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rt has always been an inseparable companion

of human culture and history, and its develop-

ment has been closely linked to the context of
the time in which it was created and existed. In each
historical period, it has reflected not only the aesthet-
ic characteristics characteristic of a given era but also
social or political changes. Art, in essence, is a mirror
of the era.

Movement, facial expressions, and gestures
emerged with the development of rational man.
Movement became the oldest form of human com-
munication, which subsequently developed into the
driving mechanism of ritual. Hundreds of centuries
later, dance ceased to be an element of religious rit-
ual, as it was in primitive cultures. Throughout its his-
tory, the language of dance has evolved and changed.

Choreography is a moving, non-static art. It is
chronotopic, i.e. it unfolds in space and time, and man
creates it with his body. Modes of expression and
tastes are constantly changing under the influence
of various social, religious, historical and existential
factors, so the works they create are also diverse.

Over the long history of choreography, two main
categories have emerged: 1. Folklore, less fluid, less
subject to change over time, the fruit of collective

cultural heritage, folk tradition.

This article examines the historical development of Georgian dance folklore and proposes its classification into
three principal categories: preserved (living), lost, and madernized. It explores the continuity of authentic folk dance
traditions, choreographic forms that disappeared over the course of history, and stage compositions transformed
through professional interpretation and theatrical adaptation. The study demonstrates that choreography, as a
dynamic art form, evolves in response to social, cultural, and historical change. By analyzing representative examples
from Georgian dance folklore, the article argues that these three categories collectively reflect both the continuity
and transformation of Georgia’s choreographic heritage.

creativity; 2. Stage, subject to the choreographer’s
interpretation, determined for the audience by the
specific principles of the stage.

In turn, in folklore, we distinguish 1. ontological,
living folk art, possessing the strength and continuity
of tradition, and 2. the category of examples lost over
the long historical path and transmitted to us through
various sources of information.

The most stable dance structure was the circular
one—round dance, which developed early in human
development and consists of closely connected par-
ticipants. This configuration predominates in Geor-
gian dance dialects. In this regard, Svaneti and Racha
have retained a rich creative potential. The folkloric
patterns of the perkhuli—round dance capture events
and historical twists and turns that have unfolded
over the centuries. The period when folk art “froze”
in the perkhuli spans the longest historical period.
Its early element—a reflection of the hunting epic—is
linked to a profound archaism with its mythological
figures. Perkhuli of a martial nature depicted clashes
with neighboring ethnic groups. The deep imprint left
on the public consciousness is evidenced by lauda-
tory perkhuli dedicated to historical figures (Queen
Tamar), etc. All of this has transcended time and lives
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on in the form of a completely syncretic folklore.

In addition to the perkhuli, the theatrical Berikao-
ba, Adjarian Padiko, Tushian multi-tiered dance Kor-
beghela, and Megrelian Zhabrale have survived and
are still performed.

The famous Lekuri has also stood the test of time.
Grigol Orbeliani once expressed regret: “l wish this
Lekuri would at least remain from our poor Georgians,
who so easily and carelessly change their beautiful
color.” From the excerpt, it is clear that the process of
changes that has emerged in the wake of the new era
is mercilessly changing the appearance of the Geor-
gian people. We do not know how the passage of
time will change the famous Lekuri but today we can
say with certainty that the couple’s dance Georgian/
Qartuli, despite its academicism, is one of the most
authentic dance compositions and Georgian choreo-
graphic art has preserved it unchanged.

The category of folk dances, lost over a long his-
torical path and reaching us through various sources
of information, includes examples of folklore, where
complete syncretism was violated, and the choreo-
graphic element was sacrificed to time. In lowland
dialects, the dance component turned out to be less
durable. Unlike samples of mountain folklore, only
textual and musical parts of folk dances have been
preserved. The scale of such folk dances, based on
material found in choreology or various types of lit-
erary sources, is very extensive. A large number of
Abkhaz, Megrelian, Ghurian, Kartlian, Kakhetian and
Imeretian folk dances have been lost not only in terms
of dance components, but also in general. Lechkhu-
mian national dance art practically disappeared. Such
an interesting tradition of festive gatherings as the
Megrelian oskhapue with its varied choreography,
colorful round dances and skhapua’ has not stood the
test of time. Once Meskhetian? and Ingilo® weddings
were also filled with dance patterns. Lazaroba, Gon-
Jjaoba and their dialectal variants, which were used
for requests about the weather and its management,
are no longer performed. The ritual of controlling the
weather with the goal of obtaining a rich harvest lost
its relevance in the context of industrialization and

was lost in time. With the development of medicine,
rituals related to infectious diseases, their choreo-
graphic compositions and vocabulary, and many oth-
ers, whose list would take us far, disappeared.

The 20" century began with special dynamics and
rapid development. Together with the acceleration
of the pace of progress, the rhythm of the epoch also
accelerated. Choreography also joined this process. In
Georgia, dance art passed through the theater from
the authentic environment to the professional stage.
Choreographic compositions performed in dramat-
ic performances, and especially diversions, which
became a tradition after the performances, laid the
foundation for the formation of stage choreography.
Theater posters inform us of the list of choreographic
compositions that Georgian dramatic actors danced in
diversions. Elisabed Cherkezishvili, Keto Andronikash-
vili, Elo Andronikashvili, Alexander Kazbegi performed
Lekuri,Chechnuri, Kisturi, Nauruli, Uzundara, Mokheu-
ri. Choreographic studies are created, which lay the
foundation for systematic dance training. Amaong the
studios for the study of Georgian dance, the Asian
Dance Studio (1902)* of the dancer and the first pro-
fessional choreographer - Aleksi Aleksidze (Songu-
lashvili) stood out. It is noteworthy that Aleksidze also
developed as a dancer on the stage of the Drama The-
ater. Folk dances, presented in the list, despite the fact
that they were established on the stage, still kept a
close connection with the natural environment. Each
of them was performed singly or in pairs. Today, on
the initiative of Aleksidze, Lekuri is called Georgian,
and the choreography, characteristic of the eastern
mountains, was combined into the dances of the East-
ern mountains and was established under different
names: Khanjluri, Mtiuluri, Kazbeguri, etc.

Popular choreography has undergone constant
change since the emergence of professional chore-
ography (early 20" century). The transfer of folklore
to the professional stage and its cultivation over time
led to its return, even to the folklore space, in a mod-
ified form. The very author’s professional creativity,
continuing to exist with a generous dose of transfor-
mation and modernization, creates in contemporary

1 Teptsov. Ya., From the Life and Beliefs of the Mingrelians, Collection of Materials on the Locality and Tribes of the

Caucasus. Issue XVIII, Section 2, Tiflis, 1894, p. 1.

2 lvelashvili T., Wedding Customs in Samtskhe-Javakheti, 1987, p. 79.

Janashvili M., Saingilo, 1996, p. 132-133.
3 Janashvili M., Saingilo, 1996, p. 132-133.
4 Gvaramadze L., Dancer, 2017, p. 32.
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choreographic ensembles an art form connected to
the present, albeit in some cases quite transformed.
When we say “time has brought” we mean that, hav-
ing passed a certain historical stage, something has
changed, something new has begun. And the author
of these changes in choreography is the individual,
with all their physical and cognitive capabilities.

Choreography changes after the formation of en-
sembles. Mass dances appear on the scene. Choreo-
graphic composition, consisting of multiple perform-
ers, required professional study of the stage and di-
recting skills. The transfer of folklore traditions to the
scene could not have taken place without being con-
nected to the cultural heritage. The choreographers
themselves contributed their contribution. For exam-
ple, the choreographer-director David Dzhavrishvili
believed that the folklore sample, when transferred to
the stage, should certainly change, adapting to stage
principles.® In order to arouse the interest of the view-
er, it was necessary to refine it, give it dynamism and
create a diverse dance vocabulary.

The result of this process became the composi-
tions included in the repertoire of each choreograph-
ic ensemble. For example, the dance Kintouri, which
was an integral element of vaudevilles on urban
scenes, was performed in the performance by one,
two or three performers. The choreographer, however,
made it mass and put it under the title Pictures of Old
Tbilisi. The famous Khorumi is a small round dance
performed by men in an authentic setting. On the
stage, he has a clearly written plot, a choreograph-
ic structure, subordinate to a dramaturgical structure
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consisting of several parts. The stage compaosition,
called the battle dance, consists of: scouting, deter-
mining the location of the camp, the battle and the
final - victory. Despite the fact that the compaosition
is author’s, it has, nevertheless, established itself
with this architectonic and has been preserved in the
work of choreographic ensembles. Adjarian Ganda-
gana did not exist in the natural environment either
with its composition or with its name. This is a com-
pletely created stage model that has passed through
many stages before the ballet master gave it mass
expression. Gandagana is a composition consisting of
several dances.® In Adjara, due to religious reasons,
only separate performances of men’s and women’s
dances were allowed, but they were combined on
stage, the number of participants increased, and, fi-
nally, Gandagana appeared. The category of created
dances also includes Samaya, which was created by
“cutting out” three women from the composition Dz-
noba of the fresco Svetiskhoveli in Mtskheta.

The best examples of modernized choreography
are the dance compositions Sako/meurneo, Tamb-
aqgos Krepa and other similar examples created un-
der ideological dictates and in accordance with the
socialist mentality. The dances, distinguished by the
poverty of dance vocabulary, did not stand the test of
time and disappeared from the scene.

Thus, three existential phases of folk choreogra-
phy—existing, lost, modernized, with a body unfolded
in time—make up the history of Georgian folk chore-

ography.
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