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Introduction 
The examination of the relationship between intangible cultural heritage (ICH) and 

sustainable development is currently one of priorities in the operation of the 2003 
Convention on the international scale. Relying on the United Nations “2030 Agenda for 
Sustainable Development” [United Nations 2015], the aim is to improve safeguarding of 
ICH, from the one side, while helping the general sustainable development goals identified 
in the Agenda, from the other side. The cultural dimension was not recognized by the UN 
as equally relevant for the effectuation of sustainable development goals as the social, 
economic and environmental objectives. Thus, taking into account that UNESCO is one of 
the UN agencies, it has become even more important for UNESCO to demonstrate how “a 
development which meets the needs of the present without compromising the ability of 
future generations to meet their own needs” (which is the most commonly-used definition 
of sustainable development in the UN and UNESCO) cannot be realised without fully 
taking into account culture in general, and – from the perspective of the 2003 Convention 
– ICH in particular (for it is “a guarantee of sustainable development”, as charted in the 
preamble of the Convention). The idea of this panel is to discuss these tenets in a mixed 
top-down and bottom-up direction. The main hypothesis that the panellists aim to examine 
is that a well-informed intervention – i.e. a deliberate, transparent and self-reflexive 
intervention which is inclusive of all parties concerned and continuously open to revisions 
in response to gaps identified in the process – represents the most viable way of ensuring 
the sustainability of music and dance cultures, in contrast to a customary top-down, hidden 
and allegedly humble intervention oriented however at securing, primarily, the interests of 
the intervener, as well as in contrast to bottom-up actions that are nowadays too often and 
too easily interpreted as a bingo combination. In that sense, the case studies presented attest 
to different levels of focal awareness of the challenges and gaps in effectuating the 
sustainability of traditional music and dance. 
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Tvrtko ZEBEC 
 (Zagreb, Croatia) 

Festivals and the sustainability of the intangible culture, music and dance 

Initiated in 1935 as one of the first folklore festivals in Croatia, the Krk Festival has 
shown itself to be one of the important venues for prominently featuring the identity 
symbols of the Krk island communities. Since 1966 the International Folklore Festival 
has been held in Zagreb with the objective to affirm the status of the traditional culture 
of its numerous participants. It has become part of the global movement led by 
UNESCO that aims to safeguard intangible cultural heritage. The paradigms of the 
Festival have been changed through time according to political and social 
circumstances. Can we speak about the sustainability of music and dance thanks to the 
festivals through the years? Do thematic concerts offer more possibilities for 
sustainability of music and dance? What kind of ecosystems do we have today and how 
do local communities respond in music and dance production? 

Keywords: festivals; sustainability; intangible cultural heritage; Croatia 

From the end of 19th century and especially from the 1920s and 1930s, public 
practice of folk music and dance was a part of the political program of the Croatian Peasant 
Party and nationally or patriotic oriented intelligentsia [Zebec 2017:81–82]. The Seljačka 
sloga (Peasant Harmony) was the cultural, educational and humanitarian part of the 
Croatian Peasant Party with a similar mission as the chitalishta in Bulgaria (see Ivanova-
Nyberg in this volume). The first tambura orchestras were established in village libraries. 
The participants and performers were peasants who presented their own living tradition, 
culture, music, costumes, and dance. At that time they wanted to present themselves just as 
they are, or they thought they should be, when the aristocracy and intellectuals “became 
aware of and discovered folk traditions and the life of ‘simple’ peoples” [Bauman 1996:72].  

For the discussion about the sustainability of music and dance with the idea of well-
informed intervention as a guarantee of successful transmission, as suggested from our 
colleague Naila Ceribašić, the first example I chose is the folklore festival on the Island of 
Krk. The first Krk festival was established in 1935 [Pavačić 2005]. At the same time as the 
Seljačka sloga developed its program, the Union of Croatian Theatre Volunteers – Matica 
hrvatskih kazališnih dobrovoljaca (MHKD) performed choreographies of Croatian folk 
dances at the 1936 Berlin Dance Olympics. From the early 1930s, on the other hand, in 
Russia, Igor Moiseyev, a Ukrainian in Moscow and already an acknowledged ballet master, 
also researched folk dances and expounded the idea of creating a folklore art theatre, which 
he succeeded in achieving in 1936 by establishing his own ballet company, the Folklore 
Ballet in the Bolshoi Theatre.1 

The Krk Festival was initiated by the islanders in order to show the tourists their 
culture, presented in the form of stage production, in the small squares of their towns. The 
summer period is when the largest number of tourists visits the island. Moving the Festival 
from one small town – kaštel, to another, ensures each community on the island equal 
conditions and obligations, since it is no simple matter to organise the Festival. Along with 
their performances on stage, the hosts always have to prove once again that they are good 
organisers who care about their guests, both domestic and foreign. Displaying their 
sponsorship and their financial patrons, and the smooth organisation so everyone is satisfied 
with the pride of the hosts, provides one of the ways of validating and consolidating the 
host community. The Festival is shown in this way to be one of the important venues for 
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prominently featuring the identification symbols of the island communities, which are more 
important to themselves than to the tourists [Zebec 2005:328–329].  

 

Figure 1. Sopela instrument players Nikola Fabijanić Škurić i Ive Pindulić Sučev, Krčki festival, Omišalj, 
1980, Inscription in the background “Krk folklore is a national treasure and pride of Krk”, Photo: K. Galin. 

Mutual observation and evaluation of the folklore group performances is a way of 
testing their current status. It is also one of the indicators of the relations within the 
community in which the group is active. In the island environment within the context of 
the Festival, such stimuli are very beneficial, since, without the criticism and validation of 
the onlookers, there can be no real and for them “proper” enjoyment in the tanac dance. 
Aware of the strong influence of global ideas and the outside world, they promote the 
awareness of the common island identity, and the need to maintain and encourage local 
diversities through rich variants of the tanac dances, costumes, manner of playing oboe-
type sopela instruments in a duet of melody and drone, and many other symbols through 
which the processes of identification are implemented. (See Figure 1).  

In the case of the festival on the island of Krk, they organise it by themselves, and 
they do not need any kind of outside evaluation (as an expert who wrote a doctoral 
dissertation on their dances, I was invited only a few times). The festival only includes 
groups of  islanders, dancing different variants of the tanac dance, with sopela playing, and 
two-part singing in the narrow intervals.2 This kind of music is very strange to the ears of 
foreigners, even those from the other parts of Croatia where people have different musical 
and dancing traditions and tastes. This relatively closed model of public practice has proven 
its sustainability through more than eighty years.  

The Festival is a good example of its own islanders’ traditional musical and dance 
ecosystem [Schippers 2015]. It is organised by themselves and for themselves. Even though 
they started to organise it with the idea to show their traditions to tourists, research and 
analysis has discovered that the Festival is most important for the islanders and their sense 
of local cultural identity. Through these eight decades Krk islanders have organised their 
Festival for two days annually – the first day for children’s performing groups and the 
second one for the elders, performing their traditional music and dance. Transmitting their 
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musical system to youngsters, they found the way to keep its sustainability through the 
Festival. 

What is also symptomatic in the case of the island of Krk and their tanac dance 
traditions is that these dances are very rarely danced in other parts of Croatia. Only Lado, 
the professional folk dance ensemble in Zagreb, performs the Krčki tanac, choreography 
by Zvonimir Ljevaković3, and there is only one more choreography of the tanac dance 
performed by amateur ensembles outside the island.4 Comments about the style and quality 
of these two choreographies by the Krk islanders are very negative because of the very low 
skills of the music players on sopela instruments in comparison with the sopci players from 
the Krk island, as well as about the style of tanac dance performance. For islanders it is not 
possible to see “their” tanac performed “well” by outsiders – those who were not born on 
the island and have not felt these music and movements from their childhood [Zebec 
2005:280–282; 2007]. If one look at video examples this is obvious even to outsiders. 

At the summer or winter schools of folklore led by Ivan Ivančan since the 1960s, 
Beata Gothardy Pavlovsky lectured about tanac dances from the island of Krk for years. 
During her studies she was a dancer in the professional Lado ensemble. As an ethnologist 
and conservationist, in order to protect the tanac dances her idea was not to prepare and 
teach the choreography during the seminars. She only taught the main steps and style by 
introducing local demonstrators. That is also one of the reasons why tanac dances were 
never, or very rarely, performed by groups or ensembles outside of the island. She was very 
aware about this way of safeguarding local dance traditions on the island since 1980s. 

Following the Krk Folklore Festival from the perspective of sustainability, it is also 
important to know that one more local folklore group was established recently. In 2007 a 
group of older enthusiasts in Njivice village, under the administration of the small 
neighbouring town of Omišalj, that are aware of their local traditions, decided to organise 
themselves as a performing group even though such group has never existed in their village 
before (Vahtar-Jurković 2017). During all these years the Krk Festival had been the strong 
stimulus for all islanders to continue, and to organise their dance performance groups, 
together with sopci players and traditional singers, to motivate youngsters, to teach them 
and to raise them in that atmosphere, within their musical ecosystem. The festival’s 
longevity and orientation towards local experts in music and dance, especially sopci players 
as the knowledgeable group of people that care about island traditions, is a good example 
of sustainability as much as is possible. Namely, modern media, taste and influences are 
too strong and the older layers of music traditions of singing in narrow intervals have 
become less common among youngsters.  

*** 

The International Folklore Festival in Zagreb (Međunarodna smotra folklora), 
established in 1966 is the other festival that can be recognised as the most significant in 
Croatia for tradition, mostly peasant culture, music and dance. The Festival was funded by 
the City of Zagreb, the Republic of Croatia, the Chamber of the Economy and numerous 
sponsors. Although folklore ensembles from abroad were also among the performers from 
1966, the Festival was not called ‘international’ for the first two years. Petar Mihanović 
deserves particular credit for the new life of the Festival; together with like-minded 
thinkers, he conceived the cultural event that was adapted to that time and its politics: the 
largest group of performers were from Croatia but there were also participants from the 
other Yugoslav republics and a smaller number of ensembles from abroad. In part, the 
Folklore Festival continued the tradition of the former Peasant Harmony festivals. The 
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objective of those Festivals was to achieve broad recognition of Croatian traditional culture 
that was inherent in the majority village population of that time and was being stifled by 
urban culture [Vitez 2016:14].  

Under the leadership and guidance of the ethnologists or folklorists, Vinko Žganec, 
Milovan Gavazzi, Branimir Bratanić, Zvonimir Ljevaković, Ivan Ivančan, Manda Svirac, 
and Zorica Vitez – it was the most influential festival in the safeguarding and promotion of 
traditional values of performers’ culture, not only from Croatia but also from all the regions 
and republics of the former Yugoslavia, as much as from all the other continents.   

Time and social and political circumstances have changed, paradigms as well, but we 
can say that the important role of experts is constantly present. Experts of the Festival 
(Smotra), usually prepare the groups for performances in Zagreb. Experts chose the 
repertoire for the performances, costumes that groups should wear, instruments that should 
be played and so on. In that way it was a guided process more from the bearers than from 
the experts. Of course, experts were, and are, aware of the local cultural and national values, 
but they always as individuals influence these processes of preparation for the stage 
performances and in that way, for a long period, the style of presentation.  

At the beginning of the 20th century it was not possible to see the performance of 
fireman brass bands with jazz repertoire on the festival’s stage, even though people in the 
villages were dancing middle European waltzes and polkas, quadrilles or foxtrots during 
their festive occasions and gatherings. With the tradition of Seljačka sloga folklore festivals 
it was only possible to show “national” values on the stage. Zorica Vitez and Stjepan 
Sremac as director assistants at that time mentioned for the first two International Folklore 
Festivals in 1966 and 1967, that in preparation of these two editions, experts were not able 
to prepare the groups or were not aware of that “necessity”. The result was that some groups 
performed waltz or polkas. That was the sign for experts to prepare groups and to instruct 
them about the “proper” repertoire and the way of public presentation for the future.  

Further on, during the 1990s, in time and after the Independence War, Zorica Vitez 
as the artistic director of the Festival found out that is necessary to help the groups from 
occupied territories with older material to revive not only the costumes, but the repertoire 
and the style of the performance as well.  

She introduced thematic concerts and themes for each edition of the Festival trying 
to find a way to revive and educate at the same time, and make the Festival interesting and 
acceptable for the broadest audience. Ethno (World music) concerts were introduced, 
concerts of Glagolitic singing (see Ćaleta in this panel), workshops, exhibitions, 
conferences, and round tables. Diverse expressions (folk songs, dances, costumes and 
customs, handicrafts, theatre) and on different media were, and still are, presented, always 
looking for new ways of presentation and popularisation, not only of the traditions that are 
presented, but of the Festival as the whole. This is not easy in the age of neo-liberal 
capitalism when only profit is making the world go around. In 2014, the Festival was 
pronounced as the one of national significance by the Ministry of Culture and the City of 
Zagreb, but even with this high recognition, together with the main patronage of the 
Croatian parliament, every year there are new financial or technical obstacles.  
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Figure 2. 52nd Zagreb International Folklore Festival, Heritage of Banovina and Pounje, 2018. Kolo open 
circle dance at the main Zagreb square of Ban J. J. Jelačić. Photo: MSF/IFF. 

Following the tradition of experts’ involvement with applied work in the festivals 
there is a strong connection between our Institute of Ethnology and Folklore Research and 
the Festival. From the 1920s, and the first festivals and network of the Seljačka sloga, the 
main, central festival was held in Zagreb as the capital. It always had a special meaning for 
participants coming to a capital and a national metropolis (see Figure 2). This meaning 
continued during the socialist period and still has mostly the same symbolism for people in 
Croatia. This also means that the influence of the Zagreb Festival in choosing the themes 
for each year’s edition can move the focus, and can shift the interest, from one theme to the 
other, from one region to the other, and in that way can improve the efforts in the 
sustainability and safeguarding of traditional values in music, dance and more broadly, the 
intangible cultural heritage. The concept of the Festival allows the organisers and experts 
to influence into all five domains of the ecosystem of music (dance and customs) in the 
framework of sustainability that Huib Schippers [2016:143–145] wrote about.5  

Thanks to the festival traditions in Croatia, it was much easier to recognise the 
UNESCO Convention (2003) of the Safeguarding of the Intangible Cultural Heritage as the 
possibility for improvement of such efforts in the popularisation of traditional culture. On 
the other hand, as experts involved in these processes, as mediators in between local 
communities and governments, local and national, we are aware of the risky position and 
possible misinterpretations. As fieldworkers and ethnographers, ethnomusicologists and 
choreologists, or dance ethnologists, we are always on the edge and can slip on one or 
another side.  

The Boka Navy kolo is another example. The Bay of Kotor (Boka kotorska), also 
known as Boka, is the winding bay on the south of the Adriatic Sea in Montenegro. Through 
the last two centuries the Boka Croats migrated from Boka to Croatia because of the severe 
and politically unstable changes. Mostly they belong to the Roman Catholic Church and 
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Diocese of Kotor as part of the Archdiocese of Split-Makarska. Most of the second or third 
generation Boka Croats live in Croatia, in the cities of Rijeka, Pula, Zadar, Split, Dubrovnik 
or Zagreb. The heritage of Boka Croats is an example of the complexity and multiplicity of 
culture migrating together with its bearers.6  

St. Tryphon (sv. Tripun) has been celebrated as the patron saint of Kotor, the diocese 
of Kotor and the Boka Navy ever since his remains were brought as relics to Kotor in 809 
reportedly welcomed by members of the Boka Navy with a festive kolo dance. The people 
of Boka transferred the tradition of these celebrations to their new homes in Croatia, and 
still mark the Feast of St. Tryphon on February 3 with the Boka Navy in uniform dancing 
St. Tryphon’s Kolo in front of a church. This chain dance with twelve figures symbolising 
the characteristics of life at sea is the most noticeable cultural element of the community 
and the main cause, apart from the Feast of St. Tryphon, for gatherings and the transfer of 
tradition to younger generations. The Feast provides a context for the people of Boka to 
present their unique culture, and St. Tryphon’s Kolo, danced every year at the same time 
and in the same form, symbolises their identity. Throughout the year, experienced dancers 
teach the Kolo’s steps and figures and their commands to the younger members in the 
Confraternity’s headquarters. Boys start practicing at the age of fifteen or sixteen and learn 
to dance together with the older generations. On the day of the Feast, after the Small 
Admiral’s praises (lodas) to the patron saint and holy mass, St. Tryphon’s Kolo is 
performed in front of the church as a ritual. The dance can also be performed on other days 
to honour patron saints of the cities where the Confraternities are located (e.g. to honour 
St. Vitus in Rijeka – see Figure 3). Under exceptional circumstances, the Kolo can also be 
danced on other occasions (the celebration of the 850th anniversary of the consecration of 
St. Tryphon’s Cathedral in Kotor, the celebration organised for the arrival of the 
sarcophagus containing St. Leopold Mandić’s body (the saint from Boka) to Zagreb in 2016 
and Rijeka 2017, during Boka Nights, etc.). These gatherings help to keep the tradition of 
the Boka Croats alive, while regular meetings of Confraternities and initiation of young 
members maintain the direct transmission of the tradition.  

 

Figure 3. St. Tryphone kolo in situ, Rijeka 2018, celebration of St. Vitus day. Photo by T. Zebec 

They never wanted to perform Kolo at any festival. That is in connection with their 
belief that their Kolo of St. Tryphon or Boka Navy kolo, can be performed only as a ritual 
part of the Festivity of St. Tryphon or very rarely in some other situations, like the 
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celebration of the St. Vitus (sv. Vid) in Rijeka, or their Boka Navy pilgrimage to Lourdes. 
How can we dare to push them to perform at the folklore festival? Their wish to hold onto 
their right to perform only in the ritual context just convinced me to suggest to them to be 
a part of the festival, but under their conditions – the International Folklore Festival came 
with its representatives to Rijeka in 2018 for the celebration of St. Vitus, to follow and 
record the performance of the St. Tryphon kolo in situ.  

In that way it was incorporated into the festival’s catalogue and interpreted as one of 
those examples whose bearers have their own perception and the way of thinking about the 
sustainability and proper transmission within their own community [Zebec 2018]. As 
researchers we can draw public attention onto some phenomena and in the same time, we 
have to respect the wish of the bearers in their interpretation and feelings about the 
environment and the context of performance.7  

Huib Schippers [2016:136] elaborates the idea of ecosystems of music as a tool for 
sustainability, introducing A. G. Tansley’s thought about organisms that cannot be 
separated from their special environment, with which they form one physical system. 
Schippers also includes Pickett and Cadenasso’s perspective that the ecosystem is 
“applicable to any case where organisms and physical processes interact in some spatial 
area” concluding that: 

 “Individual musicians, instrument makers, communities, educators, the 
music industry, opinion leaders, and public authorities are among the direct 
actors, while not only the physical environment and climate, but also war, 
discrimination, and disease are among the indirect forces in such 
ecosystems” [Schippers 2016:136]. 

The intention was to show how different experiences throughout the history of 
folklore festivals can serve as models for the sustainability of intangible and material 
culture. With no initial ideas about the sustainability of the heritage, it has taken place 
precisely thanks to the long tradition of the festivals and the involvement of the bearers 
themselves. Festivals can thus be seen as part of an ecosystem and a sustainability tool that 
can be modified according to the wider context in which they are organised. Most often the 
local communities respond positively and gladly accept the ideas of thematic concerts or 
specialised themes of the festival editions from year to year. This kind of expert leading 
helps them in their own research and in collecting documentation as well as in the opening 
of a wide variety of music and dance productions in different genres or presentational 
possibilities that make music and dance a living heritage without petrification.  
Endnotes 
1. <http://www.moiseyev.ru/bio.html> (accessed 2019 May 20.) 
2. FD Poljica – 62 Festival Krčkog folklora 2016 <https://www.youtube.com/watch?v=2oqOynkPqWg> 
(accessed 2019 May 15.) 
3. Ansambl Lado–Krcki tanac <https://www.youtube.com/watch?v=TB8YxgIr9bw> (accessed 2019 May 1.) 
4. Goran Knežević – Baška j' malo selo – kanti i tanci s otoka Krka ZFA dr. Ivana Ivančana [Baška is a 
small village – songs and dances from the Island of Krk performed by Zagreb Folk Ensemble dr. I. Ivančan] 
 https://www.youtube.com/watch?v=GYd10fEQUnc (accessed 2019 May 16.) 
5. Schippers divides the framework for understanding aspects of sustainability of music cultures in closer 
collaboration with communities into five domains: 1. systems of learning music; 2. musicians and 
communities; 3. contexts and constructs; 4. regulations and infrastructure; 5. media and the music industry. 
Such a framework maps not only their histories and “authentic” practices, but also their dynamics and 
potential for recontextualization in their contemporary environment [Schippers 2016:143].   
6. As they were ship-owners and sailors located on the eastern Adriatic coast, they developed trade and 
moved to Croatian cities and to Trieste, which was at the time a part of Austrian-Hungarian Monarchy just 
like Boka. Until the late 20th century, both Croatia and Montenegro were constituent parts of Yugoslavia, 
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and the Croats from Boka continued to migrate. After the breakup of Yugoslavia, the Homeland War (1991 
– 1995) in Croatia, and Montenegro’s independence in 2006, about 1000 Croats left Boka Kotorska. Today, 
there are 5400 Croats living in Boka in Montenegro, and more than 10,000 Croats from Boka living in 
Croatia, which means that their population in Croatia is twice the population of their old homeland. 
7. Heritage in situ – St. Tryphon’s Kolo and Confraternities of the Boka Navy:<https://www.facebook.com/ 
smotrafolklora/posts/2309322625758772?__tn__=K-R> (accessed 2019 May 14.), and St Tryphon kolo in 
front of St Maria Church, February 2, 2019, Croatian Confraternity of the Boka Navy 809 Zagreb 
<https://www.facebook.com/smotrafolklora/videos/2067859126623937/> (accessed 2019 May 14.)
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