives. Semiotic approaches make it possible to consider body, gesture, rhythm,
costume, spatial arrangement, and collective movement as culturally coded components of meaning
production. The perspective of nonverbal communication opens bodily movement, posture, contact,
orientation, and collective performance to discussion in terms of their communicative dimensions. Performance
studies provide a framework for discussing the transformation of folk dances from ritual contexts to staged and
representational settings. Ethnomusicological approaches, in turn, allow the relationship between music,
rhythm, body, and cultural behavior to be considered together.

The conceptual evaluation suggests that folk dances may be understood as multilayered cultural
practices in which bodily movement and symbolic meaning are closely related. In folk dances, the body does
not appear merely as a physical medium that performs predetermined figures. It may also be interpreted as a
field through which cultural memory, social belonging, and symbolic communication are carried. Hand-
holding, circular or linear formations, synchronized steps, bodily posture, gestures, and collective rhythm may
be considered embodied signs that contribute to the organization of social relations and the visibility of cultural
belonging.

The study also suggests that folk dances may operate as nonverbal systems of meaning shaped by the
interaction between cultural codes and embodied performance. Their meanings, however, should not be
considered fixed, universal, or unchanging. The symbolic value of a gesture, step, formation, or costume may
vary according to region, performance setting, ritual context, communal memory, stage arrangement, and the
interpretive position of performers and spectators. In this respect, folk dances can be discussed as context-
dependent practices in which meanings are continually interpreted and reinterpreted.

Another important theme concerns the transformation from ritual to stage. This transformation should
not be interpreted only as a process of loss, standardization, or detachment from tradition. Staging may also
create new conditions under which traditional elements are selected, arranged, represented, and
recontextualized. In traditional settings, folk dances may function as participatory practices embedded in
communal life. In staged settings, they may gain visibility as forms of cultural representation. In both contexts,
the relationship between body, rhythm, and collective performance may continue to produce symbolic and
communicative meanings, although these meanings may be reorganized under new conditions of performance.

The study discusses folk dances as practices located at the intersection of ritual, sign, body, and
nonverbal communication. This perspective may contribute to moving beyond approaches that treat folk dances
only as preserved heritage forms or aesthetic displays. Folk dances may also be read as embodied cultural texts,
in which rhythm, gesture, posture, spatial arrangement, and collective movement participate in the production
of meaning. Such an interpretation does not reduce folk dances to a single symbolic meaning. Rather, it allows
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them to be approached as cultural practices whose meanings are shaped through context, performance,
memory, and social participation.

The discussion also emphasizes that cultural memory in folk dances is not transmitted only through
verbal narratives, written documents, or explicit instruction. It may also be sustained through bodily repetition,
rhythmic coordination, movement habits, gestures, and collective participation. In this sense, the
intergenerational transmission of folk dances may involve not only the teaching of steps or figures, but also the
transmission of bodily style, rhythmic sensibility, aesthetic order, social discipline, and forms of belonging.

The study concludes that folk dances may be considered significant nonverbal fields of cultural
meaning in which ritual, sign, and body intersect. Their cultural value may lie not only in their preservation as
folkloric heritage, but also in their capacity to be interpreted, reorganized, and recontextualized in each
performance. The main contribution of the study is that it opens folk dances to discussion within the
frameworks of semiotics, nonverbal communication, ritual studies, cultural memory, embodied transmission,
and ethnomusicology. The study is limited by its theoretical and literature-based design. Since it does not rely
on fieldwork, interviews, participant observation, or analysis of a specific regional dance repertoire, its
conclusions should be read as conceptual and interpretive evaluations rather than empirical generalizations.
Future research may examine folk dances through field data focusing on specific regions, performer
communities, staging practices, intergenerational transmission, gender roles, or audience reception.

Keywords: Ethnomusicology, Folk Dances, Nonverbal Communication, Semiotics, Ritual, Body.
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Résumé Structuré:

Objectif Cette étude vise a examiner les danses populaires a travers la relation entre rituel, signe et
corps, en accordant une attention particuliére a leur monde non verbal de significations. Plutot que de les
considérer uniquement comme des performances folkloriques, des pratiques de divertissement ou des
manifestations culturelles régionales, 1’étude les aborde comme des pratiques codées culturellement par
lesquelles des significations sociales peuvent étre produites, partagées et transmises. Le probléme principal est
que les danses populaires sont souvent évaluées a travers les figures, les costumes, I’identité régionale et la
mise en sceéne, tandis que leurs dimensions de communication non verbale, de signification sémiotique, de
transmission incarnée et de mémoire culturelle restent relativement peu étudiées. L’étude cherche donc a
interpréter les danses populaires comme des pratiques ou rythme, geste, posture corporelle, formation spatiale,
costume, musique et mouvement collectif fonctionnent comme porteurs possibles de sens culturel.

Conception de I’étude Il s’agit d’une étude théorique-interprétative inscrite dans une approche
qualitative. Elle ne repose pas sur des entretiens, observations, données de participants ou travail de terrain.
Les sources écrites sur les danses populaires, le rituel, la sémiotique, la communication non verbale, la
transmission incarnée, la mémoire culturelle, les études de performance et 1’ethnomusicologie ont été
examinées. La littérature a été classée thématiquement selon la problématique principale. Les danses populaires
ont été évaluées a travers les thémes du contexte rituel, du signe et du symbole, du corps, du rythme, de la
communication non verbale, de la mise en scéne, de I’appartenance sociale et de la mémoire culturelle.
L’objectif est de développer une interprétation conceptuelle des danses populaires comme pratiques culturelles
par lesquelles des significations non verbales peuvent étre produites, réorganisées et transmises.

Cadre méthodologique Le cadre méthodologique s’appuie sur des perspectives sémiotiques, de
communication non verbale, orientées vers la performance et ethnomusicologiques. Les approches sémiotiques
permettent de considérer le corps, le geste, le rythme, le costume, 1’organisation spatiale et le mouvement

www.turkishstudies.net/language



5454 Sultan Bilget Giigliier

collectif comme des composantes codées culturellement de la production de sens. La perspective de la
communication non verbale ouvre la discussion sur le mouvement corporel, la posture, le contact, 1’orientation
et la performance collective en termes de dimensions communicatives. Les études de performance offrent un
cadre pour discuter de la transformation des danses populaires des contextes rituels vers des contextes
scéniques et représentatifs. Les approches ethnomusicologiques permettent d’envisager ensemble la relation
entre musique, rythme, corps et comportement culturel.

Evaluation conceptuelle L’évaluation conceptuelle suggére que les danses populaires peuvent étre
comprises comme des pratiques culturelles multilayered ou mouvement corporel et signification symbolique
sont étroitement liés. Le corps n’apparait pas seulement comme un médium physique exécutant des figures
prédéterminées, mais peut étre interprété comme un champ par lequel mémoire culturelle, appartenance sociale
et communication symbolique sont portées. Tenir les mains, formations circulaires ou linéaires, pas
synchronisés, postures corporelles, gestes et rythme collectif peuvent étre considérés comme des signes
incarnés contribuant a 1’organisation des relations sociales et a la visibilité de 1’appartenance culturelle.

Systéme non verbal et signification Les danses populaires peuvent fonctionner comme des systémes
non verbaux de signification fagonnés par I’interaction entre codes culturels et performance incarnée. Leurs
significations ne doivent cependant pas étre considérées comme fixes, universelles ou immuables. La valeur
symbolique d’un geste, d’un pas, d’une formation ou d’un costume peut varier selon la région, le contexte de
performance, le rituel, la mémoire communautaire, la mise en scéne et la position interprétative des performeurs
et des spectateurs. Les danses populaires sont donc des pratiques dépendantes du contexte ou les significations
sont continuellement interprétées et réinterprétées.

Du rituel a la scéne Un autre théme important concerne la transformation du rituel vers la scéne.
Cette transformation ne doit pas étre interprétée uniquement comme un processus de perte, de standardisation
ou de détachement de la tradition. La mise en scéne peut aussi créer de nouvelles conditions ou les ¢léments
traditionnels sont sélectionnés, arrangés, représentés et recontextualisés. Dans les contextes traditionnels, les
danses populaires peuvent fonctionner comme des pratiques participatives intégrées a la vie communautaire.
Dans les contextes scéniques, elles peuvent acquérir une visibilité comme formes de représentation culturelle.
Dans les deux cas, la relation entre corps, rythme et performance collective continue de produire des
significations symboliques et communicatives, bien que celles-ci soient réorganisées selon de nouvelles
conditions de performance.

Discussion Les danses populaires sont discutées comme des pratiques situées a 1’intersection du rituel,
du signe, du corps et de la communication non verbale. Cette perspective contribue a dépasser les approches
qui les considérent seulement comme formes patrimoniales préservées ou comme spectacles esthétiques. Elles
peuvent aussi étre lues comme des textes culturels incarnés, ou rythme, geste, posture, organisation spatiale et
mouvement collectif participent a la production de sens. Une telle interprétation ne réduit pas les danses
populaires a une seule signification symbolique, mais permet de les aborder comme des pratiques culturelles
dont les significations se fagonnent a travers contexte, performance, mémoire et participation sociale.

Mémoire culturelle et transmission intergénérationnelle La mémoire culturelle dans les danses
populaires ne se transmet pas seulement par des récits verbaux, des documents écrits ou un enseignement
explicite. Elle peut aussi étre soutenue par la répétition corporelle, la coordination rythmique, les habitudes de
mouvement, les gestes et la participation collective. Ainsi, la transmission intergénérationnelle des danses
populaires peut impliquer non seulement 1’enseignement des pas ou des figures, mais aussi la transmission du
style corporel, de la sensibilité rythmique, de 1’ordre esthétique, de la discipline sociale et des formes
d’appartenance.

Conclusion Les danses populaires peuvent étre considérées comme des champs non verbaux
significatifs de production de sens culturel ou rituel, signe et corps se croisent. Leur valeur culturelle réside
non seulement dans leur préservation comme patrimoine folklorique, mais aussi dans leur capacité a étre
interprétées, réorganisées et recontextualisées a chaque performance. La contribution principale de 1’étude est
d’ouvrir les danses populaires a la discussion dans les cadres de la sémiotique, de la communication non
verbale, des études rituelles, de la mémoire culturelle, de la transmission incarnée et de 1’ethnomusicologie.
L’étude est limitée par son caractére théorique et fondé sur la littérature. Comme elle ne repose pas sur un
travail de terrain, des entretiens, une observation participante ou I’analyse d’un répertoire régional spécifique,
ses conclusions doivent étre lues comme des évaluations conceptuelles et interprétatives plutdt que comme des
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généralisations empiriques. Des recherches futures pourraient examiner les danses populaires a partir de
données de terrain centrées sur des régions spécifiques, des communautés de performeurs, des pratiques de
mise en scéne, la transmission intergénérationnelle, les roles de genre ou la réception du public.

Mots-clés Ethnomusicologie ; danses populaires ; communication non verbale ; sémiotique ; rituel ;
corps

Resumen Estructurado:

Objetivo Este estudio tiene como objetivo examinar las danzas populares a través de la relacion entre
ritual, signo y cuerpo, con especial atencion a su mundo no verbal de significados. En lugar de abordarlas
unicamente como actuaciones folcldricas, practicas de entretenimiento o manifestaciones culturales regionales,
el estudio las discute como practicas codificadas culturalmente mediante las cuales pueden producirse,
compartirse y transmitirse significados sociales. El problema principal es que las danzas populares suelen
evaluarse a través de las figuras, los trajes, la identidad regional y la puesta en escena, mientras que sus
dimensiones de comunicacion no verbal, significado semiotico, transmision encarnada y memoria cultural
permanecen relativamente poco exploradas. Desde este punto de partida, el estudio busca interpretar las danzas
populares como préacticas en las que ritmo, gesto, postura corporal, formacion espacial, vestuario, musica y
movimiento colectivo funcionan como posibles portadores de significado cultural.

Diseiio del estudio El estudio se concibe como una investigacion tedrico-interpretativa dentro del
marco de un enfoque cualitativo. No se basa en entrevistas, observaciones, datos de participantes ni trabajo de
campo. En su lugar, se examinaron fuentes escritas sobre danzas populares, ritual, semidtica, comunicacion no
verbal, transmision encarnada, memoria cultural, estudios de la performance y etnomusicologia. La literatura
revisada se clasifico tematicamente de acuerdo con la problematica principal. Las danzas populares se
evaluaron a través de los temas de contexto ritual, signo y simbolo, cuerpo, ritmo, comunicacién no verbal,
puesta en escena, pertenencia social y memoria cultural. Mas que realizar un analisis formal de movimientos
de un repertorio especifico, el estudio pretende desarrollar una interpretacion conceptual de las danzas
populares como practicas culturales mediante las cuales los significados no verbales pueden producirse,
reorganizarse y transmitirse.

Marco metodologico El marco metodoldogico se apoya en perspectivas semioticas, de comunicacion
no verbal, orientadas a la performance y etnomusicoldgicas. Los enfoques semidticos permiten considerar
cuerpo, gesto, ritmo, vestuario, disposicion espacial y movimiento colectivo como componentes codificados
culturalmente de la produccion de significado. La perspectiva de la comunicacion no verbal abre la discusion
sobre movimiento corporal, postura, contacto, orientacion y performance colectiva en términos de sus
dimensiones comunicativas. Los estudios de la performance proporcionan un marco para discutir la
transformacion de las danzas populares desde contextos rituales hacia escenarios representacionales. Los
enfoques etnomusicoldgicos, a su vez, permiten considerar conjuntamente la relacion entre musica, ritmo,
cuerpo y comportamiento cultural.

Evaluacién conceptual La evaluacion conceptual sugiere que las danzas populares pueden entenderse
como practicas culturales multilayered en las que el movimiento corporal y el significado simbolico estan
estrechamente relacionados. En ellas, el cuerpo no aparece Ginicamente como un medio fisico que ejecuta
figuras predeterminadas, sino también como un campo a través del cual se transmiten memoria cultural,
pertenencia social y comunicacion simbolica. Tomarse de las manos, formaciones circulares o lineales, pasos
sincronizados, posturas corporales, gestos y ritmo colectivo pueden considerarse signos encarnados que
contribuyen a la organizacion de las relaciones sociales y a la visibilidad de la pertenencia cultural.

Sistema no verbal y significado Las danzas populares pueden funcionar como sistemas no verbales
de significado moldeados por la interaccion entre codigos culturales y performance encarnada. Sus
significados, sin embargo, no deben considerarse fijos, universales o inmutables. El valor simboélico de un
gesto, paso, formacion o vestuario puede variar segin la region, el contexto de la performance, el ritual, la
memoria comunitaria, la disposicion escénica y la posicion interpretativa de intérpretes y espectadores. En este
sentido, las danzas populares pueden discutirse como practicas dependientes del contexto en las que los
significados se interpretan y reinterpretan continuamente.
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Del ritual al escenario Otro tema importante concierne a la transformacion del ritual hacia la escena.
Esta transformacién no debe interpretarse unicamente como un proceso de pérdida, estandarizaciéon o
separacion de la tradicion. La puesta en escena puede crear nuevas condiciones en las que los elementos
tradicionales se seleccionan, organizan, representan y recontextualizan. En contextos tradicionales, las danzas
populares pueden funcionar como practicas participativas integradas en la vida comunitaria. En contextos
escénicos, pueden adquirir visibilidad como formas de representacion cultural. En ambos casos, la relacion
entre cuerpo, ritmo y performance colectiva puede seguir produciendo significados simbdlicos y
comunicativos, aunque reorganizados bajo nuevas condiciones de ejecucion.

Discusion El estudio discute las danzas populares como practicas situadas en la interseccion de ritual,
signo, cuerpo y comunicacion no verbal. Esta perspectiva puede contribuir a superar enfoques que las tratan
unicamente como formas patrimoniales preservadas o exhibiciones estéticas. Las danzas populares también
pueden leerse como textos culturales encarnados, en los que ritmo, gesto, postura, disposicion espacial y
movimiento colectivo participan en la produccion de significado. Tal interpretacién no reduce las danzas
populares a un tnico significado simbdlico, sino que permite abordarlas como practicas culturales cuyos
significados se configuran a través del contexto, la performance, la memoria y la participacion social.

Memoria cultural y transmision intergeneracional La memoria cultural en las danzas populares no
se transmite unicamente mediante narrativas verbales, documentos escritos o instruccion explicita. También
puede sostenerse mediante repeticion corporal, coordinacion ritmica, habitos de movimiento, gestos y
participacion colectiva. En este sentido, la transmision intergeneracional de las danzas populares puede
implicar no solo la ensefianza de pasos o figuras, sino también la transmision de estilo corporal, sensibilidad
ritmica, orden estético, disciplina social y formas de pertenencia.

Conclusion El estudio concluye que las danzas populares pueden considerarse campos no verbales
significativos de significado cultural en los que se cruzan ritual, signo y cuerpo. Su valor cultural puede residir
no solo en su preservacion como patrimonio folclérico, sino también en su capacidad de ser interpretadas,
reorganizadas y recontextualizadas en cada performance. La principal contribucion del estudio es abrir las
danzas populares a la discusion dentro de los marcos de la semidtica, la comunicacion no verbal, los estudios
de ritual, la memoria cultural, la transmisién encarnada y la etnomusicologia. El estudio esta limitado por su
disefio tedrico basado en literatura. Al no apoyarse en trabajo de campo, entrevistas, observacion participante
o analisis de un repertorio regional especifico, sus conclusiones deben leerse como evaluaciones conceptuales
e interpretativas mas que como generalizaciones empiricas. Investigaciones futuras podrian examinar las
danzas populares mediante datos de campo centrados en regiones especificas, comunidades de intérpretes,
practicas de puesta en escena, transmision intergeneracional, roles de género o recepcion del publico.

Palabras clave Etnomusicologia; danzas populares; comunicacion no verbal; semiotica; ritual; cuerpo
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CrpykrypupoBanHoe Pe3iome:

He.m, HCCIea0BaHUSA I[aHHOG HCCIICJOBAHUC HAIIPABJICHO Ha PACCMOTPEHUEC HAPOJAHBIX TAHLEB UCPE3
MpU3My B3aUMOCBA3U pUTYyaJia, 3HAKa U TCJia, C 0COOBIM BHHMAaHHEM K HX H€B€p6aJ'H)HOMy MUupy 3HAYCHUH.
Bmecto Toro uto0s! BOCIPHUHUMATL HAPOAHBIC TaHIbI UCKIIFOYUTCIIBHO KaK (I)OJ'ILKJ'IOpHBIe npeacTaBJICHN,
Pa3BJICKATCIIBHBIC TIPAKTUKA WA PETUOHAJIBHBIC KYJIbTYPHBIE ACMOHCTpalWUHW, OHH O6Cy)I(JIaIOTC${ KaK
KYJbTYPHO 3aKOAMPOBAHHBIC TIPAKTUKH, TIOCPEACTBOM KOTOPBIX COHUAJIBHBIC 3HAYCHHUA  MOTYT
MMPOU3BOAUTECA, PA3ACIIATLECA U NIEPEAABATHCH. OcHoBHas npo6neMa 3aKJII04a€TCA B TOM, YTO HApPOIHBIC
TaHIbI 49aCTO OHLCHUBAIOTCA YEPE3 q)I/IprBI, KOCTIOMBI, PETHOHAJIBHYIO HIACHTUYHOCTH M CHCHUYCCKYIO
IMOCTAaHOBKY, TOrJa KakK HWX H3MEPCHUA HCBCpGaHBHOﬁ KOMMYHUKAIINU, CEMUOTHYCCKOTO 3HAYCHUA,
BOHJ'IOIIIéHHOﬁ nepegayu u KyJ'IBTypHOﬁ MaMATH OCTAOTCS OTHOCUTEIIbHO MaJIO U3YUYCHHBIMU. HCCJ’IGHOB&HI/IC
CTPEMUTCA HUHTCPHPETHUPOBATH HAPOJAHBLIC TAHIIbI KaK IPAKTUKHU, B KOTOPBIX PUTM, KECT, TCJIECCHAA 11034,
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MIPOCTPAaHCTBCHHAs (OpMarys, KOCTIOM, My3blka M KOJUICKTHBHOE IBWXXCHHE (YHKIHOHUPYIOT Kak
BO3MO)KHBIE HOCUTENH KYJIbTYPHOTO CMBICIIA.

Ju3aiin uccaenopanusi VccienoBanue BBIIOJIHEHO KaK TEOPETUKO-MHTEPIPETATHBHOE B PaMKax
Ka4eCTBEHHOTO 1moaxosa. OHO He ONMMpaeTcsl Ha MHTEPBbBIO, HAOIIOACHNS, JaHHbIC yYaCTHUKOB WJIH TTOJIEBBIC
ucciefoBanus. BMecTo 3Toro ObulM M3y4yeHBI NMUCBMEHHBIC MCTOYHHKH 110 HApOJHBIM TaHLAM, pUTyaly,
CEeMHOTHKE, HeBepOaIbHOH KOMMYHHUKAIIMH, BOIUIOMIEHHOHN Nepeaye, KyJIbTYpPHOU MaMsTH, UCCIIE0BAHUSIM
neppopmMaHca ¥ ITHOMY3bIKoJoruu. OO030p suTepaTypbl ObUI KiIacCHQUIHMPOBAH TEMaTU4YECKH B
COOTBETCTBUHM C OCHOBHOH mpoOiiemoil uccnenoBanusi. HapogHele TaHIBI OLECHUBAINCH Yepe3 TEMBI
PUTYaNbHOTO KOHTEKCTa, 3HaKa M CHUMBOJIA, Teja, pUTMa, HeBepOaJbHOM KOMMYHHUKAIWH, CIIEHHYECKOM
MIOCTAHOBKH, COIIMAIILHON NMPHHAUIC)KHOCTH U KyJIbTypHOH maMatu. llens 3axmodanacs He B (opMambHOM
aHanu3e JBIDKEHWH KOHKPETHOTO TAHIEBAJIBHOTO pEHepryapa, a B pa3pabOTKe KOHIENTyalbHOH
MHTEPIIPETalMl HAPOJHBIX TAHIEB KaK KyJIbTYpHBIX MPAKTHK, MOCPEACTBOM KOTOPBIX HEBepOabHBIC
3HAYEHHS MOTYT MPOU3BOJUTECS, PEOPTaHU30BBIBATHCS U NIEPEAABATHCS.

MeTtogonornyeckui Kapkac Merononorus OIMpaeTCs Ha CEMUOTHYECKUE,
HeBepOaTbHO-KOMMYHHUKATUBHBIE,  NepHOpMaTHBHBIE W JTHOMY3BIKOJIOTHYECKHAE  MEPCHCKTHBEL
CeMHOTHUYECKHI TOAXOJ TMO3BOJSIET paccMaTpuBaTh TeNO, MKECT, PUTM, KOCTIOM, IPOCTPAHCTBEHHOE
pacroJyio’)KeHUE M KOJUIEKTUBHOE JIBMKEHHE KaK KyJIbTYPHO 3aKOJUPOBAaHHBIE KOMIIOHEHTHI MPOM3BOJCTBA
cMbicia. [lepenekTiBa HeBepOAIbHON KOMMYHHKAIIUU OTKPBIBACT OOCYXKICHHE TEJICCHOTO JBMKCHUS, TIO3bI,
KOHTAaKTa, OPUEHTAIIMU U KOJUIEKTUBHOTO UCTIOJHEHUS B UX KOMMYHUKAaTUBHBIX U3MepeHusx. MccnenoBanus
nepdopManca 10T OCHOBY IS 00CYXICHHS TpaHCHOpMAIK HAPOIHBIX TAHIICB OT PUTYAILHBIX KOHTEKCTOB
K CHEHUYECKMM U PpeNpe3eHTaTUBHBIM. ODTHOMY3BIKOJOTHYECKHI MOAXOJ] TO3BOJSET COBMECTHO
paccMaTpuBaTh B3aUMOCBA3b MY3bIKH, PUTMA, T€JIa U KYJIbTYPHOTO MOBEACHHUS.

Konuenrtyanbnasa onenka KoHIentyanpHass OLEHKA MOKAa3bIBA€T, YTO HAPOJHBIE TaHIBI MOXHO
MIOHUMAaTh KaK MHOTOCIIOWHBIE KYIbTYypHBIE NMPAKTHKH, B KOTOPBIX TEJIECHOE IBMUKECHUE U CHMBOIUYECKOE
3HAQUEHHWE TECHO CBA3aHbI. Te€ll0 B HAPOAHBIX TAaHLAX HE BBICTYIACT JIMIIb (M3MIECKAM METHMYMOM IS
UCTIOTHEHUS 3apaHee 331aHHbIX (QUTYpP, HO MOXKET HHTEPIIPETUPOBATHCSA KaK I10JIe, Yepe3 KOTOPOE MEPEAI0TCS
KyJNbTypHas MaMsATh, COLUANIbHAS NMPUHAIIEKHOCTh U CUMBOJIMYECKAss KOMMyHHKanus. [lepxaHue 3a pykH,
KPYTOBBIE WIIN JIMHEHHBIE ()OPMAIMK, CHHXPOHH3UPOBAHHBIE ILIATH, TEJIECHBIE O3B, )KECThI U KOJJIGKTUBHBIH
PUTM MOJKHO paccMaTpuBaTh KaK BOIUIOIIEHHBIE 3HAKH, CIHOCOOCTBYIOIIME OPTraHM3aLMU COIMAJIBHBIX
OTHOUIEHUH U BUAUMOCTH KYJIbTYPHOM IPUHAIIEKHOCTH.

HeBep6aibHble cucTeMbl W 3HadyeHMe Haponxbsle TaHIBI MOTYT (YHKIHMOHHPOBATh Kak
HeBepOalbHBIE CUCTEMBI 3HaUEHHUH, (popMHUpyeMBbIe B3aUMO/ICHICTBHEM KyJIbTYPHBIX KOJIOB U BOILIOLIEHHOTO
ucrionHeHus. VX 3HaueHMs HE CleAyeT paccMaTpHBaTh KakK (PUKCHPOBAaHHbBIC, YHUBEPCAIBHBIC HWIIH
Hen3MeHHble. CHMBOJIMYECKasl [IEHHOCTb JKecTa, Iara, (opMalMy WIN KOCTIOMa MOXKET BapbHpPOBATHCS B
3aBHCUMOCTH OT PErHOHa, KOHTEKCTa WCIIOJNIHEHMs, pPUTyana, KOJUIEKTUBHOM MaMSATH, CLEHUYECKOH
MIOCTAHOBKH M MHTEPIPETALMOHHON MO3UIIMN MCIIOIHUTENe! 1 3puTeneil. TakuM 00pa3oM, HapOIHBIE TAHIIBI
MOYHO 00CY’K1aTh KaK KOHTEKCT-3aBHCHUMBIE IIPAKTHKH, B KOTOPBIX 3HAYCHUSI IOCTOSIHHO HHTEPIIPETHPYIOTCS
U TIEPEUHTEPIIPETUPYIOTCS.

Ot puryasa k cueHe BaxxHoii TeMoii siBisiercst TpaHcopManus OT puTyana K cleHe. TOT IPoLecc
HE clielyeT TPaKTOBaTh TOJBKO KaK yTpaTy, CTAHAAPTU3ALMIO M OTPHIB OT Tpagurmu. CrieHudeckas
IIOCTAaHOBKA MOXKET CO3/1aBaTh HOBBIE YCJIOBHS, NPH KOTOPBIX TPAJHIMOHHBIE 3JIEMEHTH BBIOMPAIOTCS,
OPraHU3yIOTCS, PENPE3CHTUPYIOTCA U NEPEOCMBICIAIOTCA. B TpaJMLIMOHHBIX YCIOBUSAX HApOAHBIE TaHIIbI
MOTYT (D)YHKIMOHHPOBATh KaK NPAKTHKH YYacCTHs, BCTPOCHHBIE B KOJUICKTHBHYIO JKM3Hb. B CIIeHHYECKHX
YCIIOBHSIX OHHM MOTYT IPHOOpETaTh BUANMOCTH KaK ()OpPMBI KyJIBTYPHOU penpe3eHTannu. B 060mux KOHTeKCTax
CBSA3b MEXKAY TEJIOM, PUTMOM M KOJUIEKTUBHBIM HCIOIHEHUEM MPOAOJKAET MIPOU3BOIUTH CUMBOIMYECKHE U
KOMMYHHUKATUBHBIE 3HAYEHUS], XOTSI OHU MOT'YT PEOPTraHU30BbIBATHCS B HOBBIX YCIOBUSIX UCIIOJHEHUSL.

Oﬁcymel-me HapOHHLIC TaHIbI paCCMATPUBAIOTCA KaK HPAKTHUKH, HAXOAANIUECA Ha MEPECCUYCHUU
puTyajia, 3HaKa, Tejia u H€B€p6aHbHOﬁ KOMMYHUKAIIUU. Taxoit oaxXo0J ImoMoract BBIITH 3a PaMKH TPAKTOBKH
HApOJHBIX TAHIIEB JIMIIb KaK COXpaHéHHI)IX (1)OpM HacJacaus Ui 3CTCTUYCCKHUX ITOKA30B. HX MOXXHO 4YHTaTh
KaK BOILIOIIEHHBIC KYJIbTYPHBIC TEKCTBI, B KOTOPBIX PUTM, JKECT, 11034, MIPOCTPAHCTBEHHOEC PACIIOJIOXKECHUE U
KOJIJICKTUBHOC JIBMKCHHUC YYAaCTBYIOT B IIPOU3BOACTBE CMbICJIA. HO}106Haﬂ HUHTEpIIpETAllNA HE CBOAUT
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HapOJHBIC TAHIBI K EANHOMY CHMBOJIMYECKOMY 3HAUCHHMIO, a TIO3BOJIAET pacCMaTpUBaTh UX KaK KyJIbTypHbIC
MPaKTHKH, YbH 3HAYCHUS (POPMHUPYIOTCS Yepe3 KOHTEKCT, HCTIOMHEHHUE, TaMSTh U COLUATBHOE yIacTHe.

KyabTypHasi naMsiTh M MeKIOKOJIeHYecKasl Mepegaya KynpTypHas maMaTh B HApPOJHBIX TaHIAX
nepenaéTcst He TOJIBKO Yepe3 YCTHBIE HappaTHBbI, MHChbMEHHBIE JOKYMEHTHI WX siBHOE 00yueHne. OHa MOKeT
MOJIEPKUBATECA MOCPEJICTBOM TEJIECHOTO IIOBTOPEHUS, PUTMHUYECKONH KOOPIUHALUYU, JBUTATEIbHBIX
MPUBBIUEK, JKECTOB U KOJUIEKTMBHOI'O ydacTHsA. B 3TOM cMbICiie MeXMOKOJIeHUecKas repenadya HapoIHBIX
TaHLIEB BKIIIOYAET HE TOJILKO 00y4eHHe Iaram win Gpurypam, HO U Iepeaady TEIeCHOTO CTUIISI, pUTMHYECKOH
qyBCTBUTEIBHOCTH, 3CTETUUECKOTO MOPSIIKA, COLUATIBHON IUCIUIUTUHBL U (GOpM MpHUHAIC)KHOCTH.

3akniouenue MccnenoBanye NpuxoauT K BBIBOAY, YTO HAPOIHBIE TaHIIBI MOXKHO PaccMaTpUBaTh Kak
3HA4YNMbIE HEBEpOaNbHBIE IO KyJNBTYPHOTO CMBICHIA, TA€ ITIEPECEKAlOTCSl PHUTyad, 3HaK M Teno. Mx
KyIbTypHas LEHHOCTh 3aKJIIOYACTCSI HE TOJBKO B COXPAaHEHHHM KakK (ONBKIOPHOTO Haclequs, HO WU B
CIIOCOOHOCTH WHTEPIPETHUPOBATHCS, PEOPTaHW30BBIBATECS M IIEPEOCMBICIATHCA B KaXKIIOM HCIIOJHECHUH.
OCHOBHOMW BKJIaJ] HCCIIEIOBAHHU COCTOMT B TOM, YTO OHO OTKPBIBAECT HAPOAHBIC TAHIBI IJISI OOCYXKICHUS B
paMKax CEMHOTHKH, HEBEepOaJbHOM KOMMYHHKALMH, PHUTYaJIbHBIX HCCIECAOBAHUH, KyJIbTYpHOW IamsiTH,
BOIUTOIIEHHOH ITEpeiadn U STHOMY3BIKOJIOTHH. OrpaHUYEHHEM HCCIIEIOBAHUS SIBIISIETCS €T0 TEOPETUIECKUH 1
JIuTepaTypHbIi Xapakrep. I1ocKonbKy OHO HE OmHMpaeTcs Ha IOJIEBbIe JaHHbBIC, MHTEPBbIO, HAOIIOJEHUE C
ydacTHEeM WJIN aHaJH3 KOHKPETHOTO PETrHOHANbHOTO TAHIIEBAJIBHOIO peHepTyapa, €ro BBIBOIBI CIEOyeT
paccMmarpuBarh Kak KOHLENTYyalbHble U WHTEPIPETATUBHBIC OLIEHKH, a HE KaK AMITUPUYECKHE 000OLICHUS.
Bynymue uccnenoBanus MOTyT U3y4aTh HApOJHBIC TaHIIBI HA OCHOBE MOJEBBIX JAHHBIX, COCPEAOTOUECHHBIX Ha
KOHKPETHBIX pPETHOHAaX, COOOIIeCTBaX HCIOJHUTENEeH, CIEHHYEeCKUX MPaKTHKaX, MEXKIIOKOJICHUYECKON
nepeaaye, TeHACPHBIX POJIIX WM BOCIIPUSATHH ITyOJIHUKH.

KiaoueBble cjoBa: 9THOMy3HKOJ'IOFI/I$[; HAapOJAHBIC TaHIBbI; HCBCpGaJ'IBHa?[ KOMMYHUKAIUSA,
CCMHOTHKA; pPUTYAJI; TCJIO
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Yapilandirilmis Ozet:

Bu ¢alisma, halk danslarini ritiiel, gosterge ve beden iliskisi iizerinden, 6zellikle de sozsiiz anlam
diinyalarmna odaklanarak incelemeyi amaglamaktadir. Halk danslarim1 yalmizca folklorik gosteriler, eglence
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pratikleri ya da bdlgesel kiiltiiriin sergilendigi bicimler olarak ele almak yerine, ¢calisma bu danslar1 toplumsal
anlamlarin iretildigi, paylasildig1 ve aktarildig: kiiltiirel olarak kodlanmis pratikler olarak tartismaktadir.
Calismada ele alinan temel problem, halk danslarinin ¢ogunlukla figiirler, kostiimler, bdlgesel kimlik ve
sahneleme iizerinden degerlendirilmesine karsin sozsiiz iletisim, gostergebilimsel anlam, bedensel aktarim ve
kiiltiirel bellek boyutlarinin gorece sinirlt bigimde incelenmesidir. Bu ¢ikis noktasindan hareketle ¢alisma;
ritim, jest, beden durusu, mekéansal diizen, kostiim, miizik ve kolektif hareketin kiiltiirel anlamin olasi
tagtyicilart olarak islev gordiigii pratikler seklinde halk danslarini yorumlamay: amaglamaktadir.

Caligma, nitel arastirma yaklasimi gergevesinde kuramsal ve yorumlayict bir aragtirma olarak
tasarlanmigtir. Arastirma; goriismelere, gozlemlere, katilimci verilerine ya da alan ¢aligmasina
dayanmamaktadir. Bunun yerine halk danslari, ritiiel, gostergebilim, sozsiiz iletisim, bedensel aktarim, kiiltiirel
bellek, performans g¢alismalar1 ve etnomiizikoloji alanlarindaki yazili kaynaklar incelenmistir. Incelenen
literatiir, calismanin temel problemi dogrultusunda tematik olarak smiflandirilmigtir. Halk danslari; ritiiel
baglam, gosterge ve sembol, beden, ritim, soézsiiz iletisim, sahneleme, toplumsal aidiyet ve kiiltiirel bellek
temalar1 tizerinden degerlendirilmistir. Caligma, belirli bir dans repertuvarinin bi¢cimsel hareket ¢dziimlemesini
yapmak yerine, halk danslarint s6zsliz anlamlarmn iretildigi, yeniden diizenlendigi ve aktarildigt kiiltiirel
pratikler olarak yorumlamaya yonelik kavramsal bir yaklasim gelistirmeyi hedeflemektedir.

Calismanin yontemsel ¢ercevesi gostergebilimsel, sozsiiz iletisime dayali, performans odakli ve
etnomiizikolojik yaklasimlardan yararlanmaktadir. Gostergebilimsel yaklagimlar; beden, jest, ritim, kostiim,
mekansal diizenleme ve kolektif hareketin kiiltiirel olarak kodlanmis anlam iretim bilesenleri seklinde
degerlendirilmesini miimkiin kilmaktadir. S6zsiiz iletisim perspektifi; bedensel hareket, durus, temas, yonelim
ve kolektif performansin iletisimsel boyutlar1 bakimindan tartisilmasina olanak saglamaktadir. Performans
calismalari, halk danslarinin ritiiel baglamlardan sahnelenmis ve temsile dayali ortamlara doniigiimiinii ele
almak i¢in bir ¢erceve sunmaktadir. Etnomiizikolojik yaklagimlar ise miizik, ritim, beden ve kiiltiirel davranig
arasindaki iliskinin birlikte degerlendirilmesine imkan vermektedir.

Kavramsal degerlendirme, halk danslarinin bedensel hareket ile sembolik anlamin yakindan iligkili
oldugu ¢ok katmanli kiiltiirel pratikler olarak anlasilabilecegini gostermektedir. Halk danslarinda beden,
yalnizca onceden belirlenmig figiirleri gerceklestiren fiziksel bir ara¢ olarak ortaya ¢ikmamaktadir. Ayni
zamanda kiltiirel bellegin, toplumsal aidiyetin ve sembolik iletisimin tasindigi bir alan olarak da
yorumlanabilmektedir. El ele tutusma, dairesel ya da ¢izgisel diizenler, es zamanli adimlar, beden durusu,
jestler ve ortak ritim; toplumsal iligkilerin diizenlenmesine ve kiiltiirel aidiyetin goriiniir hale gelmesine katki
saglayan bedensellesmis gostergeler olarak degerlendirilebilir.

Calisma ayrica halk danslarinin, kiiltiirel kodlar ile bedensel performans arasindaki etkilesim
sonucunda bigimlenen sdzsiiz anlam sistemleri olarak isleyebilecegini ortaya koymaktadir. Bununla birlikte bu
anlamlar sabit, evrensel ya da degismez kabul edilmemelidir. Bir jestin, adimin, mekénsal diizenin ya da
kostiimiin sembolik degeri; bolgeye, performans ortamina, ritiiel baglama, topluluk bellegine, sahne
diizenlemesine ve icracilar ile izleyicilerin yorumlayict konumlarina gore degisebilmektedir. Bu bakimdan halk
danslari, anlamlarin siirekli olarak yorumlandig1 ve yeniden yorumlandigi baglama bagl pratikler seklinde
tartigilabilir.

Calismanin bir diger 6nemli temasi, ritiielden sahneye doniisiim siireciyle ilgilidir. Bu doniigiim
yalnizca bir kayip, standartlasma ya da gelenekten kopus siireci olarak yorumlanmamalidir. Sahneleme,
geleneksel unsurlarin se¢ildigi, diizenlendigi, temsil edildigi ve yeni baglamlara yerlestirildigi farkli kosullar
da yaratabilmektedir. Geleneksel ortamlarda halk danslari, topluluk yasamina gémiilii katilimer pratikler olarak
islev gorebilir. Sahne ortamlarinda ise kiiltiirel temsil bigimleri olarak goriiniirliik kazanabilir. Her iki baglamda
da beden, ritim ve kolektif performans arasindaki iliski sembolik ve iletisimsel anlamlar {iretmeyi siirdiirebilir;
ancak bu anlamlar yeni performans kosullari altinda yeniden diizenlenebilir.

Calismada halk danslari, ritiiel, gosterge, beden ve sozsiiz iletisimin kesisiminde yer alan pratikler
olarak tartisilmaktadir. Bu yaklasim, halk danslarini yalnizca korunmasi gereken kiiltiirel miras bigimleri ya da
estetik gosteriler olarak degerlendiren yaklasimlarin 6tesine gegilmesine katki saglayabilir. Halk danslar1 ayni
zamanda ritim, jest, durus, mekansal diizenleme ve kolektif hareketin anlam iiretimine katildig1 bedensellesmis
kiiltiirel metinler olarak okunabilir. Boyle bir yorum, halk danslarini tek bir sembolik anlama
indirgememektedir. Aksine onlarin anlamlarin1 baglam, performans, bellek ve toplumsal katilim araciligryla
kazanan kiiltiirel pratikler olarak ele alinmasina olanak tanimaktadir.
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Tartigmada ayrica halk danslarindaki kiiltiirel bellegin yalnizca sozlii anlatilar, yazili belgeler ya da
acik ogretim siiregleri araciligtyla aktarilmadig: vurgulanmaktadir. Kiiltiirel bellek; bedensel tekrar, ritmik es
glidiim, hareket aliskanliklari, jestler ve kolektif katilim yoluyla da siirdiiriilebilmektedir. Bu anlamda halk
danslarinin kusaklar aras1 aktarimi yalnizca adimlarin ya da figiirlerin 6gretilmesini degil; bedensel iislubun,
ritmik duyarliligin, estetik diizenin, toplumsal disiplinin ve aidiyet bigimlerinin aktarilmasini da kapsayabilir.

Calisma, halk danslarinin ritiiel, gosterge ve bedenin kesistigi, kiiltiirel anlam bakimindan énemli
sOzsiiz alanlar olarak degerlendirilebilecegi sonucuna ulagsmaktadir. Halk danslarinin kiiltiirel degeri yalnizca
folklorik miras olarak korunmalarinda degil, ayn1 zamanda her performansta yeniden yorumlanabilme,
diizenlenebilme ve baglamsallastirilabilme kapasitelerinde yatmaktadir. Calismanin temel katkisi, halk
danslarini gostergebilim, sozsiiz iletisim, ritiiel caligmalar, kiiltiirel bellek, bedensel aktarim ve etnomiizikoloji
cercevelerinde tartigmaya acmasidir. Calisma, kuramsal ve literatiire dayali tasarimi nedeniyle bazi
smirliliklara sahiptir. Alan ¢aligmasina, goriismelere, katilimer gozleme ya da belirli bir bolgesel dans
repertuvarinin ¢ziimlemesine dayanmadigindan, ulasilan sonuglar ampirik genellemelerden ¢ok kavramsal ve
yorumlayict degerlendirmeler olarak okunmalidir. Gelecek arastirmalarda halk danslari; belirli bolgelerden
elde edilen alan verileri, icraci topluluklar, sahneleme pratikleri, kusaklar aras1 aktarim, toplumsal cinsiyet
rolleri ya da izleyici alimlamas1 odaginda incelenebilir.

Anahtar Kelimeler: Etnomiizikoloji, Halk Danslar, Sézsiiz Iletisim, Gostergebilim, Ritiiel, Beden.
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Ritual, Sign, and Body: The Nonverbal World of Meaning in Folk Dances

Introduction

Folk dances may be considered social practices through which societies render cultural
identities, collective memories, and forms of belonging visible through the body. These dances need
not be regarded merely as sequences of movement performed for entertainment or display; rather,
they can be interpreted as symbolic and nonverbal fields of expression shaped through the
relationship between rhythm, music, body, space, and community. Folk dances have been described
as an art form dating back to the earliest periods of human history and transmitted from primitive
times to the present (Cakir, 2006, p. 9). Royce’s approach, which associates dance with patterned
bodily movements performed in time and space, also offers a useful perspective for understanding
the relationship between folk dances and embodied culture (Royce, 2003, p. 163).

Historically, folk dances have been performed in various social contexts such as rituals,
ceremonies, celebrations, rites of passage, and collective entertainment. In this respect, dance can be
viewed not only as an individual performance, but also as a field of action through which a
community establishes, shares, and reinterprets its common world of meaning. The fact that the
concept of “play” or “dance” in Turkish culture has a broad semantic field extending from
shamanic/kam practices to children’s games, and from dramatic folk performances to folk dances,
suggests that it has a significant cultural function (Eroglu, 2017, p. 69). As Ertural notes, folk dances
are among the visual and auditory cultural products that reflect a society’s social life, cultural
richness, and accumulated knowledge (Ertural, 2012, p. 101).

One of the main conceptual foundations of this study is the interpretation of folk dances as
cultural signs and symbols. The concept of symbol has historically been associated with meanings
such as bringing together, binding, and functioning as a sign of recognition. While Hangerlioglu
states that the word symbol, derived from the Ancient Greek sumbolon, carries the meaning of a sign
of identification (Hangerlioglu, 1979, p. 93), Caglar notes that in Turkish it has been used with
meanings such as remiz, alamet, timsal, and nigane (Caglar, 2008, pp. 1-9). This semantic field
makes it possible to interpret folk dances not merely as movement sequences, but as symbolic
practices that may bring the community together, produce shared meanings, and make cultural
belonging visible.

Semiotic theory provides a useful framework for interpreting folk dances as nonverbal
meaning-making practices. Eco distinguishes between signification and communication and argues
that, in cultural processes, these two dimensions are closely intertwined (Eco, 1976, pp. 8-9). This
perspective may help explain why folk dances can be read not only as physical movements, but also
as culturally coded forms of expression. In this sense, gestures, steps, spatial arrangements, rhythmic
patterns, costumes, and collective bodily orientations may function as signs through which a
community organizes and communicates cultural meanings.
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Cultural symbols play an important role in the processes through which communities
produce shared values, establish belonging, and create common meanings. According to Temel
Eginli and Nazli, culture, through its produced and shared nature, mediates the formation of common
values and meanings; cultural symbols, in turn, function as significant elements of culture in
processes of integrity, belonging, reconciliation, and internalization (Temel Eginli & Nazli, 2018,
pp- 56-57). Koca similarly argues that symbols, through the meanings attributed to them, bring
individuals within a common cultural sphere closer to one another and make them part of the same
cultural environment (Koca, 2010, pp. 87-88). From this perspective, elements such as holding hands,
forming a line or circle, following the dance leader, adapting to a common rhythm, and moving
collectively in folk dances may be interpreted not only as choreographic elements, but also as
embodied signs of social unity, belonging, sharing, and collective memory.

The nonverbal dimension of folk dances can also be discussed through kinesics, which
focuses on body motion as a communicative process. Birdwhistell approaches communication as a
process to which participants contribute through various channels, including language, movement,
and other culturally patterned elements (Birdwhistell, 1970, p. v). This view is particularly relevant
for folk dances, because meaning is not produced only through words or explicit verbal statements.
Rather, it may emerge through bodily posture, gesture, eye direction, hand contact, spatial formation,
rhythmic synchronization, and collective movement. Accordingly, folk dances can be interpreted as
culturally patterned systems of body motion communication.

The historical semantic field of the concept of culture is also important for understanding the
dynamic character of folk dances. Williams states that in its earliest usages, the word culture referred
to “the tending and cultivation of something” and that the concept gradually expanded to include
social, intellectual, and artistic domains of production (Williams, 2018, pp. 105-106). According to
Kula, culture is not only a set of thoughts and behaviors that become permanent through tradition,
but also a transitional, cumulative, changing, and interactive formation (Kula, 2018, pp. 23-25). This
approach enables folk dances to be understood not as fixed and unchanging folkloric patterns, but as
cultural practices that are transmitted across generations, relearned, and reinterpreted in different
contexts of performance.

Thinking about folk dances in relation to cultural memory may help explain why these
dances are transmitted across generations and why they are re-performed in different social contexts.
According to Assmann, memory is not merely an individual and mental process; rather, it has a social
basis shaped through language, action, communication, and social relations (Assmann, 2006, pp. 1-
2). This approach is relevant to folk dances because dance knowledge is often learned not through
written texts, but through observation, imitation, repetition, participation, and embodied experience.
Thus, cultural memory can be understood as a form of transmission carried by the body and
reactivated through performance.

At this point, the transformation “from ritual to stage” offers an important axis for discussing
the social and cultural trajectory of folk dances. In traditional contexts, folk dances are often
performed in participatory settings such as weddings, festivals, ceremonies, and collective
entertainment. In modern contexts, however, they may become organized performances presented
on stages, at festivals, in schools, courses, competitions, and representational spaces. Turner’s
concepts of “liminality” and “communitas,” through which he explains experiences of transition and
togetherness in ritual processes, are useful for understanding the community-forming quality of folk
dances in traditional contexts (Turner, 1977, pp. 94-105). Similarly, Artun states that dances with
sacred and mythical origins have changed over time and reached their present forms, and that modes
of production and cultural structures have influenced the formation of dance forms (Artun, 2018, p.
399).
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Performance studies also offers a useful perspective for understanding how folk dances may
move between ritual, play, staged performance, and everyday cultural practice. Schechner discusses
performance across a wide range of domains, including performing arts, rituals, play, games, and
performances of everyday life (Schechner, 2013, pp. 28-31, 52-53). In this sense, folk dances may
be interpreted as practices that operate both within ritual participation and within staged
representation. Their movement from communal settings to staged contexts does not necessarily
eliminate their symbolic meanings; rather, it may reorganize them under new conditions of visibility,
representation, and aesthetic arrangement.

The embodied transmission dimension of folk dances can hardly be considered separately
from their relationship with music and rhythm. Demirsipahi defines folk dances as measured
movements performed in accordance with the structure of national music and according to rhythmic
rules, accompanied by music (Demirsipahi, 1975, p. 8). Baykurt, on the other hand, regards folk
dances as the form through which a nation’s culture is inscribed in individuals and reflected through
movement, rhythm, gesture, and mimicry (Baykurt, 1995, p. 14). From an ethnomusicological
perspective, music in folk dances may be understood not merely as an external element
accompanying dance, but as part of the cultural organization of movement and meaning. Merriam
argues that musical sound is the result of behavioral processes shaped by the values, attitudes, and
beliefs of the people who constitute a given culture (Merriam, 1964, pp. 6-7). Within this framework,
rhythm, steps, gestures, and bodily movement in folk dances may be interpreted as components of a
broader cultural and nonverbal communication system.

The problem addressed in this study is that folk dances are often evaluated through folkloric
display, regional representation, figures, costumes, or staging, while their dimensions of cultural
symbolism, embodied transmission, nonverbal communication, and cultural memory may remain
relatively underexamined. Based on this problem, the aim of the study is to analyze folk dances
through the concepts of ritual, sign, and body, and to discuss how nonverbal meanings are produced
and transmitted through embodied performance. The rationale of the study is that folk dances can be
approached not merely as aesthetic or folkloric elements, but as cultural practices through which
social meaning, belonging, and cultural memory are produced in and through the body. In this
respect, the study is significant because it reinterprets folk dances within the frameworks of
nonverbal communication, cultural symbolism, embodied meaning-making, and cultural memory.
The central argument of the study is that folk dances may be understood not as fixed forms carried
unchanged from the past to the present, but as dynamic practices that are reconstructed in each
performance, carried by the body, and interpreted by the community.

Method

This study is structured as a theoretical-interpretive study designed within the framework of
a qualitative research approach. No interviews, observations, or field data were used in the research;
instead, written sources in the fields of folk dances, ritual, semiotics, nonverbal communication,
embodied transmission, cultural memory, performance, and ethnomusicology were examined.
Therefore, the study is based on document review and conceptual analysis.

The reviewed literature was thematically classified in accordance with the main problem of
the study. Within this framework, folk dances were evaluated around the themes of ritual context,
sign and symbol, body, rhythm, nonverbal communication, staging, social belonging, and cultural
memory. Rather than conducting a formal movement analysis of a specific dance repertoire, the study
aims to interpret folk dances as cultural practices through which nonverbal meanings can be
produced, shared, and transmitted.

The methodological framework draws on theoretical approaches from semiotics, nonverbal
communication, performance studies, and ethnomusicology. The semiotic approach enables the
body, gesture, rhythm, space, costume, and collective movement in folk dances to be considered
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within culturally coded processes of meaning production. The nonverbal communication approach
opens bodily movement, posture, contact, orientation, and collective performance to discussion in
terms of their communicative dimensions. Performance studies are used to explain the movement of
folk dances from ritual contexts to stage and representational spaces, while the ethnomusicological
approach is used to evaluate the relationship between music, rhythm, body, and cultural behavior.

In this regard, folk dances are considered not merely as folkloric performances, but as
cultural practices in which body, rhythm, music, gesture, symbolic meaning, and social context are
jointly organized.

Findings

Since this study is not based on field data but on the interpretation of theoretical and written
sources, its findings consist of conceptual and thematic evaluations derived from the reviewed
literature. In line with the sources examined, the cultural function, symbolic character, nonverbal
meaning-making processes, forms of embodied transmission, and transformation of folk dances from
ritual contexts to stage settings were identified as the main thematic areas. In this section, folk dances
are examined in relation to the concepts of play/dance, ritual, sign, body, rhythm, belonging, staging,
and cultural memory.

Folk Dances, the Concept of Play/Dance, and Cultural Function

Folk dances may be considered among the significant forms of expression that bring together
the embodied, auditory, and social dimensions of cultural life. The literature indicates that folk
dances date back to the earliest periods of human history and have been transmitted from primitive
times to the present as an art form (Cakir, 2006, p. 9). In this sense, folk dances need not be
understood merely as movement sequences based on entertainment; rather, they can be interpreted
as cultural practices shaped through the relationship between rhythm, body, music, and community.
Royce’s approach, which associates dance with patterned bodily movements performed in time and
space, also offers a useful perspective for understanding folk dances as carriers of embodied culture
(Royce, 2003, p. 163).

The concept of play/dance has a broad semantic field in Turkish culture. It is used in various
contexts ranging from shamanic/kam practices to children’s games, from sports competitions to
dramatic folk performances and folk dances (Eroglu, 2017, p. 69). Ertural also notes that the concept
of “oyun” is widely used in Turkish dialects and carries different semantic layers such as
representation, performance, movement, and trickery (Ertural, 2012, p. 101). This broad field of
usage suggests that play/dance should not be considered merely as a leisure activity, but as a practice
through which cultural meaning and social relations may be organized.

The relationship between play/dance and culture can be discussed particularly through ritual
and social contexts. According to Huizinga’s approach, as cited by And, play is a free action that
takes place outside ordinary life within specific boundaries of time and space, is governed by rules,
and creates a special bond among players (And, n.d., p. 30). In this respect, play may bring
individuals together within a shared order and field of meaning. Akyildiz’s emphasis on the idea that
“play is a primary factor in the emergence of culture” also suggests that playful behavior may be
considered among the sources of artistic and cultural expression (Akyildiz, 2000, p. 14).

Within this broader field of play, folk dances appear as a specific cultural form in which
music, thythm, and bodily movement are combined. Demirsipahi defines folk dance as a set of
measured movements performed in accordance with the structure of national music and rhythmic
rules, accompanied by music (Demirsipahi, 1975, p. 8). Baykurt, on the other hand, describes folk
dances as the form through which a nation’s culture is inscribed in individuals and reflected through
movement, rhythm, gesture, and mimicry (Baykurt, 1995, p. 14). These definitions make it possible
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to interpret the body in folk dances not merely as a moving physical entity, but as a symbolic medium
that may carry cultural style, regional manner, and social belonging.

The cultural function of folk dances appears to be closely related to processes of
socialization, belonging, and collective memory. According to Artun, dances with sacred and
mythical origins have changed over time and reached their present forms; modes of production and
cultural structures have influenced the formation of dance forms (Artun, 2018, p. 399). Within the
social system, folk dances may function as parts of customs and ceremonies; they may meet
individuals’ ritual needs, strengthen the sense of belonging, and contribute to communication
between the individual and society (Artun, 2018, p. 400).

Therefore, folk dances can be considered not merely as aesthetic performances or forms of
entertainment, but as social practices through which cultural values may be learned, repeated, and
transmitted through the body. Rhythm, steps, figures, costumes, music, and collective movement
patterns that emerge during performance may be interpreted as symbolic elements that make a
society’s cultural memory visible. Thus, folk dances may be understood as a dynamic field of
expression that carries both cultural continuity and social transformation in the process extending
from ritual to stage.

Folk Dances as Cultural Symbols and Nonverbal Signs

The historical semantic field of the concept of culture indicates that culture may be
understood not as a static structure, but as a processual formation. Williams states that in its earliest
usages, the word culture referred to “the tending and cultivation of something” and that the concept
gradually expanded to include social, intellectual, and artistic domains of production (Williams,
2018, pp. 105-106). This approach makes it possible to consider folk dances not as fixed patterns,
but as cultural practices that are transmitted across generations, relearned, and reinterpreted in
different contexts of performance.

Folk dances can be regarded as cultural symbols that make visible not only a society’s forms
of entertainment, but also its values, relations of belonging, collective memory, and modes of self-
representation. According to Koca, symbols have an important function in preserving culture and
transmitting it to future generations; they are communicative tools created to evoke the deeper
meanings of material and immaterial phenomena in the human mind (Koca, 2010, p. 88). In this
context, folk dances may be interpreted as symbolic practices through which cultural meanings are
carried bodily by means of the body, music, thythm, costume, figures, style, and performance setting.

The etymological field of the concept of symbol can also be related to the social function of
folk dances. Hangerlioglu states that the word symbol, derived from the Ancient Greek sumbolon,
carries the meaning of an identifying sign and can be associated with the Turkish
word sim (Hangerlioglu, 1979, p. 93). Caglar notes that in Turkish, the concept of symbol has been
used with meanings such as remiz, alamet, timsal, and nisane (Caglar, 2008, pp. 1-9). This semantic
field enables folk dances to be interpreted not merely as sequences of movement, but as symbolic
and nonverbal practices that may bring a community together and make cultural belonging visible.

One of the main characteristics of cultural symbols is that they may bring individuals
together within a shared world of meaning. Koca argues that symbols, through the meanings
attributed to them, unite individuals within a common cultural sphere by creating closeness,
similarity, and a sense of belonging to the same cultural environment (Koca, 2010, p. 87). This
function can also be observed in folk dances. Holding hands, forming a line or circle, stepping
together, adapting to a shared rhythm, and following the dance leader are not merely choreographic
arrangements; they may be interpreted as symbolic and embodied signs that contribute to the
construction of unity, harmony, and belonging within the community.
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Cultural symbols are related not only to visible forms, but also to social memory and the
transmission of values. According to Temel Eginli and Nazli, one of the main factors that enables
culture to be strongly transmitted is that culture consists of a set of symbols; through symbols, culture
can create lasting connections (Temel Eginli

& Nazli, 2018, p. 57). Folk dances may also be considered fields in which such connections
are established at embodied and auditory levels. A dance is not merely the repetition of certain steps;
through those steps, a community’s past, ceremonial order, aesthetic understanding, musical
sensibility, and shared patterns of behavior may also be transmitted.

The symbolic character of folk dances is also related to the capacity of art to carry cultural
values. Ari1 states that cultural symbols represent accumulated cultural achievements in language, art,
religion, and other social domains, and that art carries cultural symbols through visual, auditory, and
sensory means (Ari, 2016, p. 1). From this perspective, folk dances can be considered visual,
auditory, and embodied forms of expression at the same time. Figures and costumes may constitute
the visual level; music and rhythm may form the auditory level; while steps, style, gesture, and bodily
movement may constitute the sensory-embodied level. Thus, folk dances can be interpreted as fields
in which cultural symbols are performed in a multilayered way.

Folk dances may bring together both the material and immaterial dimensions of culture.
According to Glimiistekin, culture is generally divided into material and immaterial culture: material
elements created and produced by human beings constitute material culture, whereas beliefs, values,
rules, traditions, and customs constitute immaterial culture (Giimiistekin, 2011, p. 319). In this
respect, costumes, instruments, stage arrangements, and objects used in folk dances may be related
to material culture, while ritual meanings, belonging, social rules, and collective patterns of behavior
may be related to immaterial culture.

Therefore, examining folk dances as cultural symbols should not be limited to their names,
regions, or costumes. Their symbolic meaning may emerge in the form of bodily movement, the
rhythmic flow of music, the organization of collective performance, the forms of contact among
dancers, and the social context in which the dance is performed. Even when folk dances are
transferred from ritual contexts to the stage, they do not necessarily lose this symbolic function
entirely; rather, they may be reinterpreted in new contexts. A dance that strengthens intra-community
belonging in a traditional setting may become a means of representing cultural identity in a staged
context.

In this respect, folk dances may be considered dynamic practices that contribute not only to
the preservation of cultural symbols, but also to their reproduction. Each performance can reconstruct
inherited patterns of movement, rhythm, and meaning within the social context of the present.
Accordingly, folk dances should not be understood as fixed and unchanging folkloric patterns, but
as symbolic and nonverbal fields of transmission in which culture is carried by the body, organized
through rhythm, and given meaning within the community.

Body, Rhythm, and Nonverbal Belonging in Folk Dances

In folk dances, the body may be considered not merely as a moving physical structure, but
as an expressive medium through which cultural meaning is carried, transmitted, and made visible.
During dance performance, bodily posture, step patterns, changes of direction, arm and hand
movements, gestures, and the body’s position within the group may contribute to the embodied
construction of cultural belonging. Baykurt’s definition of folk dances as the form through which a
nation’s culture is inscribed in individuals and reflected through movement, rhythm, gesture, and
mimicry points to the possible function of the body as a cultural carrier in folk dances (Baykurt,
1995, p. 14).
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Rhythm may be regarded as one of the central elements that brings individual bodies together
within a shared temporality. The simultaneous stepping, stopping, turning, accelerating, or accenting
of dancers takes place through rhythmic organization. In this respect, rhythm can be interpreted not
only as a musical structure, but also as a social principle that organizes collective movement.
Demirsipahi’s definition of folk dances as “measured movements” performed with musical
accompaniment and according to rhythmic rules indicates the close relationship between rhythm and
bodily movement (Demirsipahi, 1975, p. 8).

In folk dances, social belonging may be experienced bodily through the individual’s
participation in the shared rhythm and movement order of the community. Especially in collective
dances, holding hands, forming a circle or line, following the dance leader, and maintaining a
common step pattern may make the individual a part not only of the dance, but also of the community.
In this respect, folk dances can be seen as practices based more on collective harmony than on
individual display. The dancer organizes his or her body according to the rhythm of the group; thus,
belonging may become not merely an intellectual or emotional state, but an embodied and nonverbal
experience.

This relationship can also be discussed from an ethnomusicological perspective. According
to Merriam, musical sound is the result of behavioral processes shaped by the values, attitudes, and
beliefs of the people who constitute a given culture; musical sound cannot be considered
independently of human behavior and cultural context (Merriam, 1964, pp. 6-7). In the context of
folk dances, this approach suggests that music, rhythm, and bodily movement should be evaluated
within the same cultural system of behavior. In other words, the thythm heard in folk dances and the
bodily movement seen during performance may be interpreted as complementary dimensions of the
same cultural field of meaning.

Music in folk dances may be considered not merely as an accompanying element, but as one
of the structures that shapes the timing of movement, rhythmic order, and flow of collective
performance. Folk music is often regarded as an expressive field that reflects the cultural
characteristics of the society to which it belongs. According to Kinik, folk songs express a society’s
shared emotions and thoughts through both their melodic and poetic structures and contain numerous
elements related to traditional culture (Kinik, 2011, p. 136). Vural Goher similarly defines folk music
as a musical form that emerges and develops within the people and functions as the language, mirror,
and identity of the society to which it belongs (Vural Goher, 2011, p. 398). In this regard, dance tunes
used in folk dances may be interpreted not only as musical accompaniment, but also as auditory
carriers of social memory and cultural belonging.

As Stimbiil states, Turkish folk music can be divided into two forms: vocal and instrumental;
the instrumental form mostly consists of dance tunes (Siimbiil, 2000, p. 480). This observation helps
explain why the relationship between music, rhythm, and steps needs to be considered together in
folk dances. A dance tune may function not merely as accompaniment at the level of sound, but also
as a structural element that shapes the timing of steps, the direction of bodily movement, and the
rhythmic coherence of collective performance.

Therefore, there appears to be a reciprocal relationship among body, rhythm, and belonging
in folk dances. Rhythm connects the body to a shared temporality; the body makes rhythm visible;
and collective performance may transform this unity into a sense of belonging. Thus, folk dances can
be interpreted not only as aesthetic movement patterns, but also as forms through which individuals
participate in the community, share cultural identity, and sustain collective memory through the
body. In this context, folk dances may acquire symbolic force when the body is synchronized with
rhythm and the community is constituted through collective movement.
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Transformation from Ritual to Stage: Performance, Representation, and Meaning

Although culture encompasses the thoughts, behaviors, and ways of life that a particular
society forms over a historical process, it does not appear to be a static structure. According to Kula,
culture is not only a set of thoughts and behaviors that become permanent through tradition, but also
a transitional, cumulative, changing, and interactive formation (Kula, 2018, pp. 23-25). This
approach makes it possible to interpret the movement of folk dances from ritual contexts to stages,
festivals, and representational spaces not necessarily as a cultural rupture, but as a result of the
transformative nature of cultural products.

In traditional contexts, folk dances are often performed with the participation of the
community in settings such as weddings, festivals, ceremonies, celebrations, and collective
entertainment. In modern contexts, however, they may increasingly appear as organized
performances presented to an audience and carrying representational value. According to Artun,
dances with sacred and mythical origins have changed over time and reached their present forms;
modes of production and cultural structures have influenced the formation of dance forms (Artun,
2018, p. 399). Therefore, folk dances may be regarded not as unchanged folkloric forms, but as
dynamic practices that acquire new meanings according to social and cultural conditions.

In ritual contexts, folk dance can be interpreted not merely as a spectacle to be watched, but
as a field of action collectively experienced by the community. Turner’s concepts of “liminality” and
“communitas” are useful for explaining this shared experience. In the ritual process, individuals may
step outside their ordinary social roles and form a temporary field of togetherness and solidarity
(Turner, 1977, pp. 94-105). Similarly, elements such as holding hands, adapting to a common
rhythm, turning together, and maintaining the same step pattern in folk dances may contribute to the
embodied construction of a sense of community.

With the process of modernization, the performance context of folk dances has changed.
Dances that were traditionally performed in ceremonial, entertainment, and intra-community
participatory settings have gradually turned into rearranged performance forms in stages, festivals,
schools, courses, and representational spaces. This transformation may not entirely eliminate the
cultural function of folk dances; however, it appears to reorganize the meaning and mode of
performance. While participation is central in traditional settings, representation, visibility, order,
costume, choreography, and aesthetic coherence may come to the fore in staged contexts.

In the process of staging, folk dance may cease to be a direct repetition of its traditional
context and may gain a new form of presentation that is selected, arranged, and placed within a
specific aesthetic framework. This does not necessarily mean the disappearance of tradition; rather,
it may indicate the reinterpretation of traditional elements in new contexts. Bohlman’s understanding
of folk music tradition as a dynamic structure that is continuously reshaped through performance,
transmission, and reception processes is also useful for explaining this transformation (Bohlman,
1988, pp. 25-26).

In this respect, the transformation from ritual to stage should not be understood merely as a
rupture or loss. While folk dances may strengthen intra-community belonging in traditional settings,
they may also become means of representing cultural identity in staged contexts. Thus, folk dances
can be interpreted not as unchanged repetitions of the past, but as dynamic cultural practices that
establish a relationship between past and present and reproduce embodied memory in new contexts
of performance.

This transformation also requires continuity and change in folk dances to be considered
together. Although movement sequences, spatial arrangements, costumes, music, and performance
duration may be reorganized in the process of staging, this does not necessarily mean that the
relationship with the past disappears entirely. Rather, certain embodied, rhythmic, and symbolic
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elements carried from traditional contexts may acquire different functions and meanings under new
conditions of performance. From this perspective, the stage may be understood not only as a setting
in which tradition is displayed, but also as a representational space in which cultural memory is
selectively reorganized and made visible. Cultural continuity in folk dances, therefore, may depend
less on preserving forms without change than on the reinterpretation of inherited patterns of
movement and meaning within new social contexts. This perspective establishes a direct connection
between the transformation from ritual to stage and the embodied transmission of cultural memory.

Embodied Transmission of Cultural Memory

Traditional dance may be considered an important medium in the intergenerational
transmission of cultural heritage. According to Lykesas, traditional dance carries elements of cultural
tradition and heritage and contributes to their transmission from one generation to another; in this
respect, it plays an important role in strengthening cultural identity and sustaining cultural
development (Lykesas, 2017, p. 104). This approach suggests that folk dances may be interpreted
not merely as inherited forms of movement, but also as social practices through which cultural
memory can be sustained through the body.

Folk dances may be regarded as practices that indicate how cultural memory can be
transmitted not only through oral narratives, written documents, or visual symbols, but also through
the body. Cultural memory is not limited to the preservation of the past; it may also involve the
reconstruction of the past in the present through particular symbols, rituals, and repetitions.
According to Assmann, memory is not limited to an individual and mental process; rather, it gains a
social basis through language, action, communication, and social relations (Assmann, 2006, pp. 1-
2). This approach is particularly relevant to folk dances because dance knowledge is often learned
not through written texts, but through observation, imitation, repetition, and participation.

Embodied transmission may be considered one of the important forms of continuity in folk
dances. The step pattern, rhythmic accent, form of hand-holding, bodily orientation, way of following
the dance leader, and organization of collective movement are not merely technical movements; they
may also be interpreted as forms of cultural memory embedded in the body. As Samata discusses in
relation to bodily memory, Casey considers body memory as the active persistence of the past in the
body, while Connerton argues that postures and movements become habitual memory and are
embedded in bodily formation (Casey, 2000, p. 149; Connerton, 1989, p. 94, as cited in Samata,
2015, pp. 65-66).

In this framework, the body in folk dances may be understood not as a passive carrier of
culture, but as a field in which cultural meaning is produced and reorganized. The dancer does not
merely repeat predetermined figures; rather, he or she may participate in the rhythmic order,
ritualized patterns of behavior, and collective memory of the community. Movements such as holding
hands, stepping in the same rhythm, turning together, stopping, or accelerating can connect individual
bodies to a shared cultural temporality. Thus, folk dances may become practices in which belonging
is experienced bodily.

The operation of cultural memory in folk dances appears to be closely related to repetition
and performance. Each time a folk dance is performed, it is not merely a past form that is repeated;
meanings inherited from the past may be reactivated within the social context of the present.
Therefore, the intergenerational transmission of folk dances does not only mean teaching figures or
dance sequences. Along with the dance, the community’s sense of rhythm, bodily style, ceremonial
order, aesthetic understanding, and forms of belonging may also be transmitted.

In traditional contexts, this transmission may take place mostly through family, village,
neighborhood, weddings, ceremonies, and intra-community participation. In modern contexts,
however, courses, schools, associations, festivals, and stage practices may become new environments
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of transmission. This situation suggests that embodied transmission does not necessarily disappear;
rather, it may be reorganized within different institutional and representational contexts.

In conclusion, folk dances can be interpreted as a form of cultural memory that is not merely
narrated, but performed and carried in the body. Rhythm may establish the shared temporality of this
memory; steps may create its bodily order; and collective performance may construct its social
meaning. In this respect, folk dances can be regarded as dynamic practices that may enable the
embodied transmission of cultural symbols and social belonging in the process extending from ritual
to stage.

Discussion

This study discusses folk dances not merely as folkloric performances, forms of
entertainment, or elements of regional representation, but as social practices through which cultural
symbols, social belonging, nonverbal communication, and embodied memory may be transmitted.
The conceptual and thematic evaluations derived from the reviewed literature suggest that folk
dances can produce multilayered cultural meanings through rhythm, steps, body, figures, costumes,
music, and performance contexts. In this respect, folk dances may be considered fields in which
culture is not only transmitted through oral or written forms, but also carried, performed, and
reorganized through the body.

The discussion can be strengthened by considering folk dances within a semiotic framework.
Eco’s distinction between communication and signification, together with his emphasis on systems
and codes, provides a useful basis for interpreting folk dances as culturally coded practices of
meaning-making (Eco, 1976, pp. 8-9, 36-40). From this perspective, folk dances may be read not
only as bodily movements, but also as organized systems in which rhythm, gesture, costume, spatial
arrangement, and collective movement participate in the production of cultural meaning.

Barthes’s discussion of signification is also relevant to this framework. For Barthes,
signification may be understood as the process that binds the signifier and the signified, producing
the sign (Barthes, 1967, p. 48). In relation to folk dances, bodily movements, gestures, steps, and
spatial formations may be interpreted as signifiers that acquire meaning within a cultural context.
However, such meanings should not be treated as fixed or universal. Rather, they may vary according
to performance setting, community memory, regional conventions, and the interpretive position of
performers and spectators.

Peirce’s distinction between different types of signs may also help clarify how bodily
movements operate in folk dances. Peirce explains the icon as a sign that signifies through qualities
of resemblance, while the index functions through a real connection with its object (Peirce, 1998, p.
306). Within this framework, certain gestures, body orientations, or collective formations in folk
dances may be interpreted as iconic or indexical signs depending on their relation to cultural
meanings. For example, a circular formation may evoke unity or collective participation not because
it has a single fixed meaning, but because it is interpreted within a culturally shared field of signs.

The nonverbal dimension of folk dances can further be discussed through the concept of
kinesics. Birdwhistell approaches communication as a process in which participants contribute
through several channels, including language, movement, and other culturally patterned elements
(Birdwhistell, 1970, p. v). He also notes that derived body-motion complexes such as dancing,
gaming, and miming require careful communicational analysis in relation to their sensory modalities
and transmission channels (Birdwhistell, 1970, p. 113). This view supports the interpretation of folk
dances as culturally patterned forms of body-motion communication rather than as isolated gestures
or purely aesthetic movements.

One of the central discussions emerging from this study is that the movement of folk dances
from ritual contexts to staged environments does not necessarily imply the complete loss of their
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cultural function. In traditional settings, folk dances are performed through participation in contexts
such as weddings, ceremonies, festivals, and collective entertainment. In modern contexts, however,
they may be transformed into more organized performance forms in stages, festivals, schools,
courses, and representational spaces. Although this transformation may change the function of dance
within the community, it does not necessarily eliminate its symbolic character. Rather, folk dances
may acquire new meanings in different performance contexts and may contribute to the continuation
of cultural continuity in new forms.

The body can be considered one of the central carriers of cultural memory in folk dances.
Step patterns, rhythmic accents, forms of hand-holding, collective movement, following the dance
leader, and adapting to a shared rhythm are not merely technical movements; they may also be
interpreted as symbolic structures through which the community’s forms of belonging, solidarity,
and shared memory are bodily constructed. Assmann’s approach, which relates memory to language,
action, communication, and social relations, is significant for understanding how folk dances may
carry cultural memory through embodied practices (Assmann, 2006, pp. 1-2).

In this context, the intergenerational transmission of folk dances does not simply mean the
preservation of figures, dance sequences, or costume forms. Along with the dance, a community’s
sense of rhythm, bodily style, aesthetic understanding, ceremonial order, and form of cultural
belonging may also be transmitted. The approaches of Casey and Connerton, as discussed by Samata
in relation to bodily memory, suggest that the past may persist not only in the mind, but also in the
body and in habitual patterns of movement (Casey, 2000, p. 149; Connerton, 1989, p. 94, as cited in
Samata, 2015, pp. 65-66).

Overall, the discussion suggests that folk dances may be examined as nonverbal fields of
meaning in which ritual, sign, and body intersect. This perspective does not reduce folk dances to a
single symbolic meaning; rather, it allows them to be interpreted as culturally coded and context-
dependent practices through which communities may negotiate belonging, memory, representation,
and continuity.

Conclusion

This study has discussed folk dances through the relationship between ritual, sign, body, and
nonverbal meaning. Rather than approaching folk dances only as folkloric performances,
entertainment practices, or regional cultural displays, the study has attempted to interpret them as
culturally coded fields of embodied expression. Within this framework, folk dances may be
considered practices in which rhythm, gesture, bodily orientation, spatial arrangement, costume,
music, and collective movement participate in the production and transmission of social meaning.

The discussion developed throughout the study suggests that folk dances can be read as
nonverbal systems of meaning shaped by the interaction between cultural codes and embodied
performance. The body does not appear only as a physical medium that performs predetermined
figures; it may also function as a carrier of memory, belonging, and symbolic communication. Hand-
holding, circular or linear formations, synchronized steps, bodily posture, and collective rhythm may
therefore be interpreted as embodied signs that organize social relations and make cultural belonging
visible. However, these signs should not be understood as having fixed, universal, or unchanging
meanings. Their meanings may vary according to region, performance context, communal memory,
ritual setting, stage arrangement, and the interpretive position of performers and spectators.

The transformation from ritual to stage also requires a nuanced interpretation. This
transformation should not be considered solely as a process of loss, standardization, or detachment
from tradition. Staging may also create new conditions under which folk dances are selected,
arranged, represented, and reinterpreted. In traditional contexts, folk dances may operate as
participatory practices embedded in communal life, while in staged contexts they may gain visibility
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as forms of cultural representation. In both cases, the relationship between body, rhythm, and
collective performance may continue to produce symbolic and communicative meanings, although
these meanings may be reorganized according to the conditions of performance.

The study also suggests that cultural memory in folk dances is not transmitted only through
verbal narratives, written documents, or explicit teaching. It may also be sustained through bodily
repetition, rhythmic coordination, movement habits, gestures, and collective participation. In this
sense, folk dances may offer an important field for thinking about how memory is embodied and how
cultural knowledge is transmitted through practice. The intergenerational transmission of folk dances
may involve not only the teaching of steps or figures, but also the transmission of bodily style,
rhythmic sensibility, aesthetic order, social discipline, and forms of belonging.

The main contribution of this study lies in opening folk dances to discussion within the
frameworks of semiotics, nonverbal communication, ritual studies, cultural memory, and embodied
transmission. Such an approach may help shift the focus from folk dances as merely preserved
heritage forms to folk dances as living cultural practices that are interpreted, reorganized, and
recontextualized in each performance. This perspective may also contribute to studies in folk culture,
semiotics, communication, performance, and ethnomusicology by emphasizing the role of the body
in the production of cultural meaning.

The study is limited by its theoretical and literature-based design. Since it does not rely on
fieldwork, interviews, participant observation, or the analysis of a specific regional dance repertoire,
its conclusions should be read as conceptual and interpretive evaluations rather than empirical
generalizations. Future studies may examine folk dances through field data focusing on specific
regions, performer communities, stage practices, intergenerational transmission, gender roles, or
audience reception. In particular, analyses of how bodily signs are interpreted by performers and
spectators in different contexts may provide more detailed insights into the nonverbal world of
meaning in folk dances.
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Ritiiel, Gosterge ve Beden: Halk Danslarinin S6zsiiz Anlam Diinyasi

Giris

Halk danslar1, toplumlarin kiiltiirel kimliklerini, kolektif belleklerini ve aidiyet bigimlerini
beden araciligiyla goriiniir kildiklar1 toplumsal pratikler olarak degerlendirilebilir. Bu danslarin
yalnizca eglence ya da gosteri amaciyla gergeklestirilen hareket dizileri olarak goriilmesi gerekmez;
aksine ritim, miizik, beden, mekan ve topluluk arasindaki iliski yoluyla bi¢imlenen sembolik ve
sOzsliz ifade alanlari olarak yorumlanabilir. Halk danslari, insanlik tarihinin en eski donemlerine
uzanan ve ilkel ¢aglardan giiniimiize aktarilan bir sanat bi¢cimi olarak tanimlanmistir (Cakar, 2006, s.
9). Royce’un danst zaman ve mekan icinde gerceklestirilen Oriintiilii bedensel hareketlerle
iligkilendiren yaklagimi da halk danslari ile bedensellesmis kiiltiir arasindaki iligkinin anlagilmasi
bakimindan yararli bir perspektif sunmaktadir (Royce, 2003, s. 163).

Tarihsel olarak halk danslari; ritiieller, torenler, kutlamalar, gecis torenleri ve kolektif
eglenceler gibi ¢esitli toplumsal baglamlarda icra edilmistir. Bu bakimdan dans, yalnizca bireysel bir
performans olarak degil, ayni1 zamanda bir toplulugun ortak anlam diinyasini kurdugu, paylastigi ve
yeniden yorumladigl bir eylem alani olarak goriilebilir. Tiirk kiiltiriinde “oyun” ya da “dans”
kavraminin saman/kam uygulamalarindan ¢ocuk oyunlarina, dramatik halk gosterilerinden halk
danslarina uzanan genis bir anlam alanina sahip olmasi, onun &nemli bir kiiltiirel isleve sahip
oldugunu disiindlirmektedir (Eroglu, 2017, s. 69). Ertural’in belirttigi {izere halk danslari, bir
toplumun sosyal yasamini, kiiltiirel zenginligini ve bilgi birikimini yansitan gorsel ve isitsel kiiltiir
iiriinleri arasinda yer almaktadir (Ertural, 2012, s. 101).

Bu ¢aligmanin temel kavramsal dayanaklarindan biri, halk danslarimin kiiltiirel gosterge ve
semboller olarak yorumlanmasidir. Sembol kavrami tarihsel olarak bir araya getirme, baglama ve
taninma  isareti olma  gibi  anlamlarla iliskilendirilmistir. ~ Hangerlioglu, = Antik
Yunanca sumbolon kelimesinden tiireyen sembol sézciigiiniin bir tanima isareti anlami tagidigin
belirtirken (Hangerlioglu, 1979, s. 93), Caglar bu kavramin Tiirk¢ede remiz, alamet, timsal ve nigane
gibi anlamlarla kullanildigin1 ifade etmektedir (Caglar, 2008, ss. 1-9). Bu anlam alani, halk
danslariin yalnizca hareket dizileri olarak degil, toplulugu bir araya getirebilen, ortak anlamlar
iiretebilen ve kiiltiirel aidiyeti goriiniir kilabilen sembolik pratikler olarak yorumlanmasini miimkiin
kilmaktadir.

Gostergebilim kurami, halk danslarinin s6zsiiz anlam iiretme pratikleri olarak yorumlanmasi
icin yararlt bir ¢ger¢eve sunmaktadir. Eco, anlamlandirma ile iletisim arasinda ayrim yapmakta ve
kiiltiirel siireglerde bu iki boyutun birbiriyle yakindan iliskili oldugunu ileri siirmektedir (Eco, 1976,
ss. 8-9). Bu perspektif, halk danslarinin neden yalnizca fiziksel hareketler olarak degil, ayn1 zamanda
kiiltiirel olarak kodlanmis ifade bigimleri seklinde okunabilecegini agiklamaya yardimer olabilir. Bu
anlamda jestler, adimlar, mekansal diizenlemeler, ritmik Oriintiiler, kostiimler ve kolektif bedensel
yonelimler, bir toplulugun kiiltiirel anlamlar1 diizenledigi ve ilettigi gostergeler olarak islev gorebilir.
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Kiiltiirel semboller, topluluklarin ortak degerler iiretmesi, aidiyet kurmasi ve ortak anlamlar
olusturmasi siireclerinde 6nemli bir rol oynamaktadir. Temel Eginli ve Nazli’ya gore kiiltiir, {iretilen
ve paylasilan dogasi araciligiyla ortak deger ve anlamlarin olusumuna aracilik etmekte; kiiltiirel
semboller ise biitlinliik, aidiyet, uzlasma ve igsellestirme siireglerinde kiiltiiriin 6nemli unsurlart
olarak islev gormektedir (Temel Eginli & Nazli, 2018, ss. 56-57). Koca da benzer bigimde,
sembollerin kendilerine yiliklenen anlamlar araciligiyla ortak bir kiiltiirel alan i¢indeki bireyleri
birbirine yaklastirdigini ve onlar1 ayni kiiltiirel cevrenin pargast haline getirdigini ileri siirmektedir
(Koca, 2010, ss. 87-88). Bu perspektiften hareketle halk danslarinda el ele tutusma, sira ya da daire
olusturma, oyun basini takip etme, ortak ritme uyum saglama ve birlikte hareket etme gibi unsurlar
yalnizca koreografik ogeler degil; toplumsal birlik, aidiyet, paylasim ve kolektif bellegin
bedensellesmis gostergeleri olarak da yorumlanabilir.

Halk danslariin sdzsiiz boyutu, beden hareketini iletigsimsel bir siire¢ olarak ele alan kinesik
araciligryla da tartigilabilir. Birdwhistell iletisimi, katilimecilarin dil, hareket ve kiiltiirel olarak
ortintiilenmis diger unsurlar da dahil olmak {izere ¢esitli kanallar araciligiyla katkida bulunduklar
bir siire¢ olarak ele almaktadir (Birdwhistell, 1970, s. v). Bu goriis halk danslar1 agisindan 6zellikle
onemlidir; ¢linkii anlam yalnizca kelimeler ya da acik sozlii ifadeler araciligiyla tiretilmez. Aksine
anlam, beden durusu, jest, bakis yonii, el temasi, mekansal diizen, ritmik es zamanlilik ve kolektif
hareket araciligiyla ortaya ¢ikabilir. Buna gore halk danslari, kiiltiirel olarak oriintiilenmis bedensel
hareket iletisimi sistemleri olarak yorumlanabilir.

Kiiltiir kavraminin tarihsel anlam alani1 da halk danslarmin dinamik niteligini anlamak
bakimindan o6nemlidir. Williams, kiltiir kelimesinin ilk kullanimlarinda “bir seyin bakimi ve
yetistirilmesi” anlamina geldigini ve kavramin zamanla toplumsal, diisiinsel ve sanatsal {iretim
alanlarin1 kapsayacak bicimde genisledigini belirtmektedir (Williams, 2018, ss. 105-106). Kula’ya
gore kiiltlir, yalnizca gelenek yoluyla kalic1 hale gelen diisiince ve davranislar biitiinii degil; aym
zamanda gecisli, birikimli, degisken ve etkilesimli bir olusumdur (Kula, 2018, ss. 23-25). Bu
yaklagim, halk danslarinin sabit ve degismez folklorik kaliplar olarak degil, kusaklar arasinda
aktarilan, yeniden o6grenilen ve farkli performans baglamlarinda yeniden yorumlanan kiiltiirel
pratikler olarak anlagilmasini miimkiin kilmaktadir.

Halk danslarini kiiltiirel bellekle iligkili bigimde diisiinmek, bu danslarin neden kusaklar
arasinda aktarildigini ve farkli toplumsal baglamlarda neden yeniden icra edildigini agiklamaya
yardimeci olabilir. Assmann’a gore bellek yalnizca bireysel ve zihinsel bir siire¢ degildir; aksine dil,
eylem, iletisim ve toplumsal iliskiler yoluyla bigimlenen sosyal bir temele sahiptir (Assmann, 2006,
ss. 1-2). Bu yaklasim halk danslari agisindan onemlidir; ¢iinkii dans bilgisi ¢cogu zaman yazil
metinlerden degil, gozlem, taklit, tekrar, katiim ve bedensel deneyim yoluyla 6grenilmektedir.
Dolayisiyla kiiltiirel bellek, beden tarafindan tasman ve performans araciligiyla yeniden
etkinlestirilen bir aktarim bigimi olarak anlasilabilir.

Bu noktada “ritiielden sahneye” doniistim, halk danslarinin toplumsal ve kiiltiirel seyrini
tartismak icin 6nemli bir eksen sunmaktadir. Geleneksel baglamlarda halk danslari ¢ogu zaman
diigiinler, festivaller, torenler ve kolektif eglenceler gibi katilimci ortamlarda icra edilir. Modern
baglamlarda ise sahnelerde, festivallerde, okullarda, kurslarda, yarismalarda ve temsile dayal
alanlarda sunulan diizenlenmis gosterilere doniisebilir. Turner’in ritiiel siireclerde gecis ve birliktelik
deneyimlerini agiklamak i¢in kullandig1 “liminalite” ve “communitas” kavramlari, halk danslarinin
geleneksel baglamlardaki topluluk olusturucu niteligini anlamak bakimindan yararlidir (Turner,
1977, ss. 94-105). Benzer sekilde Artun, kutsal ve mitik kokenlere sahip danslarin zaman iginde
degiserek giliniimiizdeki bigimlerine ulagtigim1 ve iiretim tarzlart ile kiiltiirel yapilarin dans
bigimlerinin olusumunu etkiledigini belirtmektedir (Artun, 2018, s. 399).

Performans c¢alismalar1 da halk danslariin ritiiel, oyun, sahnelenmis gosteri ve giindelik
kiiltiirel pratik arasinda nasil hareket edebildigini anlamak icin yararl bir perspektif sunmaktadir.
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Schechner performansi; gosteri sanatlari, ritiieller, oyun, oyunlar ve giindelik yasam performanslari
dahil olmak iizere genis bir alan i¢inde tartigmaktadir (Schechner, 2013, ss. 28-31, 52-53). Bu
anlamda halk danslar1 hem ritiiel katilim i¢inde hem de sahnelenmis temsil baglaminda isleyen
pratikler olarak yorumlanabilir. Topluluk ortamlarindan sahne baglamlarina taginmalari, onlarin
sembolik anlamlarini zorunlu olarak ortadan kaldirmaz; aksine bu anlamlar1 yeni goriiniirliik, temsil
ve estetik diizenleme kosullar1 altinda yeniden orgiitleyebilir.

Halk danslarinin bedensel aktarim boyutu, miizik ve ritimle olan iliskisinden ayr1
diistiniilemez. Demirsipahi halk danslarini, milli miizigin yapisina ve ritmik kurallara uygun bigimde,
miizik esliginde gergeklestirilen 6l¢iilii hareketler olarak tanimlamaktadir (Demirsipahi, 1975, s. 8).
Baykurt ise halk danslarini, bir milletin kiiltiiriiniin bireylere islendigi ve hareket, ritim, jest ve mimik
aracilifiyla yansitildig bicim olarak degerlendirmektedir (Baykurt, 1995, s. 14). Etnomiizikolojik
acgidan halk danslarindaki miizik, yalnizca dansa eslik eden digsal bir unsur olarak degil, hareketin
ve anlamin kiiltiirel 6rgiitlenmesinin bir pargast olarak anlagilabilir. Merriam, miizikal sesin belirli
bir kiiltiirii olusturan insanlarin degerleri, tutumlar1 ve inanglar tarafindan bigimlenen davranigsal
siireglerin sonucu oldugunu ileri siirmektedir (Merriam, 1964, ss. 6-7). Bu cergevede halk
danslarindaki ritim, adimlar, jestler ve bedensel hareketler, daha genis bir kiiltiirel ve sozsiiz iletisim
sisteminin bilesenleri olarak yorumlanabilir.

Bu calismada ele alinan temel problem, halk danslarinin ¢ogunlukla folklorik gosteri,
bolgesel temsil, figiirler, kostiimler ya da sahneleme iizerinden degerlendirilmesine karsin kiiltiirel
sembolizm, bedensel aktarim, sozsiiz iletisim ve kiiltiirel bellek boyutlarinin gorece sinirli bigimde
incelenmesidir. Bu problemden hareketle ¢aligmanin amaci, halk danslarmai ritiiel, gosterge ve beden
kavramlar lizerinden ¢oéziimlemek ve sozsiliz anlamlarin bedensel performans aracilifiyla nasil
iretildigini ve aktarildigini tartismaktir. Calismanin gerekgesi, halk danslarinin yalnizca estetik ya
da folklorik unsurlar olarak degil; toplumsal anlamin, aidiyetin ve kiiltiirel bellegin beden iginde ve
beden araciligiyla iiretildigi kiiltiirel pratikler olarak ele alinabilmesidir. Bu bakimdan g¢alisma, halk
danslarim1 sozsiiz iletisim, kiiltiirel sembolizm, bedensellesmis anlam iiretimi ve kiiltiirel bellek
cercevelerinde yeniden yorumladigi icin 6nem tasimaktadir. Calismanin temel savi, halk danslarinin
gecmisten giliniimiize degismeden tasinan sabit bigimler olarak degil, her performansta yeniden
kurulan, beden tarafindan taginan ve topluluk tarafindan yorumlanan dinamik pratikler olarak
anlasilabilecegidir.

Yontem

Bu galigma, nitel arastirma yaklasimi ¢ergevesinde tasarlanmig kuramsal ve yorumlayici bir
arastirma olarak yapilandirilmistir. Arastirmada goriisme, gézlem ya da alan verisi kullanilmamais;
bunun yerine halk danslari, ritiiel, gostergebilim, s6zsiiz iletisim, bedensel aktarim, kiiltiirel bellek,
performans ve etnomiizikoloji alanlarindaki yazili kaynaklar incelenmistir. Bu nedenle galigsma
dokiiman incelemesi ve kavramsal ¢oziimlemeye dayanmaktadir.

Incelenen literatiir, ¢alismamin temel problemi dogrultusunda tematik olarak
siniflandiriimistir. Bu gergevede halk danslari; ritiiel baglam, gosterge ve sembol, beden, ritim,
sOzsliz iletisim, sahneleme, toplumsal aidiyet ve Kkiiltiirel bellek temalar1 etrafinda
degerlendirilmistir. Belirli bir dans repertuvarmin bigimsel hareket ¢oziimlemesini yapmak yerine
calisma, halk danslarini sdzsliz anlamlarm iiretildigi, paylasildigi ve aktarildig: kiiltiirel pratikler
olarak yorumlamay1 amaglamaktadir.

Yontemsel c¢erceve; goOstergebilim, sozsiiz iletisim, performans c¢alismalar1 ve
etnomiizikoloji alanlarindaki kuramsal yaklasimlardan yararlanmaktadir. Gostergebilimsel
yaklagim, halk danslarindaki beden, jest, ritim, mekan, kostiim ve kolektif hareketin kiiltiirel olarak
kodlanmis anlam {iretim siiregleri i¢cinde degerlendirilmesine imkan saglamaktadir. S6zsiiz iletisim
yaklasimi; bedensel hareket, durus, temas, yonelim ve kolektif performansin iletisimsel boyutlart
bakimindan tartigilmasini miimkiin kilmaktadir. Performans ¢aligmalarindan halk danslarinin ritiiel
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baglamlardan sahneye ve temsile dayali alanlara taginmasini agiklamak igin; etnomiizikolojik
yaklagimdan ise miizik, ritim, beden ve kiiltiirel davranis arasindaki iligskiyi degerlendirmek amaciyla
yararlanilmustir.

Bu dogrultuda halk danslari yalnizca folklorik gdsteriler olarak degil; beden, ritim, miizik,
jest, sembolik anlam ve toplumsal baglamin birlikte orgiitlendigi kiiltiirel pratikler olarak ele
alinmustir.

Bulgular

Bu caligma alan verilerine degil, kuramsal ve yazili kaynaklarin yorumlanmasina
dayandigindan bulgulari, incelenen literatiirden elde edilen kavramsal ve tematik
degerlendirmelerden olusmaktadir. Incelenen kaynaklar dogrultusunda halk danslarmin kiiltiirel
islevi, sembolik niteligi, sozsiiz anlam {iretme siirecleri, bedensel aktarim bigimleri ve ritiiel
baglamlardan sahne ortamlarina doniisiimii temel tematik alanlar olarak belirlenmistir. Bu bdliimde
halk danslari; oyun/dans, ritiiel, gosterge, beden, ritim, aidiyet, sahneleme ve kiiltiirel bellek
kavramlaryla iligkili olarak incelenmektedir.

Halk Danslari, Oyun/Dans Kavram ve Kiiltiirel Islev

Halk danslari, kiiltiirel yasamin bedensel, isitsel ve toplumsal boyutlarini bir araya getiren
onemli ifade bigimleri arasinda degerlendirilebilir. Literatiir, halk danslarinin insanlik tarihinin en
eski donemlerine kadar uzandigini ve ilkel ¢aglardan gilinlimiize bir sanat bigcimi olarak aktarildigini
gostermektedir (Cakir, 2000, s. 9). Bu anlamda halk danslarinin yalmzca eglenceye dayali hareket
dizileri seklinde anlasilmasi gerekmez; aksine ritim, beden, miizik ve topluluk arasindaki iligki
yoluyla bi¢imlenen kiiltiirel pratikler olarak yorumlanabilir. Royce’un dansi zaman ve mekén i¢inde
gerceklestirilen oOriintiili bedensel hareketlerle iliskilendiren yaklagimi da halk danslarinin
bedensellesmis kiiltiiriin tasiyicilart olarak anlagilmasi i¢in yararli bir bakis agisi sunmaktadir
(Royce, 2003, s. 163).

Oyun/dans kavrami Tiirk kiiltiiriinde genis bir anlam alanina sahiptir. Bu kavram saman/kam
uygulamalarindan ¢ocuk oyunlarina, spor karsilasmalarindan dramatik halk gosterilerine ve halk
danslarina kadar uzanan farkli baglamlarda kullanilmaktadir (Eroglu, 2017, s. 69). Ertural da “oyun”
kavraminin Tiirk lehgelerinde yaygin bicimde kullanildigimi ve temsil, gosteri, hareket ve hile gibi
farkli anlam katmanlari tagidigini belirtmektedir (Ertural, 2012, s. 101). Bu genis kullanim alani,
oyun/dansin yalnizca bos zaman etkinligi olarak degil, kiiltiirel anlamlarin ve toplumsal iligkilerin
orgiitlenebildigi bir pratik olarak degerlendirilmesi gerektigini diisiindiirmektedir.

Oyun/dans ile kiiltiir arasindaki iligski 6zellikle ritiiel ve toplumsal baglamlar iizerinden
tartisilabilir. And’in aktardigi Huizinga yaklagimina gore oyun, giindelik yagamin disinda, belirli
zaman ve mekan siirlar i¢inde gerceklesen, kurallarla yonetilen ve oyuncular arasinda 6zel bir bag
olusturan 6zgiir bir eylemdir (And, t.y., s. 30). Bu bakimdan oyun, bireyleri ortak bir diizen ve anlam
alan1 i¢inde bir araya getirebilir. Akyildiz’in “oyunun kiiltiiriin ortaya ¢ikmasinda birincil bir etken
oldugu” diisiincesine yaptig1 vurgu da oyunsal davranislarin sanatsal ve kiiltiirel ifadenin kaynaklari
arasinda degerlendirilebilecegini gostermektedir (Akyildiz, 2000, s. 14).

Bu genis oyun alani iginde halk danslari, miizik, ritim ve bedensel hareketin bir araya geldigi
0zgiil bir kiiltlirel bi¢im olarak ortaya ¢ikmaktadir. Demirsipahi halk dansini, milli miizigin yapisina
ve ritmik kurallara uygun bi¢imde, miizik esliginde gergeklestirilen 6l¢iilii hareketler biitiinii olarak
tanimlamaktadir (Demirsipahi, 1975, s. 8). Baykurt ise halk danslarini, bir milletin kiiltiiriiniin
bireylere islendigi ve hareket, ritim, jest ve mimik aracilifiyla yansitildigi bigim olarak
tanimlamaktadir (Baykurt, 1995, s. 14). Bu tanimlar, halk danslarindaki bedenin yalnizca hareket
eden fiziksel bir varlik olarak degil; kiiltiirel iislubu, bolgesel tavri ve toplumsal aidiyeti tagiyabilen
sembolik bir ara¢ olarak yorumlanmasini miimkiin kilmaktadir.
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Halk danslarinin kiiltiirel islevi, toplumsallasma, aidiyet ve kolektif bellek siirecleriyle
yakindan iliskili goriinmektedir. Artun’a gore kutsal ve mitik kokenleri bulunan danslar zaman i¢inde
degiserek gilinlimiizdeki bicimlerine ulagmis; iiretim tarzlar ve kiiltiirel yapilar dans bigimlerinin
olusumunu etkilemistir (Artun, 2018, s. 399). Halk danslari, toplumsal sistem iginde gelenek ve
torenlerin bir parcasi olarak islev gorebilir; bireylerin ritliel gereksinimlerini karsilayabilir, aidiyet
duygusunu giiclendirebilir ve birey ile toplum arasindaki iletisime katkida bulunabilir (Artun, 2018,
s. 400).

Dolayisiyla halk danslar yalmzca estetik gosteriler ya da eglence bigimleri olarak degil,
kiiltiirel degerlerin beden araciligryla 6grenildigi, tekrarlandig1 ve aktarildigi toplumsal pratikler
olarak degerlendirilebilir. Performans sirasinda ortaya cikan ritim, adimlar, figiirler, kostiimler,
miizik ve kolektif hareket oriintiileri, bir toplumun kiiltiirel bellegini goriiniir kilan sembolik unsurlar
olarak yorumlanabilir. Boylece halk danslari, ritiielden sahneye uzanan siiregte hem kiiltiirel
stirekliligi hem de toplumsal doniisiimii tagtyan dinamik bir ifade alani olarak anlasilabilir.

Kiiltiirel Semboller ve Sozsiiz Gostergeler Olarak Halk Danslari

Kiiltiir kavraminin tarihsel anlam alani, kiiltiiriin duragan bir yapidan ¢ok siiregsel bir olusum
olarak anlasilabilecegini gostermektedir. Williams, kiiltiir sézciigiiniin ilk kullanimlarinda “bir seyin
bakimi ve yetistirilmesi” anlamina geldigini ve kavramin zamanla toplumsal, diisiinsel ve sanatsal
iretim alanlarin1 kapsayacak bigimde genisledigini belirtmektedir (Williams, 2018, ss. 105-106). Bu
yaklagim, halk danslarinin sabit kaliplar olarak degil, kusaklar arasinda aktarilan, yeniden 6grenilen
ve farkli performans baglamlarinda yeniden yorumlanan kiiltiirel pratikler olarak degerlendirilmesini
miimkiin kilmaktadir.

Halk danslari, bir toplumun yalnizca eglence bicimlerini degil; degerlerini, aidiyet
iligkilerini, kolektif bellegini ve kendini temsil etme yollarin1 da goriiniir kilan kiiltiirel semboller
olarak ele alinabilir. Koca’ya gore semboller kiiltiiriin korunmasinda ve gelecek kusaklara
aktarilmasinda dnemli bir igleve sahiptir; bunlar maddi ve manevi olgularin derin anlamlarini insan
zihninde ¢agristirmak amaciyla olusturulan iletigsim araglaridir (Koca, 2010, s. 88). Bu baglamda halk
danslari; beden, miizik, ritim, kostiim, figiirler, islup ve performans ortami araciligiyla kiiltiirel
anlamlarin bedensel olarak tagindigi sembolik pratikler seklinde yorumlanabilir.

Sembol kavraminin etimolojik alam1 da halk danslarinin  toplumsal isleviyle
iligkilendirilebilir. Hangerlioglu, Antik Yunanca sumbolon kelimesinden tiireyen sembol
sOzciigiinin ~ ayirt edici  bir isaret anlami tasidigii  ve Tirkcedeki simkelimesiyle
iligkilendirilebilecegini belirtmektedir (Hangerlioglu, 1979, s. 93). Caglar, sembol kavraminin
Tiirkcede remiz, alamet, timsal ve nisane gibi anlamlarla kullanildigini ifade etmektedir (Caglar,
2008, ss. 1-9). Bu anlam alani, halk danslarinin yalnizca hareket dizileri olarak degil, bir toplulugu
bir araya getirebilen ve kiiltiirel aidiyeti goriinlir kilabilen sembolik ve sdzsiiz pratikler olarak
yorumlanmasina olanak tanimaktadir.

Kiiltiirel sembollerin temel 6zelliklerinden biri, bireyleri ortak bir anlam diinyasi i¢inde bir
araya getirebilmeleridir. Koca, sembollerin kendilerine yiiklenen anlamlar araciligiyla ortak bir
kiiltiirel alan igindeki bireyler arasinda yakinlik, benzerlik ve ayni kiiltiirel ¢cevreye ait olma duygusu
olusturarak onlar biitlinlestirdigini ileri stirmektedir (Koca, 2010, s. 87). Bu islev halk danslarinda
da gozlemlenebilir. El ele tutusma, sira ya da daire olusturma, birlikte adim atma, ortak ritme uyum
saglama ve oyun basmi takip etme yalnizca koreografik diizenlemeler degildir; ayn1 zamanda
topluluk iginde birlik, uyum ve aidiyetin kurulmasina katkida bulunan sembolik ve bedensellesmis
gostergeler olarak yorumlanabilir.

Kiiltiirel semboller yalnizca goriiniir bigimlerle degil, toplumsal bellek ve degerlerin
aktarimiyla da iligkilidir. Temel Eginli ve Nazli’ya gore kiiltiiriin gili¢lii bi¢imde aktarilmasini
saglayan temel etkenlerden biri, kiiltiiriin bir semboller biitiinii olmasidir; kiiltlir, semboller
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araciligiyla kalic1 baglar kurabilmektedir (Temel Eginli & Nazli, 2018, s. 57). Halk danslar1 da bu
tir baglarin bedensel ve isitsel diizeylerde kuruldugu alanlar olarak degerlendirilebilir. Bir dans
yalnizca belirli adimlarin tekrarlanmasindan ibaret degildir; bu adimlar araciligryla bir toplulugun
geemisi, torensel diizeni, estetik anlayisi, miizikal duyarliligi ve ortak davramig Oriintiileri de
aktarilabilir.

Halk danslarmin sembolik niteligi, sanatin kiiltiirel degerleri tasima kapasitesiyle de
iligkilidir. Ari, kiiltiirel sembollerin dil, sanat, din ve diger toplumsal alanlarda biriken kiiltiirel
kazanimlar1 temsil ettigini; sanatin ise kiiltiirel sembolleri gorsel, isitsel ve duyusal yollarla tagidigini
belirtmektedir (Ar1, 2016, s. 1). Bu perspektiften bakildiginda halk danslar1 ayn1 anda gorsel, isitsel
ve bedensel ifade bigimleri olarak degerlendirilebilir. Figiirler ve kostiimler gorsel diizeyi; miizik ve
ritim isitsel diizeyi; adimlar, tislup, jest ve bedensel hareket ise duyusal-bedensel diizeyi olusturabilir.
Boylece halk danslari, kiiltiirel sembollerin ¢ok katmanli bigimde icra edildigi alanlar olarak
yorumlanabilir.

Halk danslart kiiltiiriin hem maddi hem de manevi boyutlarimi bir araya getirebilir.
Giimiistekin’e gore kiiltiir genel olarak maddi ve manevi kiiltiir seklinde ikiye ayrilmaktadir: Insan
tarafindan olusturulan ve fretilen maddi unsurlar maddi kiiltiirii; inanglar, degerler, kurallar,
gelenekler ve gorenekler ise manevi kiiltiiri olusturmaktadir (Giimiistekin, 2011, s. 319). Bu
bakimdan halk danslarinda kullanilan kostiimler, calgilar, sahne diizenlemeleri ve nesneler maddi
kiiltiirle; ritiel anlamlar, aidiyet, toplumsal kurallar ve kolektif davranig oriintiileri ise manevi
kiiltiirle iliskilendirilebilir.

Bu nedenle halk danslarini kiiltiirel semboller olarak incelemek, onlarin adlari, bolgeleri ya
da kostiimleriyle sinirli tutulmamalidir. Sembolik anlam; bedensel hareket biciminde, miizigin ritmik
akisinda, kolektif performansin orgiitlenmesinde, danscilar arasindaki temas bi¢imlerinde ve dansin
icra edildigi toplumsal baglamda ortaya cikabilir. Halk danslari ritiiel baglamlardan sahneye
aktarildiklarinda dahi bu sembolik islevlerini biitliniiyle kaybetmek zorunda degildir; aksine yeni
baglamlarda yeniden yorumlanabilir. Geleneksel bir ortamda topluluk ici aidiyeti giiclendiren bir
dans, sahne baglaminda kiiltiirel kimligi temsil etmenin bir aracina doniigebilir.

Bu bakimdan halk danslar1 yalnizca kiiltiirel sembollerin korunmasina degil, onlarin yeniden
tiretilmesine de katkida bulunan dinamik pratikler olarak degerlendirilebilir. Her performans, miras
alman hareket, ritim ve anlam oriintiilerini giiniimiiziin toplumsal baglam1 i¢cinde yeniden kurabilir.
Buna gore halk danslar1 sabit ve degismez folklorik kaliplar olarak degil; kiiltiiriin beden tarafindan
tagindig1, ritim araciligiyla orgiitlendigi ve topluluk iginde anlam kazandigi sembolik ve sozsiiz
aktarim alanlar1 olarak anlasilmalidir.

Halk Danslarinda Beden, Ritim ve Sozsiiz Aidiyet

Halk danslarinda beden yalnizca hareket eden fiziksel bir yap1 olarak degil, kiiltiirel anlamin
tagindig1, aktarildigi ve goriinlir kilindig1 ifade edici bir ara¢ olarak degerlendirilebilir. Dans
performansi sirasinda beden durusu, adim oriintiileri, yon degisimleri, kol ve el hareketleri, jestler ve
bedenin grup igindeki konumu, kiiltiirel aidiyetin bedensel olarak kurulmasina katkida bulunabilir.
Baykurt’un halk danslarini bir milletin kiiltiiriiniin bireylere islendigi ve hareket, ritim, jest ve mimik
araciliiyla yansitildigi bicim olarak tanimlamasi, bedenin halk danslarinda kiiltiirel bir tasiyict
olarak iglev gorebilecegine isaret etmektedir (Baykurt, 1995, s. 14).

Ritim, bireysel bedenleri ortak bir zamansallik iginde bir araya getiren temel unsurlardan biri
olarak degerlendirilebilir. Dansc¢ilarin es zamanl olarak adim atmasi, durmasi, dénmesi, hizlanmasi
ya da vurgu yapmasi ritmik orgiitlenme araciligiyla gerceklesmektedir. Bu bakimdan ritim yalnizca
miizikal bir yap1 degil, kolektif hareketi diizenleyen toplumsal bir ilke olarak da yorumlanabilir.
Demirsipahi’nin halk danslarini miizik esliginde ve ritmik kurallara uygun bigimde gergeklestirilen
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“Olgiili hareketler” olarak tamimlamasi, ritim ile bedensel hareket arasindaki yakin iligkiyi
gostermektedir (Demirsipahi, 1975, s. 8).

Halk danslarinda toplumsal aidiyet, bireyin toplulugun ortak ritmine ve hareket diizenine
katilmas1 yoluyla bedensel olarak deneyimlenebilir. Ozellikle toplu danslarda el ele tutusmak, daire
ya da sira olusturmak, oyun basini takip etmek ve ortak bir adim Oriintiisiinii siirdiirmek bireyi
yalnizca dansin degil, toplulugun da bir pargasi haline getirebilir. Bu bakimdan halk danslari, bireysel
gosteriden ¢ok kolektif uyuma dayali pratikler olarak goriilebilir. Dans¢i kendi bedenini grubun
ritmine gore diizenler; bdylece aidiyet yalnizca diigiinsel ya da duygusal bir durum olmaktan ¢ikarak
bedensel ve s6zsiiz bir deneyime doniisebilir.

Bu iliski etnomiizikolojik perspektiften de tartisilabilir. Merriam’a gore miizikal ses, belirli
bir kiiltiirii olusturan insanlarin degerleri, tutumlari ve inanglari tarafindan bigimlenen davranigsal
stireclerin sonucudur; miizikal ses insan davranigindan ve kiiltiirel baglamdan bagimsiz diisliniilemez
(Merriam, 1964, ss. 6-7). Halk danslar1 baglaminda bu yaklasim, miizik, ritim ve bedensel hareketin
ayni kiiltiirel davranis sistemi i¢inde degerlendirilmesi gerektigini diislindiirmektedir. Baska bir
ifadeyle halk danslarinda duyulan ritim ile performans sirasinda goriilen bedensel hareket, ayni
kiiltiirel anlam alaninin birbirini tamamlayan boyutlar1 olarak yorumlanabilir.

Halk danslarinda miizik yalnizca eslik eden bir unsur olarak degil, hareketin zamanlamasini,
ritmik diizenini ve kolektif performansin akigini bigimlendiren yapilardan biri olarak ele alinabilir.
Halk miizigi ¢cogu zaman ait oldugu toplumun kiiltiirel 6zelliklerini yansitan bir ifade alan1 olarak
kabul edilmektedir. Kinik’a gore tiirkiiler, bir toplumun ortak duygu ve diisiincelerini hem ezgisel
hem de siirsel yapilart araciligiyla ifade etmekte ve geleneksel kiiltiire iliskin bir¢ok unsuru
biinyesinde barmdirmaktadir (Kimik, 2011, s. 136). Vural Goher de halk miizigini halkin i¢inde
ortaya ¢ikan ve gelisen, ait oldugu toplumun dili, aynasi ve kimligi olarak islev goren bir miizik
bicimi seklinde tanimlamaktadir (Vural Goher, 2011, s. 398). Bu baglamda halk danslarinda
kullanilan oyun havalar1 yalnizca miizikal eslikler olarak degil, toplumsal bellegin ve kiiltiirel
aidiyetin isitsel tastyicilart olarak da yorumlanabilir.

Stimbiil’tin belirttigi lizere Tiirk halk miizigi sozlii ve sozsliz olmak tiizere iki bigime
ayrilabilir; sdzsiiz bigim ise gogunlukla oyun havalarindan olugmaktadir (Stimbiil, 2000, s. 480). Bu
gbzlem, halk danslarinda miizik, ritim ve adimlar arasindaki iligkinin neden birlikte degerlendirilmesi
gerektigini aciklamaya yardimei1 olmaktadir. Bir oyun havasi, yalnizca ses diizeyinde eslik etmekle
kalmayip adimlarin zamanlamasini, bedensel hareketin yoniinii ve kolektif performansin ritmik
biitiinliiglinii bicimlendiren yapisal bir unsur olarak iglev gorebilir.

Dolayisiyla halk danslarinda beden, ritim ve aidiyet arasinda karsilikl bir iligki bulundugu
gorlilmektedir. Ritim bedeni ortak bir zamansalliga baglar; beden ritmi goriiniir kilar; kolektif
performans ise bu birlikteligi aidiyet duygusuna doniistiirebilir. Boylece halk danslari yalnizca
estetik hareket oriintiileri degil, bireylerin topluluga katildig, kiiltiirel kimligi paylastigi ve kolektif
bellegi beden araciligiyla siirdiirdiigii bigimler olarak yorumlanabilir. Bu baglamda halk danslari,
bedenin ritimle es zamanlandigi ve toplulugun kolektif hareket yoluyla kuruldugu durumlarda
sembolik bir gii¢ kazanabilir.

Ritiielden Sahneye Doniisiim: Performans, Temsil ve Anlam

Kiiltlir belirli bir toplumun tarihsel siire¢ i¢inde olusturdugu diisiince, davranis ve yasam
bigimlerini kapsasa da duragan bir yapi olarak goriinmemektedir. Kula’ya gore kiiltiir yalnizca
gelenek yoluyla kalici hale gelen diisiince ve davranmiglar biitiinii degil, ayn1 zamanda gegisli,
birikimli, degisken ve etkilesimli bir olusumdur (Kula, 2018, ss. 23-25). Bu yaklagim, halk
danslarmin ritiiel baglamlardan sahnelere, festivallere ve temsile dayali alanlara tasinmasini zorunlu
olarak kiiltiirel bir kopus degil, kiiltlirel iriinlerin doniistiiriici dogasmin bir sonucu olarak
yorumlamay1 miimkiin kilmaktadir.
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Geleneksel baglamlarda halk danslar1 cogu zaman diigiinler, festivaller, torenler, kutlamalar
ve kolektif eglenceler gibi ortamlarda toplulugun katilimiyla icra edilir. Modern baglamlarda ise
giderek daha fazla izleyiciye sunulan ve temsil degeri tasiyan diizenlenmis performanslar olarak
ortaya cikabilir. Artun’a gore kutsal ve mitik kdkenleri bulunan danslar zaman icinde degiserek
bugiinkii bigimlerine ulagsmig; tiretim tarzlar1 ve kiiltlirel yapilar dans bigimlerinin olusumunu
etkilemistir (Artun, 2018, s. 399). Bu nedenle halk danslar1 degismeden kalmis folklorik bigimler
olarak degil, toplumsal ve kiiltiirel kosullara gore yeni anlamlar kazanan dinamik pratikler olarak
degerlendirilebilir.

Ritiiel baglamlarda halk dansi yalnizca izlenen bir gosteri olarak degil, topluluk tarafindan
birlikte deneyimlenen bir eylem alani olarak yorumlanabilir. Turner’in “liminalite” ve “communitas”
kavramlart bu ortak deneyimi agiklamak bakimindan yararhidir. Ritiiel siiregte bireyler giindelik
toplumsal rollerinin digina ¢ikabilir ve gegici bir birliktelik ve dayanigma alani olusturabilirler
(Turner, 1977, ss. 94-105). Benzer sekilde halk danslarinda el ele tutusma, ortak ritme uyum saglama,
birlikte donme ve ayni adim Oriintiisiinii slirdiirme gibi unsurlar, topluluk duygusunun bedensel
olarak kurulmasina katkida bulunabilir.

Modernlesme siireciyle birlikte halk danslarinin performans baglami degismistir. Geleneksel
olarak torensel, eglenceye dayali ve topluluk ici katilimci ortamlarda icra edilen danslar, zamanla
sahnelerde, festivallerde, okullarda, kurslarda ve temsile dayali alanlarda yeniden diizenlenmis
gosteri bigimlerine doniismiigtiir. Bu doniisiim halk danslarinin kiiltiirel islevini biitiiniiyle ortadan
kaldirmayabilir; ancak anlamini ve icra bi¢imini yeniden Orgiitliiyor goriinmektedir. Geleneksel
ortamlarda katilim merkezi bir unsurken, sahne baglamlarinda temsil, goriniirliik, diizen, kostiim,
koreografi ve estetik biitiinliik 6n plana ¢ikabilir.

Sahneleme siirecinde halk dansi, geleneksel baglaminin dogrudan tekrar1 olmaktan ¢ikabilir
ve secilen, diizenlenen ve belirli bir estetik cerceveye yerlestirilen yeni bir sunum bi¢imi kazanabilir.
Bu durum zorunlu olarak gelenegin ortadan kalktigi anlamina gelmez; aksine geleneksel unsurlarin
yeni baglamlarda yeniden yorumlandigini gosterebilir. Bohlman’in halk miizigi gelenegini
performans, aktarim ve alimlama siirecleri araciligiyla siirekli yeniden bigimlenen dinamik bir yap1
olarak ele almasi da bu doniisiimii agiklamak bakimindan yararlidir (Bohlman, 1988, ss. 25-26).

Bu bakimdan ritiielden sahneye doniisiim yalnizca bir kopus ya da kayip olarak
anlagilmamalidir. Halk danslar1 geleneksel ortamlarda topluluk ici aidiyeti giliclendirebilirken, sahne
baglamlarinda kiiltiirel kimligi temsil etmenin araglarina da doniisebilir. Boylece halk danslari
geemisin degismeden tekrari olarak degil, gegmis ile bugiin arasinda iligki kuran ve bedensellesmis
bellegi yeni performans baglamlarinda yeniden iireten dinamik kiiltiirel pratikler seklinde
yorumlanabilir.

Bu doniisiim ayn1 zamanda halk danslarinda siireklilik ile degisim arasindaki iligkinin birlikte
degerlendirilmesini gerektirmektedir. Sahneleme siirecinde hareket dizileri, mekansal diizen,
kostlim, miizik ve icra siiresi yeniden diizenlenebilse de bu durum ge¢misle kurulan iliskinin
biitliniiyle ortadan kalktigi anlamina gelmemektedir. Aksine, geleneksel baglamdan tasiman bazi
bedensel, ritmik ve sembolik unsurlar yeni performans kosullari i¢inde farkli islevler ve anlamlar
kazanabilir. Bu agidan sahne, yalmizca gelenegin sergilendigi bir alan degil, kiiltlirel bellegin
secilerek yeniden diizenlendigi ve goriiniir kilindigi bir temsil ortami olarak da diisiiniilebilir.
Boylece halk danslarinda kiiltiirel siireklilik, bi¢imlerin degismeden korunmasindan ¢ok, gegmisten
aktarilan hareket ve anlam Oriintiilerinin yeni toplumsal baglamlarda yeniden yorumlanmas yoluyla
gergeklesebilir. Bu durum, ritiielden sahneye doniisiim ile kiiltiirel bellegin bedensel aktarimi
arasinda dogrudan bir iligki kurulmasini miimkiin kilabilir.
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Kiiltiirel Bellegin Bedensel Aktarimi

Geleneksel dans, kiiltiirel mirasin kugaklar arasi aktariminda &nemli bir ara¢ olarak
degerlendirilebilir. Lykesas’a gore geleneksel dans, kiiltiirel gelenek ve miras unsurlarini tagimakta
ve bunlarin bir kusaktan digerine aktarilmasina katkida bulunmakta; bu bakimdan kiiltiirel kimligin
giiclenmesinde ve kiiltiirel gelisimin siirdiiriilmesinde énemli bir rol oynamaktadir (Lykesas, 2017,
s. 104). Bu yaklasim, halk danslariin yalnizca miras alinan hareket bigimleri olarak degil, kiiltiirel
bellegin beden araciligiyla siirdiiriilebildigi toplumsal pratikler olarak da yorumlanabilecegini
diisiindiirmektedir.

Halk danslari, kiiltiirel bellegin yalnizca sozlii anlatilar, yazili belgeler ya da gorsel semboller
araciligryla degil, beden yoluyla da nasil aktarilabilecegini gosteren pratikler olarak
degerlendirilebilir. Kiiltiirel bellek gecmisin korunmasiyla smirh degildir; aym1 zamanda ge¢misin
belirli semboller, ritiieller ve tekrarlar araciligiyla bugiin i¢inde yeniden kurulmasini da igerebilir.
Assmann’a gore bellek yalnizca bireysel ve zihinsel bir siiregle sinirli degildir; aksine dil, eylem,
iletisim ve toplumsal iliskiler aracilifiyla sosyal bir temel kazanir (Assmann, 2006, ss. 1-2). Bu
yaklasim halk danslar agisindan 6zellikle 6nemlidir; ¢iinkii dans bilgisi ¢ogu zaman yazili metinler
araciligryla degil, gézlem, taklit, tekrar ve katilim yoluyla 6grenilmektedir.

Bedensel aktarim, halk danslarindaki 6nemli siireklilik bi¢imlerinden biri olarak
degerlendirilebilir. Adim Oriintiisii, ritmik vurgu, el ele tutusma bigimi, bedensel yonelim, oyun
basini takip etme bigimi ve kolektif hareketin drgiitlenmesi yalnizca teknik hareketler degildir; ayni
zamanda bedene yerlesmis kiiltiirel bellek bigimleri olarak yorumlanabilir. Samata’nin bedensel
bellek baglamindaki tartigmasina gore Casey, beden bellegini gecmisin beden ig¢indeki etkin
devamlilig1 olarak ele alirken; Connerton, duruslarin ve hareketlerin aligkanliga dayali bellege
doniistiigiinii ve bedensel olusuma yerlestigini ileri stirmektedir (Casey, 2000, s. 149; Connerton,
1989, s. 94; akt. Samata, 2015, ss. 65-66).

Bu ¢ercevede halk danslarindaki beden, kiiltiiriin pasif bir tasiyicisi olarak degil, kiiltiirel
anlamin Tiretildigi ve yeniden Orgiitlendigi bir alan olarak anlagilabilir. Dans¢1 yalnizca énceden
belirlenmis figiirleri tekrar etmez; ayn1 zamanda toplulugun ritmik diizenine, ritiiellesmis davranig
oriintiilerine ve kolektif bellegine katilabilir. El ele tutusma, ayni ritimde adim atma, birlikte donme,
durma ya da hizlanma gibi hareketler bireysel bedenleri ortak bir kiiltiirel zamansalliga baglayabilir.
Boylece halk danslari, aidiyetin bedensel olarak deneyimlendigi pratiklere doniisebilir.

Kiltiirel bellegin halk danslarindaki isleyisi tekrar ve performansla yakindan iligkili
goriinmektedir. Bir halk dansi her icra edildiginde yalnizca gegmise ait bir bigim tekrar edilmez;
gecmisten miras alinan anlamlar giiniimiiziin toplumsal baglami i¢inde yeniden etkinlestirilebilir. Bu
nedenle halk danslarinin kusaklar aras1 aktarimi yalnizca figiirlerin ya da dans dizilerinin 6gretilmesi
anlamina gelmez. Dansla birlikte toplulugun ritim duygusu, bedensel tislubu, térensel diizeni, estetik
anlayisi ve aidiyet bigimleri de aktarilabilir.

Geleneksel baglamlarda bu aktarim ¢ogunlukla aile, kdy, mahalle, diigiin, toren ve topluluk
ici katilim araciligiyla gerceklesebilir. Modern baglamlarda ise kurslar, okullar, dernekler, festivaller
ve sahne uygulamalar1 yeni aktarim ortamlarina doniigebilir. Bu durum bedensel aktarimin zorunlu
olarak ortadan kalkmadigini; aksine farkli kurumsal ve temsile dayali baglamlar icinde yeniden
orgiitlenebildigini gostermektedir.

Sonug olarak halk danslar1 yalnizca anlatilan degil, icra edilen ve bedende taginan bir kiiltiirel
bellek bi¢imi olarak yorumlanabilir. Ritim bu bellegin ortak zamansalligini kurabilir; adimlar onun
bedensel diizenini olusturabilir; kolektif performans ise toplumsal anlamimi insa edebilir. Bu
bakimdan halk danslari, ritiielden sahneye uzanan siirecte kiiltiirel sembollerin ve toplumsal aidiyetin
bedensel aktariminm1 miimkiin kilabilen dinamik pratikler olarak degerlendirilebilir.
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Tartisma

Bu ¢aligma, halk danslarini yalnizca folklorik gosteriler, eglence bigimleri ya da bolgesel
temsil unsurlar1 olarak degil; kiiltiirel sembollerin, toplumsal aidiyetin, sozsiliz iletisimin ve
bedensellesmis bellegin aktarilabildigi toplumsal pratikler olarak tartismaktadir. Incelenen
literatiirden elde edilen kavramsal ve tematik degerlendirmeler, halk danslarinin ritim, adimlar,
beden, figiirler, kostiimler, miizik ve performans baglamlar1 araciligiyla ¢ok katmanli kiiltiirel
anlamlar iiretebildigini gostermektedir. Bu bakimdan halk danslari, kiiltiiriin yalnizca s6zlii ya da
yazili bicimlerle aktarilmadigi; beden araciligiyla tasindig, icra edildigi ve yeniden orgiitlendigi
alanlar olarak degerlendirilebilir.

Tartisma, halk danslarinin gostergebilimsel bir ¢cercevede ele alinmasiyla giiglendirilebilir.
Eco’nun iletisim ile anlamlandirma arasinda yaptigi ayrim ve sistemler ile kodlara yaptig1 vurgu,
halk danslarmin kiiltiirel olarak kodlanmig anlam iiretme pratikleri seklinde yorumlanmasi igin
yararli bir temel saglamaktadir (Eco, 1976, ss. 8-9, 36-40). Bu perspektiften halk danslar1 yalnizca
bedensel hareketler olarak degil; ritim, jest, kostiim, mekansal diizenleme ve kolektif hareketin
kiiltiirel anlam tiretimine katildig1 orgiitlii sistemler olarak okunabilir.

Barthes’in anlamlandirmaya iliskin tartismast da bu ¢erceve bakimindan Onemlidir.
Barthes’a gore anlamlandirma, gosteren ile gosterileni birbirine baglayarak gostergeyi iireten siireg
olarak anlasilabilir (Barthes, 1967, s. 48). Halk danslariyla iligkili olarak bedensel hareketler, jestler,
adimlar ve mekansal olusumlar, kiiltiirel baglam icinde anlam kazanan gosterenler seklinde
yorumlanabilir. Ancak bu anlamlar sabit ya da evrensel kabul edilmemelidir. Aksine performans
ortamina, topluluk bellegine, bolgesel uzlagimlara ve icracilar ile izleyicilerin yorumlayici
konumlarina gore degisebilir.

Peirce’in farkli gosterge tiirleri arasinda yaptigi ayrim, bedensel hareketlerin halk
danslarinda nasil isledigini agiklamaya da yardimci olabilir. Peirce, ikonu benzerlik nitelikleri
araciligiyla anlam tasiyan bir gosterge olarak agiklarken, indeksin nesnesiyle gercek bir baglanti
yoluyla islev gordiigiinii belirtmektedir (Peirce, 1998, s. 306). Bu ¢er¢gevede halk danslarindaki bazi
jestler, beden yonelimleri ya da kolektif diizenlemeler, kiiltiirel anlamlarla iligkilerine baglh olarak
ikonik ya da indeksikal gostergeler biciminde yorumlanabilir. Ornegin dairesel bir diizen, tek ve sabit
bir anlama sahip oldugu i¢in degil, kiiltiirel olarak paylasilan bir gostergeler alani iginde
yorumlandigi i¢in birlik ya da kolektif katilim1 ¢agristirabilir.

Halk danslariin so6zsiiz boyutu, kinesik kavrami iizerinden daha ayrintili bigimde
tartisilabilir. Birdwhistell iletigimi, katilimcilarin dil, hareket ve kiiltiirel olarak oriintiilenmis diger
unsurlar da dahil olmak {izere ¢esitli kanallar araciligiyla katkida bulunduklar bir siire¢ olarak ele
almaktadir (Birdwhistell, 1970, s. v). Ayrica dans, oyun ve mim gibi tiiretilmis beden hareketi
bilesimlerinin duyusal kiplikleri ve aktarim kanallariyla iliskili olarak dikkatli bir iletisimsel
¢oziimleme gerektirdigini belirtmektedir (Birdwhistell, 1970, s. 113). Bu goriis, halk danslarimin
yalitilmis jestler ya da yalnizca estetik hareketler olarak degil, kiiltiirel olarak oriintiilenmis beden
hareketi iletigimi bigimleri olarak yorumlanmasini desteklemektedir.

Bu ¢aligmadan ortaya g¢ikan temel tartismalardan biri, halk danslarmin ritiiel baglamlardan
sahne ortamlarina taginmasinin kiiltiirel islevlerinin biitlinliyle kayboldugu anlamina gelmemesidir.
Geleneksel ortamlarda halk danslar1 diigiinler, torenler, festivaller ve kolektif eglenceler gibi
baglamlarda katilim yoluyla icra edilmektedir. Modern baglamlarda ise sahnelerde, festivallerde,
okullarda, kurslarda ve temsile dayali alanlarda daha diizenlenmis performans bicimlerine
doniisebilir. Bu doniisiim dansin topluluk i¢indeki iglevini degistirse de sembolik niteligini zorunlu
olarak ortadan kaldirmaz. Aksine halk danslari farkli performans baglamlarinda yeni anlamlar
kazanabilir ve kiiltiirel stirekliligin yeni bigimlerde devam etmesine katkida bulunabilir.
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Beden, halk danslarinda kiiltiirel Dbellegin temel tasiyicilarindan biri  olarak
degerlendirilebilir. Adim oriintiileri, ritmik vurgular, el ele tutugsma bigimleri, kolektif hareket, oyun
basini takip etme ve ortak ritme uyum saglama yalnizca teknik hareketler degildir; ayn1 zamanda
toplulugun aidiyet, dayanigma ve ortak bellek bicimlerinin bedensel olarak kuruldugu sembolik
yapilar seklinde yorumlanabilir. Assmann’in bellegi dil, eylem, iletisim ve toplumsal iliskilerle
iligkilendiren yaklasimi, halk danslarinin kiiltiirel bellegi bedensel pratikler aracilifiyla nasil
tasiyabildigini anlamak bakimindan 6nemlidir (Assmann, 2006, ss. 1-2).

Bu baglamda halk danslarinin kusaklar aras1 aktarimi yalnizca figiirlerin, dans dizilerinin ya
da kostiim bigimlerinin korunmasi anlamina gelmez. Dansla birlikte bir toplulugun ritim duygusu,
bedensel iislubu, estetik anlayisi, torensel diizeni ve kiiltiirel aidiyet bicimi de aktarilabilir.
Samata’'nin bedensel bellek baglaminda ele aldigi Casey ve Connerton yaklagimlari, ge¢cmisin
yalmzca zihinde degil, bedende ve aligkanliga dayali hareket Oriintiilerinde de varligini
stirdiirebilecegini diislindiirmektedir (Casey, 2000, s. 149; Connerton, 1989, s. 94; akt. Samata, 2015,
ss. 65-66).

Genel olarak tartigma, halk danslarinin ritiiel, gosterge ve bedenin kesistigi s6zsiiz anlam
alanlar1 seklinde incelenebilecegini gostermektedir. Bu perspektif halk danslarini tek bir sembolik
anlama indirgememekte; aksine onlar1 topluluklarin aidiyet, bellek, temsil ve stireklilik meselelerini
miizakere edebildigi, kiiltiirel olarak kodlanmig ve baglama bagli pratikler bi¢iminde yorumlamaya
olanak tanmimaktadir.

Sonuc¢

Bu calismada halk danslart ritiiel, gosterge, beden ve sozsiiz anlam arasindaki iliski
izerinden tartisilmistir. Halk danslarini yalnizca folklorik gosteriler, eglence pratikleri ya da bolgesel
kiiltiirel sergilemeler olarak ele almak yerine ¢alisma, onlari kiiltiirel olarak kodlanmis bedensel ifade
alanlar1 olarak yorumlamaya c¢alismistir. Bu ¢ergevede halk danslari; ritim, jest, bedensel yonelim,
mekansal diizenleme, kostiim, miizik ve kolektif hareketin toplumsal anlamin iiretimine ve
aktarimina katildig1 pratikler olarak degerlendirilebilir.

Calisgma boyunca gelistirilen tartisma, halk danslarinin kiiltiirel kodlar ile bedensel
performans arasindaki etkilesim yoluyla bi¢imlenen s6zsiiz anlam sistemleri seklinde
okunabilecegini gostermektedir. Beden yalnizca dnceden belirlenmis figiirleri gergeklestiren fiziksel
bir arag olarak ortaya ¢ikmaz; ayn1 zamanda bellek, aidiyet ve sembolik iletisimin tasiyicisi olarak
daislev gorebilir. Bu nedenle el ele tutusma, dairesel ya da ¢izgisel diizenlemeler, es zamanli adimlar,
beden durusu ve kolektif ritim, toplumsal iliskileri diizenleyen ve kiiltiirel aidiyeti goriiniir kilan
bedensellesmis gostergeler olarak yorumlanabilir. Bununla birlikte bu gostergelerin sabit, evrensel
ya da degismez anlamlara sahip oldugu disiiniilmemelidir. Anlamlari bolgeye, performans
baglamina, topluluk bellegine, ritiiel ortamina, sahne diizenlemesine ve icracilar ile izleyicilerin
yorumlayici konumlarina gore degisebilir.

Ritiielden sahneye doniisiim de ¢ok yonlil bir yorum gerektirmektedir. Bu doniisiim yalnizca
kayip, standartlagma ya da gelenekten kopus siireci olarak degerlendirilmemelidir. Sahneleme, halk
danslarmin segildigi, diizenlendigi, temsil edildigi ve yeniden yorumlandigi yeni kosullar da
olusturabilir. Geleneksel baglamlarda halk danslar topluluk yasamina gémiilii katilimer pratikler
olarak isleyebilirken, sahne baglamlarinda kiiltiirel temsil bigimleri olarak goriiniirliik kazanabilir.
Her iki durumda da beden, ritim ve kolektif performans arasindaki iliski sembolik ve iletisimsel
anlamlar iretmeyi siirdiirebilir; ancak bu anlamlar performans kosullarma gore yeniden
orgiitlenebilir.

Caligma ayrica halk danslarindaki kiiltiirel bellegin yalnizca sozIi anlatilar, yazili belgeler
ya da agik 6gretim yoluyla aktarilmadigimi gostermektedir. Kiiltiirel bellek bedensel tekrar, ritmik es
giidiim, hareket aliskanliklari, jestler ve kolektif katilim araciligiyla da siirdiiriilebilir. Bu anlamda
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halk danslari, bellegin nasil bedensellestigini ve kiiltiirel bilginin pratik yoluyla nasil aktarildigin
diisiinmek i¢in 6nemli bir alan sunabilir. Halk danslarinin kugaklar arasi aktarimi yalnizca adimlarin
ya da figiirlerin 6gretilmesini degil; bedensel iislubun, ritmik duyarliligin, estetik diizenin, toplumsal
disiplinin ve aidiyet bi¢imlerinin aktarimini da kapsayabilir.

Bu galigmanin temel katkisi, halk danslarini gostergebilim, sdzsiiz iletisim, ritiiel caligmalari,
kiiltiirel bellek ve bedensel aktarim gercevelerinde tartismaya agmasidir. Boyle bir yaklasim, odagin
halk danslarini yalnizca korunmus kiiltiirel miras bicimleri olarak gérmekten, onlar1 her performansta
yorumlanan, yeniden Orgiitlenen ve yeni baglamlara yerlestirilen canli kiiltiirel pratikler olarak
degerlendirmeye yonelmesine katkida bulunabilir. Bu perspektif ayrica kiiltiirel anlamin iiretiminde
bedenin roliinii vurgulayarak halk kiiltiirii, géstergebilim, iletisim, performans ve etnomiizikoloji
alanlarindaki caligmalara katki saglayabilir.

Calisma, kuramsal ve literatiire dayali tasarimi nedeniyle simirhidir. Alan caligmasina,
goriismelere, katilime1 gozleme ya da belirli bir bolgesel dans repertuvarinin ¢dziimlemesine
dayanmadigindan ulagilan sonucglar ampirik genellemelerden ¢ok kavramsal ve yorumlayic
degerlendirmeler olarak okunmalidir. Gelecek caligmalar halk danslarini belirli bolgeler, icract
topluluklar, sahne pratikleri, kusaklar arasi aktarim, toplumsal cinsiyet rolleri ya da izleyici
alimlamast iizerine odaklanan alan verileri araciligiyla inceleyebilir. Ozellikle bedensel gostergelerin
farkl1 baglamlarda icracilar ve izleyiciler tarafindan nasil yorumlandigimi ele alan ¢éziimlemeler,
halk danslarindaki sozsiiz anlam diinyasina iliskin daha ayrintili bulgular saglayabilir.
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Calismanin intihal, veri uydurma, veri tahrifi veya manipiilasyon icermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.

Yazar Katkisi
Caligmanin tasarlanmasi, yliriitiilmesi, analizi ve makalenin raporlama asamasini tek basina
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ederim.
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Bu arasgtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.
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akademik sonuglarinin olusturulmasinda kullanilmamistir. Makalenin igerigine iliskin tim
akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakkr gerektiren materyaller kullanilmigsa gerekli izinlerin alindigini ve ¢aligmanin
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