105

FIRST TRADITIONAL AND TANCHAZ
(“DANCE HOUSE”) ORCHESTRAS

senior research fellow JOZSEF BRAUER-BENKE, PhD

ELTE Research Centre for the Humanities
Institute for Musicology, Budapest, Hungary

SUMMARY

From the second half of the 20th century onwards, the changing musical
demands of village society led to a shift from the service-oriented, local,
local-needs music-making of village musicians to the theatrical, virtuoso
performance of urban gypsy musicians. The influence of the dance house
movement played a role in this, as its audience did not exert community
control over the musicians. The new generation of musicians of the dance-
house movement learn folk music as stage performers from the outset, and
their knowledge covers the musical repertoire of the entire Hungarian-
speaking world and not just a small region. As a result, they are more
inclined to move towards folk music arrangements and even other musical
genres, so that neither their repertoire nor their instrumentation can be
called authentic folk music, although it is often labelled as such because of
its easier marketability. Since the dance house movement has relied on
professional support and guidance from folk music research from its
inception, in the absence of community control, it should continue to rely
on professional control. Therefore, authentic folk music based on archived
material resulting from decades of collecting should be kept separate from
world music and other commercially based and evolving genres such as folk
jazz, folk-rock, etc.

REZUMAT

Incepdnd cu a doua jumdtate a secolului al XX-lea, pand in prezent, cerintele
muzicale in schimbare ale societadtii rurale au condus la o deplasare de la
activitatea muzicald a muzicienilor locali, orientati inspre deservirea
comunitatii si nevoile locale, cdtre interpretdrile teatrale, de virtuozitate,
ale muzicantilor tigani de la oras. Influenta miscdrii caselor de dans a jucat
un rol aici, deoarece publicul acestora nu a exercitat nici un control
comunitar asupra muzicienilor. Noua generatie de muzicieni ai miscdrii
caselor de dans invatd muzica folcloricad traditionald in calitate de artisti de
scend de la bun inceput, iar cunostintele lor acopera repertoriul muzical al
intregii comunitdti vorbitoare de limbd maghiard, nu doar al unei mici
regiuni. Drept rezultat, ei au o mai mare tendintd de a se indrepta cdtre
aranjamente de muzicd folcloricd si chiar muzicd apartindnd altor genuri,
astfel incat nici repertoriul lor, nici instrumentatia pe care o folosesc nu pot
fi numite de muzicd traditionald autenticd, desi e adesea etichetatd astfel
pentru cd e mai usor de comercializat. Din moment ce miscarea caselor de
dans s-a bazat pe sprijin si indrumare profesioniste din partea specialistilor
in domeniu incd de la aparitia sa, in lipsa controlului comunitdtii, ar trebui
sd continue sd se bazeze pe controlul profesionist. De aceea, muzica
traditionald autenticd bazatd pe material arhivat, rezultat din decenii de
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culegeri, ar trebui pdstratd separat de muzica etno si alte genuri de naturd
comerciald, aflate Tn ascensiune, cum sunt folk jazz, folk-rock etc.

Keywords
Ethno-organology, tdnchdz (“dance house”) method, authentic and non-
authentic orchestras

INTRODUCTION

Although the more than fifty-year old dance ensemble movement is
slowly becoming a bibliography, very few works have dealt with the historical
background of traditional instrumental ensembles, and even those that have,
contain some now canonical, but now obsolete, knowledge. One such widely held
hypothesis is that the first gypsy orchestras were modelled on the 18th century
Baroque string chamber orchestras. (Pavai, 1993: 73) However, the standardised
string orchestras of the late Baroque period consisted of two violins, viola and
cello and did not include the hammered dulcimer [cimbalom] typical of gypsy
orchestras. Related to this is also the erroneous and widespread misconception
that the ancestor of the European hammered dulcimer [cimbalom] may have
been the Persian santur, which developed in the mid-13th century. (Pavai, 1993:
29) However, in Persian depictions of the 14th-17th century, the santur is still a
plucked instrument and the earliest depiction of the plucked string santur is
known from the 1840s. (Brauer-Benke, 2019: 77).

Fig. 1-2. Depiction of a Mughal court musician playing the santur on a
fresco in the Chehel Sotun palace in Isfahan. (1658); Woman playing a santur,
early 19th century, in Qajar Iran. (1830).

And although historical accounts suggest that the struck-stringed santur
may have emerged as early as the 1660s-70s, the presence of the hammered
dulcimer [Hackbrett] in the South Germanic language area can be dated as early
as 1447. (Bachmann-Geiser, 1981:55) For this reason, this paper will focus on the
historical data and will examine the historical antecedents of the stringed
orchestral forms of the dance-house movement by examining the historical data
critically. Depictions of klezmer wedding bands playing in a violin-viola-cello-
hammered dulcimer [cimbalom] ensemble are known from the early 1700s in



107

southern Germany, due to restrictions that until the 19th century prohibited them
from playing loud instruments and forced musicians to use violins, tsimblhez
(cimbalom) and other stringed instruments. (Feldman, 2016: 71-73) The klezmer
musicians based their secular instrumental music on the liturgical chant music of
the synagogue, especially the cantorial chant, but along with other cantors, they
were also rather despised by the rabbis because of their itinerant lifestyle. The
klezmer bands often travelled and played together with the gypsy musicians, as
their social perception was on a similar level. Consequently, they had a mutual
musical and linguistic influence on each other, because the Yiddish klezmer slang
contains many gypsies’ linguistic borrowings, as in the case of the wandering
Yenis gypsy musicians from the eastern Alps, who had a Hebrew/Yiddish
vocabulary and who may also have played a role in the spread of the cimbalom
instrument. In this connection, it is possible that the memory of Jewish orchestras
is preserved in the inverted, so-called “Jewish tuning” of the cimbaloms from the
Danube region, which may have developed in analogy with the Hebrew script.

Fig. 4. Carnival dance accompaniment with cimbalom. (1513)
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At the end of the 18th century, the Regulatio Cigarorum edict of Maria
Theresa and Joseph Il began the forced integration and assimilation of Gypsies,
which led to the forced integration of the Roma in the 18th and 19th centuries. In
the 18th and 19th centuries, many of them converted to the Hungarian language,
and the Roma-Gypsies, who had become Hungarian-speaking from Carpathian
Gypsies, became the traditional large group of Hungarian-Gypsies [romungro],
who live in almost all major settlements in Hungary and are spread in several other
Hungarian-inhabited regions of the Carpathian Basin (Upper Hungary,
Transcarpathia, Szeklerland). Contrary to popular belief, in the period between
the 14th and 17th centuries the Gypsies were only rarely involved in musical
activities, as they specialised in blacksmithing, woodworking and other small-
scale crafts. Only with the spread of verbunkos, a musical genre that emerged with
the awakening of Hungarian national consciousness and became dominant for a
long time, did a large number of them specialise in additional musical activities
and become semi-professional village musicians, who, in addition to playing
music, also needed other additional work to make a living. (Kallai, 2002: 328-330)
The mass spread of gypsy bands and the emergence of the most famous premiers
can only be dated to the mid-19th century, and the military and gentry casinos,
taverns and town cafés established between 1827 and 1945 became the
employers of the better-skilled gypsy musicians, who could now pursue their
musical profession as a main occupation on a professional basis.

Fig. 5. Gypsy music students with violin-contra-cello-cimbalom in a painting by
Janos Valentiny. (1896)

FIRST CHAPTER

As the iconographic data attest, the composition of the so-called klezmer
Jewish orchestras in southern German-speaking countries was characterised by a
combination of portable cimbaloms and strings, including two- and three-stringed
bass violins and cellos, as early as the early 18th century. The term klezmer, as
used in Yiddish, has a Hebrew etymology: klei, meaning ‘tools, instruments or
musical instruments’ and zemer, “melody”; thus, k'leizemer 775, meaning
‘musical instruments.” (Mazor-Seroussi, 1990:127) A review of the historical
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records also suggests that the hammered dulcimer [cimbalom] is an instrumental
type of cimbalom from the eastern Alps in the 18th century. The personal names
“Jacob Lobl est cimbalista” from Vittenc (Chtelnica) in Nyitra County and “Moises
Salamon musicus czimbalista” from Bégaszentgydrgy (Zitiste) in Torontal County
provide concrete information about Jewish musicians playing the cimbalom.
(Salmen, 2000: 138) In the 18th and 19th centuries, Jewish and occasionally
Jewish-Gypsy joint string orchestras, all of which included the cimbalom, were
active in the Hungarian-speaking world alongside the Gypsy orchestras. The
coexistence and rivalry of the two groups of musicians is illustrated in an oil
painting from Upper Hungary from the 1760s-70s preserved in the GOmori
Museum in Rimavska Sobota, where the gypsy band provided the music for the
informal, improvisational dance of the Hungarian hussars, while the Jewish
orchestra accompanied the tied, paired dances of the Austrian soldiers. (Galavics,
1987:182)

Fig. 6. Jewish wedding procession with violin and cimbalom. Isaak-Asknaziy's
painting (1893)

In Bavaria, a violin-cello-hammered dulcimer [cimbalom] orchestra is
recorded from 1720, and in the 19th century the four-member peasant orchestra
(prim and contra violin, hammered dulcimer [German: Hackbrett] and cello), the
so-called Appenzeller Streichmusik, typical of the region, became widespread.
(Bachmann-Geiser, 1985: 57-58) In the northern and central regions of Slovenia,
violin, viola and hammered dulcimer [oprekelj] trios can be traced back to the 18th
century. (Kumer, 1986: 39)

In the 18th century, the still pedal-less hammered dulcimer [malicimbal],
“small cimbalom”, could be found in several instrumental combinations, but a
peasant orchestra with a violin-cello-cimbalom combination can also be recorded
from 1780. (Elschek-Kunz, 1983:82) The spread of the hammered dulcimer
[malicimbal] among gypsy and peasant orchestras can be dated from the 18th
century onwards. (Elschek-Kunz, 1983:82) In Hungary, the nobility of manorial
estates around Bratislava and in Northern Hungary were the first to sponsor the
formation of gypsy orchestras with similar instrumentation. According to
Csaplovics, Panna Czinka, after marrying a cello player at the age of 14 in
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Sajégdmor (Gemer) in GGmor County, she organized a four-member gypsy band
in 1725, with her husband’s two brothers, who played the violin and hammered
dulcimer [cimbalom]. (Csaplovics, 1829:320)

This instrumental ensemble can also be reconstructed from etchings by
Johann Martin Stock of gypsy musicians from Galanta (Galanta) in Bratislava
County, dated 1776. (Major, 1960: 245) Klezmer bands in the eighteenth century,
with varying configurations from era to era, also typically consisted of a lead
violinist, a second violinist, a cellist and a hammered dulcimer [cimbalom].
(Feldman, 2016:110-111)

e =

Fig. 7. Gypsy cimbalom player from Galanta. (1776)

In the 18th century, due to the partition of Poland, the territories of Galicia
and Bukovina became new hereditary provinces in the hands of the Habsburgs,
where Jewish and later Gypsy bands also appeared. In Galicia, according to
historical sources, until the last third of the 19th century, the Ruthenians of the
lowlands hired Jewish and later Gypsy hammered dulcimer [cimbalom]-violin duo
musicians for the wedding feasts. (Morgenstern 2022: 76)

While the cimbalom was used more for larger gatherings, violin-fret drum
and violin-bassoon (bassola) duos became popular for smaller musical occasions.
(Kolberg 1888: 2) The basolia (Ukrainian: Bacéas, Polish: basy or basetla) is a
Ukrainian or Polish folk instrument of the family of stringed instruments similar to
the cello, although usually slightly larger and less sophisticated in construction.
The instrument’s name derives from the Italian bassetto, “small bass.” (ECYM,
1982: 147-148) In Poland, 2-4 stringed versions of the bass violin were widely used,
played with a bow. In Ukraine, three different types have developed. In the
mountainous part of present-day Transcarpathia, in Verhovina (Verkhovyna),
among the Boyko ethnic group, and in Bukovina, a 3-stringed type was spread,
the strings of which are usually plucked. In central Ukraine, where the instrument
is played with a bow, a 4-stringed type has spread and in Transcarpathia a 5-
stringed version has developed, where the strings are usually struck with a stick.
(AMINCG, 1963:43)
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Fig. 9. Accompaniment for a Russian wedding with a cimbalom-violin
duet Galicia (1888)

The Boyko musicians who wanted to impress the audience often played
their instruments with pizzicatos on the empty strings, which produced a
bourdon-like sound. In the 18th and 19th centuries, when only traditional music
was played at weddings, the ability to play the basolia was common and fiddlers
often had their own basolia, which they would take to weddings and one of the
wedding party would play it. This was common practice, for example, in central
Poland, one of the poorer regions, where until the 1930s there were virtually no
orchestras. As a result, the family of the wedding couple had to hire only one
musician and not a whole orchestra. (Biertkowski-Grochowski, 2021:99) This
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strummed string-pizzicato playing technique can be seen in a volume of
Ruthenian folk songs from Galicia and Hungary published in 1878, where a peasant
dance is performed in a tavern in eastern Galicia. The depiction shows a violin-
basolia duo, where the musician playing the basolia, taking the instrument in his
lap, plucks the strings in a pizzicato manner, while the bow is presumably striking
the strings. (Holovackij, 1878: 738) It is likely that the pizzicato percussion style of
the basolia instrument may have been the basis for the playing style of the struck-
string gardon and that the original form was not the wooden carved teknégardon
but the factory-made gardon (Brauer-Benke, 2024:484).

The factory-made gardon, a newer type of gardon, was transformed from
a factory cello by removing the core and re-conducting it with thick gut strings.
(Dincsér, 1943:51) In this case, however, the keys would have remained in the
upright form, but the percussion gardon is all side-keyed and, unlike the gamba,
has no keys on the fingerboard (Brauer-Benke, 2018:353). For this reason, the cello
and its playing technique, used as a factory-made gardon, may have spread from
Bukovina to Transylvania, where Gypsy musicians preferred to acquire factory-
made or craftsman-made instruments rather than undertake the making of
instruments by hand. While the people of Gyimes (Ghimes), who were interested
in carving and woodworking, could make their own instruments, this is how the
only instrument carved from wood, known as the (t6gardon, came into being.
(Brauer-Benke, 2018:353)

Fig. 11. Csang6 musician with a
homemade percussion gardon.
Gyimeskozéplok (1983) Research
Centre for Humanities Institute
for Musicology, Archives and
Department for Folk Music and
Folk Dance Research (NZ 8910)

Fig. 10. Csdngd musician with factory-
made percussion gardon. Csikrakos
(1965) Research Centre for
Humanities Institute for Musicology,
Archives and Department for Folk
Music and Folk Dance Research (NZ

6954)
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The origins of the Troista Muzyka orchestral form date back to the 18th
century, when violin-cello (or double bass)-hammered dulcimer [cymbaty] bands
spread throughout Red Russia (Red Ruthenia), Volhynia, Podolia and Galicia.
(Gifford, 2001:118) Since Polish, Belarusian, Ukrainian and Ruthenian folk
musicians of the Troista Muzyka in the poorer regions of the Polish-Lithuanian
Union did not always have access to factory-made instruments, they developed
the habit of making their own instruments. During the 19th century, the new
orchestral forms, originally three-parted and later supplemented by other
instruments, supplanted or transformed the earlier, oriental duos in most places,
as the struck-string gardon presumably took over the role of the original cello. The
hammered dulcimer [cimbalom], however, remained a very important element in
these bands, because the traditional smallest composition of gypsy bands still
preserves the four necessary instruments, the hammered dulcimer [cimbalom], a
cello, a prime and a contra-violin, known from the 18th century, even into the 20th
century. (Sarosi, 1998:132) Several sub-types of gypsy bands with a regional
spread emerged in the 18th century and became widespread by the 19th century,
with a violin-contra-cimbalom-cello instrumental combination. Since village
musicians always tried to copy urban bands, this influenced the instrumental
composition of string bands. (Sarosi, 1998:135) Therefore, only those instrumental
ensembles that are typical for a given small region and that have remained
constant in composition over several generations can be considered traditional.
(Pévai, 2012:232) The violin-cimbalom-small bass (folk cello) ensemble type has
become typical in the upper part of the Kis-Kiikoll6 (Tarnava Mica), along the
Nyarad (Niraj) and Nyiko (Feernic) rivers, in the Sévidék (Salt Land) region, and in
the Romanian folk music of Oltenia and Muntenia. The violin-two-stringed contra-
small or double bass ensemble became established in certain areas of Székelyféld
and the Kis-Szamos (Somesul Mic) valley, in the Gyergyé (Gheorgheni) and
Keresztur (Cristuru Secuiesc) regions, and in Romanian folk music in the Bansag
(Banat) and Arad areas. (Pavai, 2012: 235-240)

The  violin-two-string  contra-cimbalom-little  or  double  bass
instrumentation is typical in Udvarhelyszék (Scaunul Odorhei), parts of Marosszék
(Scaunul Muresului) and the valley of the Kis-Szamos and the Upper Tisza. The
violin-three-stringed contra-viola- small or doublebass ensembles are widespread
in Kalotaszeg (Tara Calatei), in the Mez8ség (Transylvanian Plain), in the Maros-
Kikallé (Mures-Tarnave) and along the Homordd (Homorod). Finally, the violin-
three-string contra-cimbalom-small or doublebass combination occurs in the
Upper and Central Maros (Mures). After the double bass became widespread, the
small bass and the double bass were used interchangeably depending on the
occasion, whether in smaller rooms or at wedding processions. (Lajtha, 1953: 172)
In the period between the two world wars, peasant bands of Hungarian ethnicity
were formed on the model of the gypsy bands, which became obsolete and died
out in the post-war period. (Sarosi, 1998:131)
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Fig. 12. Violin-triple string contra-bass band Magyarkiralyfalva (1972)
Research Centre for Humanities Institute for Musicology, Archives and
Department for Folk Music and Folk Dance Research (NZ 7801)

After Trianon, gypsy bands were also the active promoters of so-called
irredentist songs, which aimed at national unification and could thus be
considered truly national. As a result, after the Trianon peace treaty, gypsy bands
became a political symbol whose main function was to shape the community by
preserving the common cultural heritage. For this reason, after the communists
came to power in 1950, the Hungarian radio, in order to control gypsy music,
“filled the orchestra’s programme with real, wholesome folk music instead of the
many sentimental, pseudo-Hungarian songs.” (Ldzsy, 1950:11) Due to the
emigration of the noble class, the regulated gypsy music became more and more
specialized in serving the romantic demands of rich foreigners, and due to the
disappearance of the peasant society, folk music survived only at the level of
tradition preservation by revival folk musicians. The majority of the social class
that listened to and maintained gypsy music left the country after the Second
World War and 1956, and the changing lifestyle changed the musical tastes of the
younger generations. The older generation in particular still liked to listen to gypsy
music on radio and television, but in live music gypsy bands were more likely to
cater to the exotic needs of foreign guests in expensive restaurants, who did not
know the Hungarian language and therefore could not sing along, and the songs
did not offer them the same experience as native Hungarian speakers. (Brauer-
Benke, 2007:69) From the 1960s and 1970s onwards, the villages of the
modernising society no longer needed either peasant bands or gypsy bands.
(Sarosi, 1998:131)
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Fig. 13. John Brenkacs Gypsy Orchestra (1927)

SECOND CHAPTER

This period saw the emergence of the dance-house movement, based on
the tradition of the village of Szék (Sic) in Szolnok-Doboka County, Transylvania,
whose folk-dance music was adapted by musicians from the technical
intelligentsia of Budapest to serve the dance-house music needs of a narrow
subcultural stratum, whose value orientation remained, but the newer
generations’ outlook on life had changed. (Ombéli, 2012: 146) The term tdnchdz,
which is the basis of the tdnchdz movement, is of Transylvanian origin, elsewhere
it was called batyubdl, cslirdéngéld, fondbdl, taposébdl and the version that is
widespread today has survived in its original form in Szék in the Szék region. The
idea for the first dance-house in Budapest came from the Bihar Ensemble, who
found that dancers enjoyed performing unstaged dances much more than
choreographed, stylised, spectacular productions. For this reason, the four major
dance companies of Budapest - Bartdk, Bihari, Vadrézsak, and Vasas - organised a
dance evening with live music, which took place on 6 May 1972 in the Liszt Ferenc
Square Book Club, where the Writers’ Shop is today. The live music was provided
by Béla Halmos on violin and Ferenc Seb6 on three-string viola (Sebé-Halmos duo)
and Péter Eri on double bass (later Muzsikds ensemble), while the Bihar Ensemble
played host. As this dance-house was so successful that it attracted the interest
of people from the street, a disagreement arose, because while the Bihar
Ensemble would have continued to demand a private, professional dance-house,
Ferenc Sebd, Béla Halmos, and Sandor Timar, the then leader of the Bartdk
Ensemble and Dr. Gydérgy Martin thought it would be a good idea to let people
dance, so the Bartdk Ensemble took over the organisation of the dance houses
together with the dance classes.
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Fig. 14. Sebd band (1978)

The first orchestral arrangement of a violin, three-string viola and double
bass, which provided the music for the first dance-house, was the basis for the
later dance-house bands, but this orchestral arrangement was only used in the
Mez8ség region, in Kalotaszeg, in the Maros-Kiikdill6k region and in the Homoréd
region. It differs from the viola used in classical music in its tuning and the design
of the string-holder foot, which is different from the three-stringed viola, which
plays only accompaniment, and has a straight string-holder foot, which allows the
playing of narrowly pitched triads. Its popular name is the primkontra or ‘small
contra.’ (Arendas, 2017: 14) The use of three-stringed violas, called bra¢/brace or
simply contra, is also recorded from the area of present-day Eastern Slovakia.
(Elschek-Kunz 1983:111) In addition, in the villages of Satu Mare county, in the
Bodrog region, in the northern Slovak and Ruthenian-inhabited areas of Séros and
Zemplén counties, the three-string viola was also widespread, and some people
called it a two G-string viola, and its tuning was called ‘Jewish tuning’, which, on
the whole, supports the hypothesis that this type of straight-stringed
accompaniment instrument may have spread to the eastern part of the
Hungarian-speaking region through the use of Jewish musicians. (Arend3s, 2017:
17) The Budapest dance musicians adopted the instruments of the village
musicians, but the traditional village bands’ contras and double bass players also
used their own homemade bows, called nyirettyd, which were shorter and heavier
than the classical music viola bow. The reason for this can be found in the dance
accompaniment function of the music they played, where the most important aim
was to play the accents precisely and in tune with the dance, and to play in a
dynamic way. As in traditional village music-making occasions, the orchestra
played acoustically without amplification, all means were used to achieve a louder
sound and, as a result, many orchestras tuned the stringed instruments half or
even a whole tone higher, and the bow was most often used very close to the
stringed foot (Arendas, 2017: 22). Even in traditional village bands that are still
active, changes in playing technique can be observed, because no one uses the
nyiretty(i anymore, and members of the younger generation, who still learned the
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older melodies, are no longer tied to a small community. Therefore, they play old
pentatonic melodies of Hungarian origin for Romanians without reservation and
transform any tune they hear on the radio, thus losing their individual and regional
characteristics and making their music uniform. (Arendds, 2017: 53) Since the violin
playing technique of urban Gypsy musicians is based on the classical violin playing
style, the unifying effect of newer musical trends influenced not only the
repertoire of rural violinists, but also their playing technique. Which is why the so-
called second position playing technique only survived in areas where the late
arrival of urbanization had less of an impact on the older melodies. The main
feature of the second position playing technique, which mostly involves three
fingers, is that there is no change of position from the basic position to the first
position. (Mihd, 2021:23) Due to the increasingly uniform style of playing, the
music of village musicians increasingly features theatrical elements borrowed
from Romanian media, as the lead musicians compete with each other and use
showy strumming techniques (Arendas, 2017: 53).

This is also due to the fact that traditional village musicians were service
craftsmen who played in a way that was regulated by community control. In
contrast, because of the reflexive influence of dance musicians and the
modernisation they have brought about, even today’s village musicians are
increasingly stage performers. As a result, virtuosity and exoticism are prominent
in their playing style, which is leading them towards a more commercial world
music. Until the 1970s, dance bands were typically organised along the lines of
traditional village bands. In the 1980s, dance house orchestras began to focus on
entertainment rather than tradition. Therefore, bands with a composition that did
not exist among traditional village bands, such as the Transdanubian violin-viola-
double bass-bagpipe-voice-bands, were also organised. Nowadays, although the
term authentic is widely used, a similar tendency prevails, because a database of
dance house bands in traditional village communities never includes bands with a
violin-viola-double bass-litégardon-accordion combination.

Fig. 15. Muzsikas band (2012)
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PRIMELE ORCHESTRE TRADITIONALE ALE CASELOR
DE DANS (TANCHAZ)

Cuvinte cheie
Etno-organologie, metoda caselor de dans, orchestre autentice si ne-autentice

INTRODUCERE

Desi miscarea ansamblurilor de dans, mai veche de cincizeci de ani, devine
incet-incet subiect de bibliografie, foarte putine lucrari s-au ocupat de fundalul
istoric al ansamblurilor instrumentale traditionale, si chiar si cele care au facut-o
contin unele informatii in prezent canonice, dar desuete. O astfel de ipoteza larg
raspandita este ca primele orchestre tiganesti au fost alcatuite pe modelul
orchestrelor baroce de coarde din secolul al XVlll-lea (Pavai, 1993: 73). Cu toate
acestea, orchestrele de coarde standardizate din perioada tarzie a barocului
constau din doua viori, viola si violoncel si nu includeau dulcimerul cu ciocanele
[tambalul] tipic orchestrelor tiganesti. De aceasta se leaga si conceptia gresitd,
desilarg raspanditd, ca stramosul dulcimerului cu ciocanele [tambalului] european
ar fi fost instrumentul persan santur, care s-a dezvoltat la mijlocul secolului al XIlI-
lea (Pavai, 1993: 29). Totusi, in descrierile persane din secolele XIV-XVII, santurul
este inca un instrument ciupit, iar cea mai timpurie descriere a santurului cu
coarde ciupite dateaza din anii 1840 (Brauer-Benke, 2019: 77).

Fig. 1-2. Muzician din Imperiul Mogul cantand la santur pe o fresca din palatul
Chehel Sotun din Isfahan. (1658); Femeie cantand la santur, inceputul secolului al
XIX-lea, in Qajar, Iran. (1830)
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Fig. 3. Dans de carnaval acompaniat la tambal. (1513)

Si cu toate cd relatdrile istorice sugereaza ca santurul cu coarde lovite ar fi
putut apdrea deja prin anii 1660-70, prezenta dulcimerului cu ciocanele
[Hackbrett] in zona sudica de utilizare a limbii germanice poate fi atestatd deja la
1447 (Bachmann-Geiser, 1981:55). Din acest motiv, lucrarea de fatad se va axa pe
informatiile istorice si va examina antecedentele istorice ale formelor orchestrelor
de coarde din miscarea caselor de dans, analizand critic datele istorice. Descrieri
ale formatiilor de muzica klezmer care cantau la nunti in formula vioara-viola-
violoncel-dulcimer cu ciocanele [tambal] sunt cunoscute in sudul Germaniei de la
inceputul anilor 1700, datorita restrictiilor care, pana in secolul al XIX-lea, le
interziceau sa cante la instrumente prea sonore si ii obligau pe muzicieni sa
foloseasca viori, tsimblhez (tambal) si alte instrumente cu coarde (Feldman, 2016:
71-73). Muzica instrumentald laica a muzicantilor klezmer se baza pe muzica
liturgica din sinagogd, in special pe cantarile cantorilor, dar, la fel ca alti cantori,
erau si destul de dispretuiti de rabini din cauza stilului lor de viata itinerant.
Formatiile klezmer calatoreau si cantau adesea impreuna cu muzicanti tigani,
astfel incat erau perceputi pe un nivel similar din punct de vedere social. in
consecintd, s-au influentat reciproc din punct de vedere lingvistic si muzical,
fiindca argoul idis klezmer contine multe Tmprumuturi lingvistice tiganesti, ca in
cazul muzicantilor tigani itineranti Yenis din Alpii Orientali, care aveau un
vocabular evreiesc/idis si care s-ar putea sd fijucat un rol in raspandirea tambalului.
Tn acest context, este posibil ca amintirea orchestrelor evreiesti este pastrata in
acordurile inversate, asa-zis ,,evreiesti”’, ale tambalelor din regiunea Dundrii, care
probabil ca s-au dezvoltat prin analogie cu scrierile ebraice.
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Fig. 4. Alai evreiesc de nunta cu vioara-viola-violoncel-tambal. (1700)

La finalul secolului al XVllI-lea, prin edictul Regulatio Cigarorum emis de
Maria Terezia si losif al ll-lea, a inceput integrarea si asimilarea fortata a tiganilor,
care a condus la integrarea fortata a populatiei rome Tn secolele al XVlliI-lea si al
XIX-lea. Tn secolele al XVill-lea si al XIX-lea, multi dintre ei au adoptat limba
maghiara, iar tiganii romi, care devenisera vorbitori de limba maghiara sub
influenta tiganilor din Carpati, au devenit marele grup traditional al tiganilor
maghiari [romungro], care trdiesc in aproape toate localitatile importante din
Ungaria si sunt raspanditi in alte cateva regiuni locuite de maghiari din Bazinul
Carpatilor (Ungaria de Sus, Transcarpatia, Tinutul Secuiesc). Contrar credintei
populare, in perioada cuprinsa intre secolele al XIV-lea si al XVIl-lea, tiganii au fost
doar rareori implicati in activitati muzicale, fiind specializati in fierarie, tampldrie si
alte mestesuguri practicate pe scara micd. Doar prin rdspandirea verbunkos, un
gen muzical care a apdrut odata cu trezirea constiintei nationale maghiare si a
ramas dominant pentru mult timp, un mare numar dintre ei s-au specializat in
activitati muzicale aditionale si au devenit muzicanti satesti semi-profesionisti,
care, pe langa faptul ca interpretau muzicd, aveau nevoie si de alte munci
suplimentare pentru a-si castiga existenta (Kallai, 2002: 328-330). Raspandirea in
masa a formatiilor tiganesti si aparitia celor mai faimoase premiere dateaza doar
de la mijlocul secolului al XIX-lea, iar cazinourile militare si aristocratice, tavernele
si cafenelele urbane aparute intre 1827 si 1945 au devenit locurile de munca ale
muzicantilor tigani mai talentati, care puteau acum sa isi urmeze profesia de
muzicieni ca ocupatie principald, Tn stil profesionist.
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Fig. 5. Lectie de muzica tiganeasca cu vioara-contra-violoncel-tambal intr-o
pictura de Janos Valentiny. (1896)
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Dupa cum atestd datele iconografice, alcatuirea asa-numitelor orchestre
evreiesti klezmer din tdrile vorbitoare de germana din sud s-a caracterizat printr-
o combinatie de tambale portabile si coarde, incluzand viori bas cu doua si trei
coarde si violoncele, deja de la inceputul secolului al XVIll-lea. Termenul klezmer,
asa cum este folosit in limba idis, are o etimologie ebraica: klei, Tnsemnand
»unelte, instrumente sau instrumente muzicale” si zemer, ,,melodie”; astfel
rezultd k'leizemerapr??, insemnand ,,instrumente muzicale” (Mazor-Seroussi,
1990:127). O analizd a inregistrarilor istorice sugereaza totodata ca dulcimerul cu
ciocdnele [tambalul] este un tip de tambal instrumental din Alpii Orientali din
secolul al XVlll-lea. Antroponimele ,,Jacob L6bl est cimbalista” de la Chtelnica
(comitatul Nyitra) si,,Moises Salamon musicus czimbalista” de la Jitiste (comitatul
Torontal) oferd informatii despre muzicantii evrei care cantau la tambal (Salmen,
2000: 138). n secolele al XVlll-lea si al XIX-lea, orchestre evreiesti si, ocazional,
orchestre combinate evreiesti-tiganesti, toate incluzand tambalul, activau in
regiunile vorbitoare de limba maghiara alaturi de orchestre tiganesti. Coexistenta
sirivalitatea celor doua grupuri de muzicieni este ilustratd intr-o picturd in ulei din
Ungaria de Sus din anii 1760-70, pdstrata in Muzeul Gémdri din Rimavska Sobota,
unde formatia de tigani acompania dansul informal, improvizat al husarilor unguri,
in timp ce orchestra evreiascd acompania dansurile in perechi ale soldatilor
austrieci (Galavics, 1987: 182).
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Fig. 6. Alai evreiesc de nunta cu vioara si tambal. Pictura de Isaak Asknazi (1893)

In Bavaria, o orchestra constand din vioara-violoncel-dulcimer cu
ciocanele [tambal] a fost atestatd documentar in 1720, iar in secolul al XIX-lea
orchestra tardneasca cu patru membri (vioara ntdi si contra, dulcimer cu
ciocdnele [germana: Hackbrett] si violoncel), asa numita Appenzeller Streichmusik,
tipica pentru regiune, s-a raspandit pe scard larga (Bachmann-Geiser, 1985: 57-58).
In regiunile nordice si centrale ale Sloveniei, trio-urile cu vioard, viol si dulcimer
cu ciocdnele [oprekelj] pot fi regasite in surse documentare incepand cu secolul al
XVlil-lea (Kumer, 1986: 39).

In secolul al XVlil-lea, dulcimerul cu ciocidnele, incd fara pedald
[malicimbal], ,,tambal mic”, putea fi gasit in cateva combinatii instrumentale, dar
deja la 1780 poate fi atestata si o orchestra tardneasca de vioara-violoncel-tambal
(Elschek-Kunz, 1983:82). Raspandirea dulcimerului cu ciocanele [malicimbal] in
cadrul orchestrelor tiganesti si taranesti e atestata incepand cu secolul al XVllI-lea
(Elschek-Kunz, 1983:82). In Ungaria, reprezentanti ai nobilimii de pe mosiile din
jurul Bratislavei si din nordul Ungariei au fost primii care au sponsorizat formarea
de orchestre tigdnesti cu instrumentatie similara. Conform lui Csaplovics, Panna
Czinka, dupa ce s-a casatorit cu un violoncelist la varsta de 14 ani in Sajégoémor
(Gemer) in comitatul GGmOr, a organizat o orchestrd tiganeasca de patru membri
in 1725 cu fratii acestuia, care cantau la vioard si dulcimer cu ciocdnele [tambal]
(Csaplovics, 1829:320).

Acest ansamblu instrumental poate fi reconstituit din gravuri realizate de
Johann Martin Stock cu muzicieni tigani din Galdnta, in comitatul Bratislava,
datate in anul 1776 (Major, 1960: 245). Formatiile klezmer din secolul al XVllI-lea,
cu configuratii care variaza de la o epoca la alta, constau si ele in mod tipic dintr-o
vioara ntai, o vioara a doua, un violoncel si un dulcimer cu ciocanele [tambal]
(Feldman, 2016:110-111).
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Fig. 7. Muzicant tigan din Galanta cantand la tambal. (1776)

In secolul al XVlll-lea, dupd Tmpartirea Poloniei, teritoriile Galitiei si
Bucovinei au devenit noi provincii ereditare ale Habsburgilor, unde au aparut
ulterior si formatii evreiesti si tiganesti. In Galitia, conform surselor istorice, pana
n ultimii treizeci de ani ai secolului al XIX-lea, rutenii din tinuturile de jos angajau
duo-uri de muzicieni evrei si mai tarziu tigani, care cantau la nunti la dulcimer cu
ciocdnele [tambal] si vioara (Morgenstern 2022: 76).

In timp ce tambalul era folosit mai mult pentru adunari mai mari, duo-urile
constand din vioara-toba si vioara-fagot (bassola) erau preferate la ocazii muzicale
de mai mica anvergura (Kolberg 1888: 2). Basolia (in limba ucraineana: bacés, in
poloneza: basy sau basetla) este un instrument traditional ucrainean sau polonez
din familia instrumentelor cu coarde, asemanator cu violoncelul, desi de obicei
putin mai mare si mai putin sofisticat in constructie. Numele instrumentului deriva
din cuvantul italian bassetto, ,,contrabas mic” (ECYM, 1982: 147-148). In Polonia se
foloseau versiuni cu 2 - 4 coarde ale viorii bas, la care se canta cu arcus. In Ukraina
s-au dezvoltat trei tipuri diferite. In zona muntoasd a Transcarpatiei
contemporane, in Verhovina, in grupul etnic boiko si in Bucovina s-a raspandit un
tip cu 3 coarde, care sunt de obicei ciupite. In Ucraina centrald, unde se foloseste
arcusul, s-a raspandit un tip cu 4 coarde, iar In Transcarpatia s-a dezvoltat o
versiune cu 5 coarde, care sunt de obicei lovite cu un bat (AMINC, 1963:43).
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Fig. 9. Acompaniament pentru o nuntd ruseasca cu un duet cimbalom-vioara
Galicia (1888)

Muzicantii boiko care doreau sa impresioneze publicul cantau adesea la
instrumente cu pizzicato pe coardele deschise, ceea ce producea un sunet ca de
clopot. Tn secolele al XVlll-lea si al XIX-lea, cdnd la nunti se canta doar muzicd
traditionald, abilitatea de a canta la basolia era ceva comun si multi scripcari aveau
propriul lor basolia, pe care il duceau la nunti, iar cineva de la nuntd canta la el, o
practica obisnuita, de exemplu, in centrul Poloniei, una din regiunile mai sarace,
unde pana n anii 1930 nu a existat practic nici o orchestra. Prin urmare, rudele
mirelui si miresei trebuiau sd angajeze doar un muzicant, nu o orchestra
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(Biertkkowski-Grochowski, 2021:99). Aceasta tehnica de interpretare in stil placat-
pizzicato poate fi vazutd intr-un volum de cantece folclorice rutene din Galitia si
Ungaria publicata in 1878, unde un dans taranesc este interpretat intr-o taverna
din estul Galitiei. Imaginea infatiseaza un duo vioara-basolia, unde muzicantul care
canta la basolia, tinand instrumentul Th poald, ciupeste coardele intr-o maniera
pizzicato, in timp ce arcusul presupunem cd loveste coardele (Holovackij, 1878:
738). Este probabil ca stilul de percutie pizzicato al instrumentului basolia ar fi
putut servi drept baza pentru stilul de interpretare la gordung, prin lovirea
corzilor, si ca forma originala nu a fost teknégardon-ul cioplit din lemn, ci gorduna
de fabricatie moderna (Brauer-Benke, 2024:484).

Gorduna de fabricd, un tip mai nou de gordund, a fost transformata dintr-
un violoncel de fabrica prin indepartarea miezului si inlocuirea cu coarde groase
din catgut (Dincsér, 1943:51). In acest caz, insd, cheile ar fi ramas in pozitia
verticald, dar gorduna cu percutie are toate cheile pe lateral si, spre deosebire de
gamba, nu are chei pe tastiera (Brauer-Benke, 2018:353). Din acest motiv,
violoncelul si tehnica sa de interpretare, folosit ca o gordund de fabrica, s-au
raspandit probabil din Bucovina pand in Transilvania, unde muzicantii tigani au
preferat sa cumpere instrumente confectionate n fabrici sau de catre lutieri decat
sa se ocupe de confectionarea manuala a acestora. Pe de alta parte, locuitorii din
Ghimes, care se ocupau cu cioplitul si lucrul cu lemnul in general, isi puteau face
propriile instrumente, luand astfel nastere singurul instrument cioplit din lemn,
cunoscut sub denumirea de (it6gardon (Brauer-Benke, 2018:353).

iy,

Fig. 10. Muzicant ceangau cu o Fig. 11. Muzicant ceangdu cu o

gordund de fabricd. Racu (1965) gorduna cu percutie, confectionata
Centrul de Cercetare pentru Stiinte manual. Lunca de Jos (1983)Centrul
Umaniste, Institutul de Muzicologie,  de Cercetare pentru Stiinte

Arhive si Departamentul de Umaniste, Institutul de Muzicologie,
Cercetare a Muzicii Populare si Arhive si Departamentul de
Dansului Popular (NZ 6954) Cercetare a Muzicii Populare si

Dansului Popular (NZ 8910)
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Originile formei orchestrale Troista Muzyka dateaza din secolul al XVlll-lea,
cand formatiile de vioard-violoncel (sau contrabas)-dulcimer cu ciocdnele
[cymbaty] s-au raspandit in toata Rusia Rosie (Rutenia rosie), Volhynia, Podolia si
Galitia (Gifford, 2001:118). Din moment ce muzicantii traditionali polonezi, belarusi,
ucraineni si ruteni din Troista Muzyka din regiunile mai sarace ale Uniunii Polono-
Lituaniene nu au avut intotdeauna acces la instrumente de fabricd, si-au dezvoltat
obiceiul de a-si confectiona propriile instrumente. Tn timpul secolului al XIX-lea,
noile forme orchestrale, initial din trei persoane, iar mai tarziu cu mai multi
instrumentisti, au suplinit sau transformat duo-urile anterioare, orientale,
gorduna cu coarde lovite preluand probabil rolul violoncelului initial. Dulcimerul
cu ciocanele [tambalul] a rdamas, totusi, un element foarte important in aceste
formatii, pentru ca alcatuirea minimala traditionald a formatiilor de tigani inca
pdstreazd cele patru instrumente necesare, dulcimerul cu ciocdnele [tambalul], un
violoncel, o vioara intai si o vioara contra, cunoscute din secolul al XVlIll-lea, chiar
si In secolul al XX-lea (Sarosi, 1998:132). Cateva sub-tipuri de formatii tiganesti cu
raspandire regionald au aparut in secolul al XVlll-lea si s-au raspandit pe scara larga
pana 1n secolul al XIX-lea, intr-o combinatie instrumentala de vioara-contra-
tambal-violoncel. Din cauza ca muzicantii de la sat incercau intotdeauna sa
copieze formatiile urbane, acest fapt a influentat componenta instrumentala a
formatiilor de coarde (Sérosi, 1998:135). Prin urmare, doar acele ansambluri
instrumentale care sunt tipice pentru o anumita regiune micd si care au ramas
constante ca alcdtuire timp de mai multe generatii pot fi considerate traditionale
(Pavai, 2012:232). Tipul de ansamblu vioara-tambal-violoncel mic (violoncel
traditional) a devenit tipic pe cursul superior al Tarnavei Mici, de-a lungul raurilor
Niraj si Feernic, In Tinutul Sarii si in muzica traditionala romaneasca din Oltenia si
Muntenia. Ansamblul vioara-contra cu doua coarde, violoncel mic sau contrabas
s-a statornicit Tn anumite zone din Tinutul Secuiesc si de pe valea Somesului Mic,
in regiunile Gheorgheni si Cristuru Secuiesc si in muzica traditionala romaneasca
din zonele Banatului si Aradului (Pavai, 2012: 235-240).

Instrumentatia vioara-contra cu doud coarde-tambal-violoncel mic sau
contrabas este tipica in Scaunul Odorhei, parti din Scaunul Muresului si de pe vaile
raurilor Somesul Mic si Tisa Superioara. Ansamblurile de vioara-contra cu trei
coarde-viola-violoncel mic sau contrabas sunt larg raspandite in Tara Cdlatei, in
Campia Transilvaniei, pe Mures-Tarnave si de-a lungul Homorodului. Tn cele din
urmd, combinatia vioara-contra cu trei coarde-tambal- violoncel mic sau contrabas
apare pe Muresul Superior si Mijlociu. Dupa raspandirea ulterioara a
contrabasului, violoncelul mic si contrabasul au fost alternate in functie de ocazie,
si anume daca erau folosite intr-o incdpere mica sau intr-un alai de nunta (Lajtha,
1953: 172). In perioada interbelica, formatii taranesti de etnie maghiard s-au
constituit pe modelul formatiilor tiganesti, devenind apoi desuete si disparand in
perioada postbelica (Sarosi, 1998:131).
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Fig. 12. Formatie de vioard-contra cu trei coarde-contrabas, Craiesti (1972)
Centrul de Cercetare pentru Stiinte Umaniste, Institutul de Muzicologie,
Arhive si Departamentul de Cercetare a Muzicii Populare si Dansului Popular
(NZ 7801)

Dupa Trianon, formatiile tiganesti au fost totodata promotoarele active
ale asa-numitelor cantece iredentiste, care aveau drept scop unirea natiunii si
care, astfel, puteau fi considerate cu adevdrat nationale. Ca rezultat, dupa tratatul
de pace de la Trianon, formatiile tiganesti au devenit un simbol politic a cdrui
principald functie a fost s& modeleze comunitatea prin pastrarea patrimoniului
cultural comun. Din acest motiv, dupa venirea comunistilor la putere in 1950,
radioul ungar, pentru a controla muzica tiganeascd, ,,a umplut programul
orchestrei cu muzicd traditionala adevaratd, consistenta, in locul multitudinii de
cantece sentimentale, pseudo-ungare” (Ldzsy, 1950:11). Datorita emigrarii clasei
nobiliare, muzica tiganeasca reglementata a devenit tot mai specializata in
deservirea solicitdrilor romantice ale strainilor bogati, iar prin disparitia societatii
taranesti, muzica traditionala a supravietuit la nivelul conservarii traditiei de catre
muzicieni interesati de muzica traditionala. Majoritatea clasei sociale care asculta
si conserva muzica tiganeasca a parasit tara dupd Al Doilea Razboi Mondial si dupa
anul 1956, iar schimbarea stilului de viata a modificat gusturile muzicale ale
generatiilor mai tinere. Generatia mai in varsta, mai ales, aprecia inca muzica
tiganeasca la radio si televizor, dar interpretarile live ale formatiilor tiganesti se
regaseau mai degraba in restaurante de lux, unde satisfaceau nevoile exotice ale
oaspetilor straini, care nu cunosteau limba maghiara si prin urmare nu puteau
canta Tmpreuna cu interpretii, iar cantecele nu le ofereau aceeasi calitate ca
vorbitorilor nativi ai limbii maghiare (Brauer-Benke, 2007:69). Incepand cu anii
1960 si 1970, satele societatii aflate Tn modernizare nu mai aveau nevoie nici de
formatiile taranesti, nici de cele tiganesti (Sarosi, 1998:131).
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Fig. 13. Orchestra tiganeasca John Brenkacs (1927)
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Aceasta perioadd a fost martora miscadrii caselor de dans, bazata pe
traditia satului Sic din comitatul Solnoc-Dabaca din Transilvania, a cdrui muzica
traditionala de dans a fost adaptata de muzicieni de la serviciile de inteligenta
tehnicd din Budapesta pentru a satisface necesitatile muzicale ale salilor de dans
pentru un strat subcultural de mici dimensiuni, ale carui directii valorice s-au
mentinut, in timp ce perspectiva noii generatii asupra vietii s-a schimbat (Ombdli,
2012: 146). Termenul tdnchdz, care std la baza miscarii caselor de dans, este de
origine transilvaneand, fiind numit in alte parti batyubdl, cslirdéngéld, fondbdl,
taposdbdl, iar versiunea care este larg raspandita astdzi a supravietuit in forma sa
originala in Sic si regiunea Sic. Ideea primei case de dans din Budapesta a venit de
la Ansamblul Bihar, care a descoperit cd dansatorilor le placea sa interpreteze
dansuri ad-hoc mult mai mult decat productii coregrafiate, stilizate, de spectacol.
Din acest motiv, cele patru companii mari de dans din Budapesta - Bartdk, Bihari,
Vadrézsdk si Vasas — au organizat o seara de dans cu muzica live, care a avut loc
pe 6 mai 1972 la Clubul de Carte din Piata Liszt Ferenc, unde se aflda acum
Magazinul Scriitorilor. Muzica live a fost interpretata de Béla Halmos la vioara si
Ferenc Sebd la viol cu trei coarde (duo-ul Seb8-Halmos) si Péter Eri la contrabas
(ulterior ansamblul Muzsikas), iar Ansamblul Bihar a jucat rolul de gazda. Din
cauza ca acest eveniment a avut atat de mult succes incat a suscitat interesul
oamenilor de pe stradg, s-a iscat o neintelegere, deoarece Ansamblul Bihar ar fi
dorit in continuare o casa de dans privata, profesionista, iar Ferenc Sebd, Béla
Halmos si Sandor Timar, liderul de atunci al Ansamblului Bartdk, si Dr. Gyorgy
Martin au fost de pdrere ca ar fi o idee buna sa lase oamenii sa danseze, astfel
incat Ansamblul Bartdk a preluat organizarea caselor de dans, impreuna cu orele
de dans.
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Fig. 14. Formatia Sebd (1978)

Primul aranjament orchestral cu vioard, viola cu trei coarde si contrabas,
care a furnizat muzica pentru prima casa de dans, a stat la baza formatiilor
ulterioare ale caselor de dans, dar acest aranjament orchestral a fost folosit doar
in Campia Transilvaniei, in Tara Cdlatei, in regiunea Mures-Tarnave si in regiunea
Homorod. Difera de viola folosita in muzica clasica prin acordaj si prin design-ul
pragusului, care difera de al violei cu trei coarde, care canta doar
acompaniamentul si are un pragus drept, permitand interpretarea de acorduri.
Denumirea ei populard este primkontra sau contra micd (Arendds, 2017: 14).
Utilizarea violei cu trei coarde, numita braci sau pur si simplu contrd, este atestata
si in regiunea de est a Slovaciei contemporane (Elschek-Kunz 1983:111). Tn plus, si
in satele din judetul Satu Mare, din regiunea Bodrog, in zonele din nordul Slovaciei
siTn cele locuite de ruteni in comitatele Saros si Zemplén, viola cu trei coarde era
larg raspanditd, unii numind-o viola cu doud coarde sol, iar acordajul ei era numit
»acordaj evreiesc”, ceea ce, In ansamblu, sprijind ipoteza ca e posibil ca acest tip
de instrument acompaniator sd se fi raspandit inspre partea esticd a regiunii
vorbitoare de limba maghiara prin utilizarea ei de citre muzicantii evrei (Arendds,
2017: 17). Cei care interpretau muzica de dans la Budapesta au adoptat
instrumentele muzicantilor de la sat, dar cei care cantau la contra si contrabas in
formatiile satesti de muzica traditionala foloseau de asemenea propriile arcusuri
confectionate in casd, numite nyiretty(, care erau mai scurte si mai grele decat
arcusul de viola clasic. Motivul este functia de acompaniament pentru dans a
muzicii pe care o cantau, unde scopul cel mai important era sa cante accentele
exact si in ritm cu dansul, intr-un mod dinamic. Din cauza ca in ocaziile in care se
canta la sate muzica traditionald, orchestra interpreta acustic fara amplificare, se
foloseau toate mijloacele pentru a obtine un sunet mai puternic si, prin urmare,
multe orchestre acordau instrumentele cu coarde cu un semiton sau chiar cu un
ton mai sus, iar arcusul era de cele mai multe ori folosit foarte aproape de pragus.
(Arendas, 2017: 22) Chiar si in orchestrele satesti traditionale Inc3 active se poate
observa o modificare a tehnicii de interpretare, pentru ca nimeni nu mai foloseste
nyiretty(, iar membrii noilor generatii care au invatat totusi melodiile mai vechi,
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nu mai sunt legati de o comunitate inchisd. Asadar canta pentru romani vechi
melodii pentatonice de origine maghiarad, fara nici o rezerva, si transforma orice
cantec auzit la radio, astfel incat caracteristicile individuale sau specifice oraselor
mici se pierd si muzica lor devine uniforma (Arendas, 2017: 53). Deoarece tehnica
de interpretare violonistica a muzicantilor tigani de la oras se bazeaza pe stilul
clasic de interpretare violonistica, influenta unificatoare a mai noilor curente
muzicale a influentat nu doar repertoriul violonistilor rurali, ci si tehnica lor de
interpretare. Prin urmare, asa-numitul stil interpretativ pe coarda a doua a
supravietuit doar in peisaje unde sosirea tarzie a urbanizarii a avut un impact mai
mic asupra melodiilor mai vechi. Principala caracteristica a tehnicii interpretative
pe pozitia a doua, care implica cel mai adesea trei degete, este ca nu exista nicio
modificare a pozitiei de la pozitia de baza la prima pozitie (Mihd, 2021:23). Datorita
stilului interpretativ din ce Tn ce mai uniform, interpretarea muzicantilor rurali
contine tot mai multe elemente teatrale imprumutate din media romaneasca,
pentru ca muzicienii concureazd intre ei, folosind acorduri placate spectaculoase
(Arendas, 2017: 53).

Aceasta se datoreaza si faptului ca muzicantii satesti erau artisti ai
comunitatii si cantau Intr-un mod care era reglementat de aceasta. Prin contrast,
din cauza influentei interpretilor de muzica de dans si a modernizarii pe care au
generat-o, chiar si muzicantii rurali de azi sunt tot mai des performeri de scena.
Drept urmare, virtuozitatea si exotismul sunt proeminente in stilul lor de
interpretare, ceea ce ii conduce spre un tip de world music mai comercial. Pana in
anii 1970, formatiile de dans erau Tn mod obisnuit organizate conform
caracteristicilor formatiilor satesti traditionale. In anii 1980, orchestrele caselor de
dans au inceput sa se concentreze pe amuzament mai degraba decat pe traditie.
De aceea, au fost organizate si formatii cu o componenta care nu exista printre
formatiile satesti traditionale, cum sunt formatiile transdanubiene de vioara-viola-
contrabas-cimpoi-voce. In prezent, desi se foloseste pe scard larga termenul
»autentic” prevaleaza o tendinta similarda, pentru ca o baza de date a formatiilor
caselor de dans din comunitatile satesti traditionale nu include niciodata formatii
cu o combinatie de vioara-viola-contrabas-lit6gardon-acordeon.

Fig. 15. Formatia Muzsikds (2012)
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