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SUMMARY

From the beginning, adapting rural Hungarian improvised dance to an
urban practice has been a journey of discovery. At the first Budapest
tdnchdz in 1972, named after the “dance houses” of Szék in Transylvania,
choreographers, professional dancers and invited musicians attempted to
mimic the improvisation of that village. The popularizing of similar events,
named the tdnchdz movement, boosted by a difficult political situation,
sent many musicians and dancers into Transylvania to find village events.
Growing availability of ethnographic materials and accessibility to village
dancers in Transylvania resulted in individual dancers and musicians
enthusiastically doing their own research on rural Hungarian dance and
music. As the tdnchdz movement spread throughout and beyond the
boundaries of Hungary and Romania, many more people shared video tapes
and recordings and experimented with the form. This study explores
practices of this group as they seek to preserve this material, surveying
competing visions of authenticity and varying solutions to issues of
improvisation.

REZUMAT

Incd de lainceput, adaptarea dansului improvizat maghiar rural la o practicd
urband a fost o cdldtorie a descoperirilor. La prima casd de dans (tdnchdz)
din Budapesta, n 1972, numitd dupd ,,casele de dans” din Szék in
Transilvania, coregrafi, dansatori profesionisti si muzicieni invitati au
incercat sd imite improvizatia din acel sat. Popularizarea unor evenimente
similare, numitd miscarea tdnchdz, impulsionatd de o situatie politica
dificild, a trimis multi muzicieni si dansatori in Transilvania pentru a gdsi
evenimente in sate.

Disponibilitatea tot mai mare a materialelor etnografice si accesul la
dansatorii din satele transilvdnene au avut ca rezultat faptul cd dansatori si
muzicieni individuali au fdcut cercetdri proprii asupra dansului si muzicii
maghiare. Pe mdsurd ce miscarea caselor de dans s-a rdspdndit peste tot in
si dincolo de granitele Ungariei si Romdniei, mult mai multe persoane au
distribuit inregistrdri video si au experimentat aceastd formd de dans.
Studiul de fatd analizeazd practicile acestuia pe mdsurd ce cautd sd conserve
acest material, explordnd viziunirivale despre autenticitate si solutii variate
la probleme de improvizatie.
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Fig. 1: “Visa Dances at Visai Tanctabor (Visa Dance Camp), Visa (Visea, Cluj county),
Romania. July 28, 2019. Naci Macsingo, Primas” (photo and video by author).
https://lyoutu.be/jQyOTiscmbw

INTRODUCTION

“Who is now the expert?” a topic explored at the ICTMD South East
Europe conference in Cluj-Napoca (Hungarian: Kolozsvar, German: Klausenburg)
in October 2024, becomes an important question as dance as an integral part of
village life has rapidly fallen out of practice. For Hungarian rural dance, the
tdnchdz movement has explored and complicated this question by offering a
range of challenges and opportunities, approaches and prohibitions that for the
last 50 years have drawn enthusiasts, urban and rural, to the dance.

The tdnchdz movement is an effort to recreate the milieu of a range of
improvised dances developed within rural villages throughout the Hungarian-
speaking world. Although there are hierarchies of experts, each person is
encouraged to take ownership of the material and continue to research and learn
these various dance systems. This independence stems from a range of factors
including:

1. How the tanchdz movement began
2. Dance in the context of late-20th century social and political developments
3. Increasing availability of primary material
4. The nature of the material and how it is viewed and taught
I will talk about these points, as well as some fundamental problems, including:
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1. Originality in the context of preservation
2. The relationship between dancer and band

3. Copying

How the tanchdaz movement began

The tdnchdz movement grew out of ethnographic research conducted
throughout the 20" century by a host of people engaged in various approaches
to dance and music. These included ethnochoreologists and ethnomusicologists,
choreographers, physical education teachers, ethnologists, dancers, and
musicians. | have heard it said that the Hungarian field was a lucky size, because
people with different goals were meeting each other over and over, and sharing
information and perspectives.

The tdnchdz idea was suggested by Gyorgy Martin, an ethnochoreologist
who had endeavored to analyze and learn the rural art legényes through
interaction with his primary subject, Istvdn Matyas Mundruc,?® from Magyarvista
(Vistea, Cluj county) in the Kalotaszeg cultural area (Romanian: Tara Cdlatei) of
Transylvania as well as other dance systems. In first event, organized by the Bihari
dance group under Ferenc Novak with Martin and other supporters including
Séndor Timar, dancers from four performing groups3® and musicians Béla Halmos
and Ferenc Sebd attempted the improvised dances of Szék to see if they could
come close to replicating that village’s tdnchdz, or dance house. The first
Budapest tdnchdz took place on May 6, 1972. Much is written about this event.*°
Bela Halmos, violinist, talked about the difficulty of finding music and learning
improvisation, finally working with Gyérgy Martin’s recordings.*' While first
meant to be kept among professionals, it was soon decided to include the general
public. (Taylor, 2021:118). Tdnchdz bands founded their own regular dates to play
the material, and provided dance instruction (Taylor, 2021:118-119). This model
won UNESCO designation for Best Safeguarding Practice in 2011.#* The process
mainly consists of teaching participants the movement and attitude of a dance
through practicing basic figures which participants can combine freely or
according to certain rules.*® Figure 2 gives an example of tdnchdz teaching and
practice today.

38Various notes on these interactions have been collected in Martin, Gyorgy. 2004. Mdtyds Istvdn
'Mundruc': egy kalotaszegi tdancos gyéniség vizsgdlata (Matyas Istvan 'Mundruc': An Examination of
a Kalotaszeg Dance Talent). Budapest: Planetas.

39The HDVSZ Bihari Janos Tancegyiittes, the Vegyipari Dolgozdk Sézakszervezete Bartdk Béla
Tancegyiittes, the Vasas M6vészegyiittes and the Epitk Vadrdzsak Néptancegyiittes (Székely
2024:67).

49 Many accounts can be found on the Hagyomanyok Haza website https://hagyomanyokhaza.hu/.
Accounts listed here include (Halmos, undated), (Taylor, 2021, see especially chapter 4), (Székely,
2024:63-70), (Frigyesi, 1996).

41 (Halmos, undated: 3), (Frigyesi, 1996: 61-62), (Székely, 2024)

42 https:/[/ich.unesco.org/en/decisions/6.COM/9.8 .

43 In my observation, material taught has passed through a number of stages; first, regional
dances were taught combining figures from throughout the region, then teaching focused on
specific villages, now many are teaching the dance figures of individual dancers.
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Fig. 2. “Fond Szerda tanctdnitas és tanchdz: Maros-Kikdillok vidéke (Fono
Wednesday dance lessons and dance house: Maros-
Kukillokregion).”https://www.youtube.com/watch?v=WyQk92jnEkw
https://youtu.be/PwpjGJeFmOw

Tdanchdz’s new approach to folk dance moved responsibility for
determining many elements concerning the material from the choreographer to
the dancer. It would be hard to overemphasize the implications of this choice,
which ultimately took dance off the stage and created a new social sphere, the
urban tdnchdz.

DANCE IN THE CONTEXT OF LATE-20™ CENTURY SOCIAL AND POLITICAL
DEVELOPMENTS

Tdnchdz served political as well as social goals. In the dark days of state
socialism 15+ years after the suppressed Hungarian Revolution of 1954, tdnchdz
provided a hidden means of protest.#* Dance in general was fostered by the
Russian Communists; the Moiseyev Dance Company providing the model of a
smooth, collective society, all working together for a common good.* Igor
Moiseyev helped greatly with the establishment of the Hungarian State
Ensemble, although that group’s first Choreographer (later Artistic Director),
Miklds Rabai, was much more involved in ethnographic dance research and the
accurate representation of Hungarian dance.*®* Dance groups run by amateurs,
sponsored by collectives, such as those noted earlier, or taking place in culture

44Balogh, Balazs and Fiilemile, Agnes. 2008. “Cultural Alternatives, Youth and Grassroots Resistance
in Socialist Hungary -~ The Folk Dance and Music Revival.” Hungarian Studies, 22:43-62.
https://epa.oszk.hu/01400/01462/00038/pdf/[EPA01462_hungarian_studies 2008 1-2_ 043-
062.pdf.

45See (Shay, 2002), especially chapter 3, 57-81 for Soviet Union support and expectations regarding
dance companies.

46In my interview with Maria Molnar, one of Rabai’s students at the Testnevelési Fdiskola,
thePhysical Education College in Budapest, she reported how, when bringing students to
Hungarian villages, he taught meticulous analysis of not only the dance, but the circumstances
surrounding them, who was dancing, and other considerations.


https://www.youtube.com/watch?v=WyQk92jnEkw
https://youtu.be/PwpjGJeFmOw

131

houses were well regarded and even required in some cases,* and if the people
doing the dancing undertook it for the purpose of maintaining a separate
Hungarian sensibility, then, as one participant said, “They came, and all they found
were people dancing.”#® The advantage was that you didn’t even need to
acknowledge to yourself that you were protesting or hollowing out a clean space
for yourself. Judit Frigyesi first played down the political element in tdnchdz, but
noted it provided researchers a place to go, with less political supervision.*®
Much tdnchdz material was from Transylvania, a mixed-nationality region
that had changed hands between Hungary and Romania. Hungarian, as well as
Romanian and Roma, dance in this area fostered by isolation, had continued to
develop in the second half of the 20" century, into an unusually soloistic and
virtuosic form. Going to Transylvania and looking for weddings and other village
events to join became a way to show solidarity with Hungarians there, and a
favorite activity for tdnchdz-goers for learning dances. Romanian officials,
nervous about the Hungarians crossing into Transylvania and about the mixing of
rural and urban minorities, sought to interfere, with rules, such that people should
not talk to foreigners and no foreigner could sleep within the country, interpreted
by visitors as within boundaries of a town. One frequent traveler told me how she
camped just outside the sign for Sz&ék.>° This danger was real—Istvan Addm, Bela
Halmos’s Roma violin teacher was frequently beaten, and Laszlo Kelemen, a
Transylvanian native living in Hungary, told me of how he only escaped beating or
worse because he was traveling with an American girl.> Zoltan Kéllos, the primary
Hungarian ethnographer working in Transylvania, was thrown in prison.>
Despite the danger, a local tdnchdz movement began in Transylvania.>
Andrds Sinko told me how as a conservatory violin student, he and his friends
would go to community events along with Roma musicians. He said the musicians
were suspicious until they saw they could have the conservatory students play the
gig and then collect the money themselves.>* lldikd Németh, then a student in
Cluj, said that Kallos would help them with materials, but kept his distance for
their sake. She told me police would take tdnchdz organizers into custody on the
nights of events, releasing them when it was too late for the event to happen.>

47(Székely, 2024)

48 See (Szbnzei, forthcoming) on Secret Service surveillance of the tdnchdz movement.

49Frigyesi teases out a the various (often not political) threads that drew people from different
backgrounds and interests to participate in tdnchdz (Frigyesi, 1996). Taylor likewise links tdnchdz
to other trends such as the Beat movement, and she explores its position and utility within the
political system (Taylor, 2021).

50 Julia Bock, 9 May 2024

5'Personal discussion 2003 and (Kelemen, 2008). She was able to reach help from the Amercan
Embassy after they were detained by the police.

52 He was imprisoned for an unrelated offense, but he himself made the connection with his research
work (2006).

53 See (Kelemen, 2008) and (K8nczei and Kénczei, 2004) fordetailedaccounts of thisprocess.

54 Interview Kalotaszentkiraly 2005. Halmos also experienced this (Halmos, undated: 5).

55 InterviewKalotaszentkiraly 2005
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All these experiences added to the attraction of tdnchdz, building a culture
of social engagement and personal responsibility for one’s own knowledge
acquisition as well as exposing dancers to rural models. Folk dance was also
legitimated with the establishment of a folkdance department at the Allami Balett
Intézet (National Ballet Institute).”® Names of members of the first class,
graduating in 1975, Zoltan Zsurdfszky Zsurd, Zoltdn Farkas Batyu, and Istvan
Kosbor Kosbor (who dances in New Jersey), are found on many of the field notes
of archived dance films. Sdndor Timdr and other teachers taught amateur dancers
throughout the world how to improvise just as in Hungary and Transylvania.>’
Thus, dance enthusiasts began to think more deeply about how movements fit
together and building a personal dance, as well as finding new appropriate
figures.

Archival materials moved hand to hand. Aaron Székely told me about
learning legényes figures from videos he could hardly understand because they
had been copied so many times. Musical tapes and albums were also traded and
carefully dissected by ear. In Figure 3, amateur musicians in New York have
transcribed and memorized dances from the Sebd Ensemble’s1978 record album
Tdnchdzi muzsika -- Music in Folk Dance Rooms. Dances were taught by Steven and
Susan Kotansky, Americans involved in the Budapest tdnchdz movement, who had
returned to the US.5®

Fig.3.Mez8ségi Dances at Sunday Folk Dance Session in Earl Hall at Columbia
University, New York, NY on 12/12/1985.https://youtu.be/ijojLirmJto. Video
provided by Barry Winnaker.

INCREASING AVAILABILITY OF PRIMARY MATERIAL

As a response to the interest in traditional dance, collections actively
strove to make their films available. As a walk-in, the Laszlo Lajtha Library (now

56 https://mte.eu/tortenet/

57 | attended one of Timar’sworkshops in Boston in the 1980’s. In 2015, Takashi Kamiya reported on
Timar’s teaching trips to Japan, beginning in 1979 in “History of Magyar Néptanc in Japan,” a
PowerPoint presentation at the Hagyomdnyok Haza. Facebook 7-24-22

58 At the Balkan Folk Arts Center (1981 renamed Ethnic Folk Arts Center, now Center for Traditional
Music and Dance) at 179 Verick St. These classes were my first contact with the tdnchdz
movement.
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the Folklore Documentation Center) at the Hagyomdanyok Haza made a copy for
me of Gyorgy Martin’s Kalotaszegi films in Tiire in 1969, along with a photocopy
of the field notes. ZTI published video cassettes in the early 2000’s, including such
materials as Mundruc dancing legényes. As Székely notes, archival films have
generally been viewed as public domain (Székely, 2024). Sometime after YouTube
came out in 2005, Hungarian archival films became available in personal accounts.
Janos Fligedi developed and made available an online archive of films from the
ZTI collection which immediately became references for dance classes. The most
recent version of the archives is now the Néptdnc Tuddstdr of the BTK Zene
tudomanyilntézet [Knowledge Base of Traditional Dances of the RCH Institute for
Musicology] at https://neptanctudastar.abtk.hu/.

The fall of Communism in 1989 was followed soon by the first
Transylvanian dance camp.>°As the need for resistance disappeared, many feared
Tdnchdz would become less popular. However, the intrinsic attractiveness and
sophistication of the material, along with the resilience of tdnchdz as a social form
has resulted in generation after generation devoting themselves to Hungarian
dance at tdnchdz. Anna Székely’s new dissertation “K6z6sségés Autenticitas: A
Kortars Magyar Néptancos Revival Mozgalom Vizsgalata (Community and
Authenticity: An Examination of the Contemporary Hungarian Folk Dance Revival
Movement)” studies some of the core concepts of tdnchdz participants,
comparing generations and looking at how they are conceptualizing and realizing
the material today. Much attention is devoted to the relationship between newer
dancers and the last generation of villagers in Transylvania to have experienced
dance as central to their communities for most of their lives, whom they treasure
as “adatkézI6” (informants, or people of peasant origin and raised in traditional
lifestyle local representatives of styles).®°Her work, especially in terms of
contemporary views of authenticity, provides a window on how this generation is
handling one of the movement’s most knotty problems.

THE NATURE OF THE MATERIAL AND HOW IT IS VIEWED AND TAUGHT

Throughout the course of the movement, dance house participants
focused on the issue of where to turn to remain true to the material. For urban
dancers especially in Hungary, the solution has been the archival films from the
1960s by Gydrgy Martin and others. However, those archives hold a special trap,
in that they represent moments in the practice of very creative people. To truly
preserve the form, the element of serendipity and momentary invention must be
preserved. However, another concern looms large. How does a dancer find new
moves that fit with the dance without the boundaries of training and social
reaction of the community in which the dance developed?

59 Since then, many have followed, often set up by locals, such as in Gyérgyfalva and Jobbagytelke,
Transylvanians living in Hungary set up a gypsy camp in Commando, which is now in Zabola, The
Bartdk ensemble from Budapest set up the Visa camp after long personal association with local
people. Dance camps vary in program; generally taught by professional dancers, often bringing in
local people to demonstrate dances.

60 She also presents a short history of tdnchdz and the concerns of the founders.
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A locus of this issue involves the Kalotaszegi legényes, at home in the
Kalotaszeg region, just outside of Cluj to the west, and stretching down to the
south. This dance is considered the most developed of men’s solo dances and is
the most talked about in Martin’s writings. This dance consists of a series of
improvised units of dance or pont, 8-bar sequences corresponding to a musical
phrase. Similar to the music, a pont divides into 2-bar segments, generally
analyzed as abbc, or an introductory segment, followed by two segments of new
motives, which interact through repetition, reversal, or contrast. This is followed
by a 2-bar close. Figure 4 is the dance as danced by Ferenc Biro Fekete, with
musical phrases marked with capital letters. Dance phrase segments are marked
with small letters and annotated to note similar figures in different pont.®’

Fig.4. Legényes. Ferenc Biro Fekete -- 4-bar segment, music and dance
phrasing, motives.

https://youtu.be/mT4eUjGwMI8.

A video posted on YouTube of three Mundruc archival tapes (Figure 5)
gives a sense of the variety of motives a dancer can develop.

AAWM 25 Example 3. "Legényes.” Performed by Istvan Matya...

Fig. 5. Legényes. Performed by Istvan Matyds Mundruc, Magyarvista (Vistea, Cluj
county) September 1, 1967.

61 This example is taken from (Olson, in press)


https://youtu.be/mT4eUjGwMl8
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Martin notes that the traditional method of learning involved first
practicing small dance motives typical of the central section of the pont. When
these were mastered, dancers worked out their close and opening. Martin also
wrote about the functionality of the beginning and end of the pont, the a and ¢
sections. He notes that the close of the pont in this tradition ends with a step on
the last beat of the measure. The development of the opening, the first two bars
of pont, comes last, as a personal manner of beginning and moving to the middle
section. He suggests that the opening of the figure and the delayed first step
observed in many openings has to do with timing and balance at the end of the
previous pont.®2Martin expresses surprise that many dancers developed similar
openings. The use of a formulaic opening and closings allow the dancer seconds
to plan the placings of new material and the shape of his total performance with,
for example, more elaborate figures in later pont for a dramatic effect.

In contrast to this long-form instruction in the inventive possibilities and
requirements of this form, in my observation of dance classes, men tend to be
taught ready-made pont from the archive and instructed to seek out pont that suit
them and fit their bodies, thus instilling them with a reverence for the archive and
a reluctance to experiment or improvise, often resulting in hybrid combinations
of pont copied from different dancers and a new tradition of exact copies of
archival material.

However, Székely’s research into tdnchdz concepts of “autentikus”
[authentic] and “hiteles” [credible or convincing] suggests why such an approach
might be considered proper by this group. She notes: “According to researchers
of revival movements, groups tend to merge time and space in order to create a
‘new authenticity’ that is ‘infused with practice.”” Quoting Livingstone, “It is
determined by a belief in its timelessness, unbroken historical continuity and
purity of self-expression.” (Székely, 133). That is, revivalists can feel that they are
of the same cloth as those they are following and that through acting the same
they become part of an unbroken line.

ORIGINALITY IN THE CONTEXT OF PRESERVATION

Attending the Budapest ‘“Teddkipontot” Nemzetkdzi Legényes
versenyen, or “Make a Point” International Legényes Competition, a number of
consecutive years, Székely

Interviewed participants, judges, and informants, and reviewed
competition materials. For the main competition, contestants begin with a film
of a peasant dancer prepared by the judges. A contestant is to render every
movement of this dance faithfully, shaping his own body physique to model the
dancer. In addition, for an authentic performance, the contestant must present
the model dancer’s personality, his particular character or habitus, dance, and

62That is, as a pont ends on the third beat of the measure in this tradition (that is, western versions
of men’s dance), the dancer is not prepared to step on the first beat of the following opening
measure, and thus steps on the last half of that beat creating syncopation.
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performance style.®3 A sense of this exercise can be gained from a page on the
Hagyomanyok Haza website, Figure 6. The second part of the competition allows
the dancer to create a dance more freely, using figures from films of a number of
other people within the same village, also chosen by the judges. In a secondary
category “Hitelesel6adé” (Authentic Speaker), the dancer may be slightly freer
with the material, not producing an exact copy.

Another award is the “Egyéni megformalé” (Custom Shaper or Individual
Designer). In this case the dancer does well in the style, but is unable to copy
exactly another dancer. His dance is good, but it isn’t authentic.
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Fig. 6. “Akkorés Most” (“Then and Now”). Hagyomanyok Haz (House of
Traditions) website. https://hagyomanyokhaza.hu/hu/akkoresmost.

Mastery of a dance primarily from archival tapes has created some tension
when Budapest dancers who know the tapes by heart and want to demonstrate
their competence travel to Transylvania.®* Local Transylvanian dancers also know
the tapes, but they are more familiar with local village dancers. They tend to see
this as their own tradition and are perhaps less bothered by change that has
happened over time. Budapesters often feel the videos represent the high point,
things have gone downhill since, and they have to go back. When I discussed
these differences with Agnes Fiilemille, she said, “but they are so far away.”® |
feel her comment applies to in distance; Budapest is 467 km from Cluj. It would
seem that for these dancers it might also apply to time—dancing the videos in the
archives which are overwhelmingly from the 1960’s.

The reluctance of dancers to grapple with the requirement of personal
invention and fear of inappropriately changing the tradition by adding one’s own
invention is illustrated by a Legényes gathering organized by
choreographer/dancer Cdlin Orza in Cluj in 2011. Cdlin advertised that each dancer

63 “A versenyz8k szerint a kiadott paraszttancoshoz tartozik egy unkarakter, habitus, tancstilus,
el6adasmdd, melyet a felkésziilés soran igyekeznek a film és egyéb segédanyagok alapjan
meghatdrozni, elsajatitani és a szinpadon megmutatni.” (Székely, 2024: 148)quoting in part one of
her interviewees.

64 On one of my earliest trips to a Transylvanian dance camp (2006), a local dancer told me a joke
about researchers from Budapest working in Transylvania who filmed a man who had recently
hurt his leg. Ever afterwards, Budapesters danced with a limp.

6527 April 2012


https://hagyomanyokhaza.hu/hu/akkoresmost

137

should bring two prepared pont from the archive and two that they had found
themselves. | received this email from Bence Stanik®® reporting about the
gathering:

Finally, the Ordégtérgye Ensemble organized the 1. Erdélyi Legényestanc
Taldlkozé (the 1st Transylvanian Lads’ dance Workshop) on the 19th of November last
year. It didn't turn out as popular as we thought it would. Just me and a friend of mine
from the Ordégtérgye Ensemble tried to show a new concept-legényes (men’s)-dance
performance. Nobody else actively participated from outside our immediate circles,
but there were quite a few spectators eager to take part in the discussions.
In my dance | tried to find and show new folk dance motives, not just a new sequence
of the already existing/collected ones. | think | came up with one or two new moves.
My friend built and showed a strong new sequence of known moves. | think the basic
idea of what Calin talked about is the same. | know about 150-200 good “legényes”
dancers in Transylvania but just about 10 improvise every time in front of the musician.
Just a few, but it's no wonder as long as the first instruction that we get from the folk
dance instructors in Transylvania and Hungary is: "try to imitate the old village men
from the tape, the original kalotaszegi legényes-dance is what you see on the tapes."
So, I think there is a serious problem with the teaching methodology of folk dances as
this approach is not going to support the development of free self-expression in
dance. | think there is a way for compromise between the conservative school (just
the original) and the liberal platform (Calin nearly singlehandedly). We do have to
preserve the original kalotaszegi legényes dance but if we want to keep it alive, we have
to let it find its renewed, actual formulas. So, we have a lot to learn from the Gypsies
[sic], they don't have dance-schools or any kind of learning institution, and that's why
their dance developed a lot in these years too.

THE RELATIONSHIP BETWEEN DANCER AND BAND

A further problem in grounding one’s practice in the archive is the
potential to lose the special relationship between dancers and band. The archival
collector’s practice of filming just short shots of the dancer facing forward,
necessitated by that time’s technical limitations, masked this relationship. Martin
himself said he was unable to render a true village event as it happened (Martin,
2020). Within the traditional context, this was a sort of alliance in which the band
created a supportive and creative space for the dancer. The relationship which
results has been called “choreomusical intimacy” (Quigley and Varga, 2020) which
creates a unified, interdependent performance in which each part has a
place.®’Quigley and Varga with Pali Marci observed that often both Budapest
dancers and musicians had not had the exposure to Transylvanian models to keep
a driving beat and responding to each other. Figure 7 gives an example of a spatial
situation that complicates the relationship between band and dancer.

66 Dated July 1, 2012
67 Quigley and Varga discuss at length with their primary informant, Primds Filep Marton (Pali Marci),
how bands respond to and “help” the dancer. (Quigley and Varga, especially 123, 129-30)
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Fig. 7. “Magyar tanchaz Hagyomanyok hdza 05 18 Hungarian folk dance
Budapest” https://youtu.be/SFBmrBfGVp8.¢®

COPYING

Yet another issue which bears research is that of copying itself. Noted
earlier was the value put on creating a representation of a master dancer. Among
legényes dancers and afficionados, copying various expert dancers becomes a
form of communication as people recognize parts from the archive. A related
question is copying in terms of social and economic capital. To what extent does
a figure belong to one dancer as a signature move?

A fruitful way of exploring this issue is offered by working with Roma
musicians and dancers, in what is still an unbroken, living tradition. Within
informal discussions, villagers have told me they did not mind being copied. For
example, Marika Takdcs told me “How else are they going to learn?” However,
Roma are more skeptical of copying, perhaps because they can still obtain
compensation from their material and it is much more bound with identity. In any
case, this deserves continuing research, and could shed light on the traditional
dance context, where some figures were used in common and some were only
seen in the dance of one person.®® Broadening our understanding of this aspect
could make room for dancers to “find” or invent personal figures that do not need
to enter the common repertoire. It could also aid dance analysis in understanding
how figures originate and are shaped in the movement planes of specific bodies.

68 Taken from Kriszti Hornydk (2024, May 19) “Magyar tdnchaz Hagyomdnyok haza 05.18 -
Hungarian folk dance Budapest,” 32 sec. (viewed May 4, 2025).

69 Pali Marci noted about Sandor Varga: “He has been in Szék a longtime, knowsallthe old
gooddancers and learnedfromthembzstealing. Thatdsthewayyouhavetolearn, notbybeing told,
»twototheleft, two tot he right.”


https://youtu.be/SFBmrBfGVp8
https://www.youtube.com/@krisztitaylor
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CONCLUSIONS

In conclusion, within the tdnchdz movement, there is an emphasis on
striving to become one’s own expert individually, through various means. These
include dance classes, individual practice, and study of archival and embodied
sources. As Székely points out, the last include mesterek, “masters,” remaining
village dancers who were active in the 1960’s and continue to dance. She notes
the first layer of researchers who worked with villagers at that time are also often
considered mesterek. Figure 8 shows dancers at the Visai Tanctabor observing
masters. Dancers also turn to the archive of films made in the 1960’s when the
village milieu consisted of the dances under study.

W -
Fig. 8. Visai Tdnctabor, Master Dancers from Visa, camp faculty, local dancers,
and campers. Magyarpalatka Banda with Florin Kodoba, Primas, July 24, 2019.
Video by author. https://youtu.be/bmhFvNobSYc

Celebrated is the level of originality and invention within this art, achieved
through improvisation. However, in an inherent contradiction (not lost on many
participants), the consensus is that invention must remain within the limits of the
observed. In fact, in the case of the competition Székely explores, the highest
level to be reached involves the exact representation of segments of the classic
archival films (albeit with the persona of the modern dancer shining through).

One solution to the invention/innovation problem involves improvising
with motives extracted from the films, an approach explored in different ways by
dancers from Timar Sandor to the present”in regard to solo dances (and a
process used in couple dancing, improvising with basic motives seen within
couple dances). Henrik Kovdcs presented a related idea at the ICTMD
Ethnochoreology meeting this summer”—choosing a few motives from a general
list and trying them together (Kovacs, 2024). Some have catalogued the motives
of specific dancers.”

70 Székely suggests that Timar may have had a similar approach.
71 (Kovécs, 2024)
72 For example, (Karacsony, 2019).


https://youtu.be/bmhFvN0bSYc
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A different model, suggested by Orza, involves finding new, personal pont
or figures in the manner of the “masters” themselves. However, this seems to be
either rejected by most, or too fraught to attempt.

Taking these various approaches into account within this world of
dedication to preserving/saving a rural art which all agree is of great value, the
final answer to who is the expert would seem to be: You are (or could be) - but
dance responsibly!

O COMUNITATE DE EXPERTI: TRANSMITEREA
CUNOSTINTELOR DESPRE DANS SI MUZICA iN CADRUL
MISCARII CASELOR DE DANS

Cuvinte cheie
Dans traditional, improvizatie, autenticitate, tdnchdz sau casa de dans maghiara

Fig. 1: ,,Dansuri din Visea la Visai Tdnctdbor (Tabara de dansuri Visea ), Visea, jud.
Cluj, Romania, 28 iulie 2019. Naci Macsingo, primas” (foto si video realizate de
autoare), https://youtu.be/jQyOTiscmbw

INTRODUCERE

»Cine este expertul acum?” — un subiect explorat la Conferinta ICTMD
Europa de Sud-Est din Cluj-Napoca (in maghiard: Kolozsvdr, in germana:
Klausenburg) n ocrombrie 2024, devine o intrebare importanta in contextul in
care dansul ca parte integrantad a vietii satului dispare rapid din practica. Pentru
dansul rural maghiar, miscarea tdnchdz” a explorat si complicat aceastd intrebare
prin oferirea unei serii de provocari si oportunitati, abordari si interdictii care, in
ultimii 50 de ani, au atras inspre dans entuziasti din sate si orase.

73 Tanchaz-ul (casa de dans) a fost locul de desfasurare a evenimentelor de dans social ale taranilor
din Szék (Sic, jud. Cluj), un sat maghiar din Transilvania Centrald, Romania, pana in anii 1990, iar
termenul a fost preluat de adeptii dansului folcloric. In timp ce alte sate foloseau termeni similari,
cum ar fi tdncos hdz or tdncold hdz (aproximativ casa de dans), din anii 2000, termenul tdnchdz a
fost aplicat din ce In ce mai mult evenimentelor de dans sdtesc unde adeptii dansului urban si
satenii danseazd impreuna.


https://youtu.be/jQyOTiscmbw
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Miscarea tdnchdz este un efort de a recrea mediul unei serii de dansuri
improvizate dezvoltate in sate In toate zonele vorbitoare de limba maghiara. Desi
exista Intregi ierarhii de experti, fiecare persoana este incurajata sa isi asume
materialul si sa continue sa cerceteze si sa invete aceste sisteme diferite de dans.
Aceasta independenta provine dintr-o serie de factori cum sunt:

1. Modulin care ainceput miscarea tdnchdz

2. Dansulin contextul dezvoltdrilor sociale si politice de la finalul secolului al
XX-lea

3. Cresterea disponibilitatii materialului de baza

4. Natura materialului si modul cum este privit si predat.

Voi vorbi despre aceste aspecte, precum si cateva probleme de baza, cum sunt:
1. Originalitatea Tn contextul conservarii
2. Relatia dintre dansator si trupa
3. Copierea.

CUM A INCEPUT MISCAREA TANCHAZ

Miscarea tanchdz a aparut Tn urma cercetdrilor etnografice efectuate de-
a lungul secolului al XX-lea de catre o serie de persoane implicate in diverse
abordari ale dansului si muzicii. Printre acestea s-au numarat etnocoreologi si
etnomuzicologi, coregrafi, profesori de educatie fizica, etnologi, dansatori si
muzicieni. Am auzit spunandu-se ca mediul maghiar avea o dimensiune
norocoasa, deoarece oameni cu obiective diferite se intalneau mereu si mereu,
impartasind informatii si perspective.

Ideea tdnchdz a fost sugerata de Gydérgy Martin, un etnocoreolog care se
straduise sa analizeze si sa Tnvete arta rurald legényesi (fecioreascd) prin
interactiunea cu subectul sau principal, Istvan Matyds Mundruc’* din Magyarvista
(Vistea, jud. Cluj) din zona culturald a Kalotaszeg (Tara Calatei) din Transilvania,
precum si alte sisteme de dans. In primul eveniment, organizat de grupul de dans
Bihari condus de Ferenc Novdak si Martin si alti suporteri, printre care Sandor
Timar, dansatori din patru grupuri care sustin spectacole’”> si muzicienii Béla
Halmos si Ferenc Sebd au Tncercat dansurile improvizate din Sic pentru a vedea
daca s-ar putea apropia de o reluare a caselor de dans rurale. Primul eveniment
tdnchdz din Budapesta a avut loc in data de 6 mai 1972. S-a scris mult despre acest
eveniment’®. Bela Halmos, violonist, a vorbit despre dificultatea de a gasi muzica
si de a invata improvizatia, lucrand in cele din urma cu inregistrarile lui Gyorgy

74Diverse note despre aceste interactiuni au fost adunate Tn Martin, Gyorgy. 2004. Matyas Istvan
'Mundruc': egy kalotaszegi tancos gyéniség vizsgélata (Matyaslstvan '"Mundruc': an Examination
of a Kalotaszeg Dance Talent). Budapesta: Planetas.

75The HDVSZ Bihari Jadnos Téncegyiittes, the Vegyipari Dolgozdk Sézakszervezete Bartdk Béla
Tancegyiittes, Vasas M8vészegyiittes si Epiték Vadrézsdk Néptancegyiittes (Székely 2024:67).

76 Numeroase relatdri pot fi gasite pe site-ul HagyomanyokHaza https://hagyomanyokhaza.hu/.
Printre relatdrile enumerate aici se numara (Halmos, nedatat), (Taylor, 2021, vezi in special
capitolul 4), (Székely, 2024:63-70), (Frigyesi, 1996).



142

Martin”’. Desi a fost gandit initial pentru a fi pastrat in randul profesionistilor, s-a
decis curand includerea publicului larg (Taylor, 2021:118). Trupele de tdnchaz si-au
stabilit propriile intalniri regulate pentru a interpreta materialul si au oferit lectii
de dans (Taylor, 2021:118-119). Acest model a castigat desemnarea UNESCO pentru
Cea mai buna practica de conservare in 201178, Procesul consta in principal in
predarea miscarii si atitudinii unui dans prin exersarea unor figuri de baza pe care
participantii le pot combina liber sau conform anumitor reguli’®. Figura 2 ofera un
exemplu de predare si practica in stilul tdnchdz in prezent.

el W RAERLAY, W B

——

6@ 8 » -

Fig. 2.“Fond Szerda tanctdnitas és tdnchdz: Maros-Kukullok vidéke (Lectii de
dans si casa de dans organizate miercurea in Fono: zona Mures-Tarnave).”
https://www.youtube.com/watch?v=WyQk92jnEkw
https://youtu.be/PwpjGleFmOw

Noua abordare a dansului popular fin stilul tdnchdz a mutat
responsabilitatea pentru determinarea multor elemente privitoare la material de
la coreograf spre dansator. Ar fi greu sd supra-amplificam implicatiile acestei
alegeri, care Tn cele din urma au scos dansul de pe scena si au creat o noud sfera
sociala, casa de dans urbana.

DANSUL IN CONTEXTUL DEZVOLTARILOR SOCIALE SI POLITICE DE LA FINALUL
SECOLULUI XX

Tdnchdz a servit atat obiective politice, cat si sociale. In zilele intunecate
ale socialismului de stat, la mai mult de 15 ani dupa Revolutia Maghiara inabusita
din 1954, tdnchdz a oferit un mijloc ascuns de protest®. Dansul in general a fost

77 Halmos, nedatat: 3), (Frigyesi, 1996: 61-62), (Székely, 2024).

78 https:/fich.unesco.org/en/decisions/6.COM/9.8.

79 Din observatiile mele, materia predata a trecut printr-o serie de etape; mai intai, dansurile
regionale au fost predate combinand figuri din intreaga regiune, apoi predarea s-a concentrat pe
anumite sate, iar acum multi predau figurile de dans ale dansatorilor individuali.

80 Balogh, Baldzs si Fiilemile, Agnes. 2008. ,,Alternative culturale, rezistentd la nivel de tineret sila

nivel local in Ungaria socialista - Renasterea dansului traditional si a muzicii.” Studii maghiare,

22:43-62. https://epa.oszk.hu/01400/01462/00038/pdf/[EPA01462_hungarian_studies_2008 1-

2_043-062.pdf.

https://epa.oszk.hu/01400/01462/00038/pdf/[EPA01462_hungarian_studies 2008 1-2_043-

062.pdf.


https://www.youtube.com/watch?v=WyQk92jnEkw
https://youtu.be/PwpjGJeFmOw
https://ich.unesco.org/en/decisions/6.COM/9.8
https://epa.oszk.hu/01400/01462/00038/pdf/EPA01462_hungarian_studies_2008_1-2_043-062.pdf
https://epa.oszk.hu/01400/01462/00038/pdf/EPA01462_hungarian_studies_2008_1-2_043-062.pdf
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promovat de comunistii rusi; Compania de Dans Moiseyev a oferit modelul unei
societati colective, armonioase, in care toti lucrau impreuna pentru un bine
comun®. Igor Moiseyev a contribuit enorm la infiintarea Ansamblului de Stat
Maghiar, desi primul coregraf al acestui grup (mai tarziu director artistic), Miklds
Rabai, a fost mult mai implicat in cercetarea etnografica a dansului si Tn
interpretarea exactd a dansului maghiar®. Grupuri de dans conduse de amatori,
sponsorizate de colective, precum cele mentionate anterior, sau care fsi
desfdsurau activitatea 1n case de culturd aveau un bun renume si erau chiar
solicitate in unele cazuri®, iar dacd dansatorii faceau ceea ce faceau in scopul
mentinerii unei sensibilitati ungare separate, atunci, dupa cum a declarat un
participant, ,,Au venit si tot ce au gasit au fost oameni care dansau’?4. Avantajul
era ca nici mdcar nu era nevoie sd recunostiin sinea ta ca protestezisau caiti creezi
un spatiu curat pentru tine insuti. Judit Frigyesi a minimalizat la Tnceput elementul
politic din tdnchdz, dar a remarcat ca le-a oferit cercetatorilor un loc unde sa se
ducd, cu mai putina supraveghere politica®.

O mare parte din materialul tdnchdz era din Transilvania, o regiune cu
nationalitati mixte, care facuse schimburi intre Ungaria si Romania. Dansurile
maghiare, ca si cele romanesti si rome, continuasera sa se dezvolte in aceasta
zond, favorizate de izolare, in a doua jumatate a secolului al XX-lea, intr-o forma
neobisnuita solistica si de virtuozitate. Calatoriile in Transilvania si cautarea de
nunti si alte evenimente satesti la care se putea participa a devenit o modalitate
de a demonstra solidaritate cu maghiarii de acolo si 0 ocazie preferata pentru
participantii la tdnchdz de a Tnvata dansuri. Autoritatile romane, nelinistite de
trecerea maghiarilor in Transilvania si de amestecarea minoritatilor rurale cu cele
urbane, au incercat sd interving, cu reguli ca oamenii sa nu vorbeasca cu strainii si
niciun strdin sa nu poata dormi in tard, interpretate de vizitatori ca fiind pe
teritoriul unui oras. O doamna care calatorea frecvent mi-a relatat cum a campat
chiar dincolo de tabla cu denumirea localitatii Sic®. Acest pericol era real - Istvan
Adam, profesorul de vioard rom al lui Bela Halmos a fost batut frecvent, iar Laszlo
Kelemen, de origine transilvdneand, dar care traia in Ungaria, mi-a relatat ca a
scapat de bataie sau de ceva mai rau pentru ca a calatorit cu o fata din America®.

81 Vezi (Shay, 2002), in special capitolul 3, 57-81, pentru sprijinul si asteptarile Uniunii Sovietice cu
privire la companiile de dans.

8 n interviul meu cu Maria Molnar, una dintre studentele lui Rébai la Testnevelési Féiskola, Colegiul
de Educatie Fizica din Budapesta, ea arelatat cum, atunci cand aducea studentiin satele maghiare,
acesta i preda o analiza meticuloasa nu numai a dansului, ci si a circumstantelor din jurul lor, a cine
dansa si a altor consideratii.

83 (Székely, 2024)

84 Vezi (Szbnzei, in curs de aparitie) despre supravegherea miscdrii tdnchdz de catre Serviciile
Secrete.

85 Frigyesi scoate in evidentd diversele fire (adesea nepolitice) care au atras oameni din medii si
interese diferite sa participe la tdnchdz (Frigyesi, 1996). De asemenea, Taylor leaga tdnchdz de alte
tendinte, cum ar fi miscarea Beat, si exploreaza pozitia si utilitatea sa n cadrul sistemului politic
(Taylor, 2021).

86 Julia Bock, 9 mai 2024

87 Discutie personald 2003 si (Kelemen, 2008). Ea a reusit sd obtina ajutor de la Ambasada Americana
dupa ce au fost retinuti de politie.
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Zoltan Kallos, cel mai important etnograf maghiar care lucra in Transilvania, a fost
aruncat in inchisoare®®.

In ciuda pericolului, o miscare tdnchdz locala a inceput in Transilvania®.
Andras Sinko mi-a povestit cum un student violonist de la conservator, el si
prietenii lui mergeau la evenimente comunitare impreuna cu muzicieni romi. El
spunea ca muzicienii au fost suspiciosi pana cand au vazut ca puteau sa ii pund pe
studentii de la conservator sa cante la aceste petreceri, iar apoi sa incaseze ei
banii®®. lldiké Németh, pe atunci studenta la Cluj, a spus ca Zoltan Kallos ii ajuta cu
materialele, dar pastra distanta de dragul lor. Mi-a spus ca politia ii lua in custodie
pe organizatorii caselor de dans in serile evenimentelor sifi elibera cand era prea
tarziu pentru ca evenimentul sa mai aiba loc?".

Toate aceste experiente au contribuit la atractivitatea caselor de dans,
construind o cultura a angajarii sociale si a responsabilitatii personale pentru
propria acumulare de cunostinte, precum si expunand dansatorii la modele rurale.
Dansul folcloric traditional a fost, de asemenea, legitimat prin infiintarea unui
departament de dansuri populare la Allami Balett Intézet (Institutul National de
Balet)®. Numele membrilor primei promotii, care au absolvit in 1975, Zoltdn
Zsurafszky Zsurd, Zoltan Farkas Batyu si Istvan Kosbor Kosbor (care danseaza in
New Jersey), se gasesc pe multe dintre notitele de teren ale filmelor cu dansuri
arhivate. Sdndor Timar si alti profesori i-au invatat pe dansatorii amatori din
intreaga lume cum sa improvizeze, la fel ca in Ungaria si Transilvania®. Astfel,
pasionatii de dans au inceput sd se gandeasca mai profund la modul in care
miscarile se iTmbina si la construirea unui dans personal, precum si la gasirea de noi
figuri potrivite.

Materialele de arhiva se transmiteau din mana in mana. Aaron Székely mi-
arelatat ca a invatat figuri de legényes din filmari in care de abia se mai vedea ceva
pentru ca fusesera copiate de atatea ori. Casetele si albumele muzicale erau de
asemenea obiectul schimburilor si disecate atent dupa ureche. In Figura 3,
muzicieni amatori din New York au transcris si memorat dansuri de pe discul din
1879 al Ansamblului Sebd intitulat Tdnchdzi muzsika (Muzicd din Casele de Dans).
Dansurile erau predate de Steven si Susan Kotansky, americani implicati n
Miscarea Caselor de Dans din Budapesta, care se intorsesera in SUA%4.

88 El a fost Inchis pentru o infractiune fara legaturd, dar el insusi a facut legatura cu munca sa de
cercetare (2006).

89 Vezi (Kelemen, 2008) si (K6nczei si K&nczei, 2004) pentru relatdri detaliate ale acestui proces.

9° Interviu Kalotaszentkiraly 2005. Halmos a experimentat si el acest lucru (Halmos, nedatat: 5).

9" Interviu 2005

92 https://mte.eu/tortenet/

93 Am participat la unul dintre atelierele Iui Timar din Boston in anii 1980. in 2015, Takashi Kamiya a
relatat despre excursiile de predare ale lui Timdr in Japonia, incepand din 1979 in ,,Istoria Magyar
Néptdnc in Japonia”, o prezentare PowerPoint la Hagyomdnyok Héza. Facebook 7-24-22

94 La Centrul Balcanic de Arte Traditionale (redenumit fn 1981 Centrul de Arte Traditionale Etnice,
acum Centru pentru Muzica si Dans Traditional) de pe strada Verick nr. 179. Aceste cursuri au fost
primul meu contact cu miscarea tdnchdz.
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Fig. 3. Dansuri Mez8ségi la o Sesiune Duminicala de Dansuri Folclorice
Traditionale la Earl Hall la Universitatea Columbia, New York, NY la 12/12/1985.
https://youtu.be/ijojLirmJto. Filmare oferita de Barry Winnaker.

DISPONIBILITATEA TOT MAI MARE A MATERIALULUI DE BAZA

Ca raspuns la interesul pentru dansul traditional, colectiile s-au straduit T
mod activ sa isi faca filmele disponibile. Biblioteca Laszlo Lajtha (acum Centrul de
Documentare Folclorica) de la Hagyoményok Haza a facut pentru mine o copie a
filmului lui Gydrgy Martin Kalotaszegifilms in Tiire in 1969, impreuna cu o fotocopie
a notitelor de teren. ZTI a publicat casete video la Thceputul anilor 2000, inclusiv
materiale cu Mundruc dansand legényes. Dupa cum noteaza Székely, filmele de
arhiva au fost in general considerate domeniu public (Székely, 2024). La un timp
dupd lansarea YouTube 1n 2005, filmele de arhiva maghiare au devenit disponibile
in relatari personale. Janos Fligedi a dezvoltat si a pus la dispozitie o arhiva online
de filme din colectia ZTI, care au devenit imediat referinte pentru cursurile de
dans. Cea mairecenta versiune a arhivelor este acum Néptdnc Tuddstdr a BTK Zene
tudomanyilntézet [Baza de cunostinte despre dansurile traditionale a Institutului
de Muzicologie al RCH] la https://neptanctudastar.abtk.hu/.

Caderea comunismului 1n 1989 a fost curand urmata de prima tabara de
dans din Transilvania®®. Pe masura ce nevoia de rezistenta a disparut, multi s-au
ingrijorat ca Tdnchdz va deveni mai putin populara. Cu toate acestea, atractivitatea
si sofisticarea intrinseci ale materialului, impreuna cu rezilienta tdnchdz ca forma
sociala, a avut ca rezultat generatii dupa generatii care s-au devotat dansului
ungar practicat in tdnchdz. Noua teza a Annei Székely, K6z6sségés Autenticitds: A
Kortdrs Magyar Néptdncos Revival Mozgalom Vizsgdlata (Comunitate si
autenticitate: o analiza a miscarii maghiare contemporane de renastere a dansului
traditional) studiazd unele dintre conceptiile fundamentale ale membrilor
tdnchdz, comparand generatii si privind modul cum se conceptualizeaza si
realizeaza materialul astazi. Se acorda multa atentie relatiei dintre dansatorii mai

9 De atunci, au urmat multe altele, adesea infiintate de localnici, cum ar fi in Gydrgyfalva si
Jobbagytelke, ardelenii care locuiesc in Ungaria au infiintat o tabara de romi in Commando, care
se afla acum n Zabola, ansamblul Barték din Budapesta a infiintat tabara Visa dupa o lungd
asociere personala cu localnicii. Taberele de dans variaza ca program; in general, sunt predate de
dansatori profesionisti, adesea aducand localnici pentru a exemplifica dansuri.


https://youtu.be/ijojLirmJt0
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noi si ultimii sateni din Transilvania care au trdit dansul ca parte centrald a
comunitatilor lor iTn cea mai mare parte a vietii lor, pe care i pretuiesc ca adatké6zI6
(informatori sau tarani crescuti in modul de viata traditional)®®. Lucrarea ei, in
special In ceea ce priveste conceptiile contemporane despre autenticitate, ofera
0 imagine asupra modului in care aceasta generatie se ocupa de una dintre
problemele cele mai spinoase ale acestei generatii.

NATURA MATERIALULUI SI CUM ESTE PRIVIT SI PREDAT

Pe tot parcursul miscarii, participantii la casele de dans s-au concentrat pe
o problema: unde sa se indrepte pentru a ramane fideli materialului. Pentru
dansatorii din orase, mai ales Tn Ungaria, solutia au fost filmele de arhiva din anii
1960 realizate de Gydrgy Martin si altii. Totusi, acele arhive contin o capcana
speciala, prin faptul cd reprezinta momente din practica unor oameni foarte
creativi. Pentru a conserva intr-adevar forma, elementul de desuetudine si
inventie momentana trebuie pastrat. Totusi, o alta ingrijorare pandeste in umbra:
cum gaseste un dansator miscdri noi care se potrivesc cu dansul fara limitele
impuse de instructie si de reactia sociald a comunitatii in care s-a dezvoltat dansul?

Un punct central al acestei probleme il reprezinta dansul legényes originar
din regiunea Kalotaszeg (Tara Calatei), chiar 1anga Cluj, la vest, si se intinde spre
sud. Acest dans este considerat cel mai dezvoltat dintre dansurile solo masculine
si este cel mai discutat in scrierile lui Martin. Acest dans consta dintr-o serie de
unitati improvizate de dans sau pont, secvente de 8 masuri corespunzatoare unei
fraze muzicale. Similar muzicii, un pont se imparte in segmente de 2 masuri,
analizate in general ca abbc, sau un segment introductiv, urmate de doua
segmente de motive noi, care interactioneaza prin repetitie, inversare sau
contrast. Acesta este urmat de o incheiere de 2 masuri. Figura 4 prezintd dansul
asa cum a fost dansat de Ferenc Biro Fekete, cu fraze muzicale marcate cu
majuscule. Segmentele de fraze de dans sunt marcate cu litere mici si adnotate
pentru a:’nota figuri similare in pontok diferite?’.

- . % § | \ N
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9 De asemenea, ea prezintd o scurtd istorie a tdnchdz si preocupdrile fondatorilor.
97 Exemplu preluat din Olson, in curs de tiparire.
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Fig. 4. Legényes. Ferenc Biro Fekete - segment de 4 masuri, frazarea muzicii si
dansului, motive.
https://youtu.be/mT4eUjGwMI8.

O filmare postata pe YouTube cu trei casete de arhiva cu Mundruc (Figura
5) ofera o impresie a varietatii de motive pe care le poate dezvolta un dansator.

Fig. 5. Legényes. Interpretat de Istvan Matyds Mundruc, Vistea, jud. Cluj, 1
septembrie 1967

Martin observa ca metoda traditionala de invdtare implica mai intai
practicarea unor mici motive de dans tipice sectiunii centrale a pontului. Dupa ce
acestea erau stapanite, dansatorii lucrau la inchidere si deschidere. Martin a scris,
de asemenea, despre functionalitatea inceputului si sfarsitului pontului, sectiunile
a si c. El observa ca inchiderea pontului in aceasta traditie se termina cu un pas pe
ultima bataie a masurii. Dezvoltarea deschiderii, primele doua masuri ale pontului,
vine ultima, ca 0o maniera personald de aincepe si de a trece la sectiunea din mijloc.
El sugereaza ca deschiderea figurii si primul pas intarziat observat in multe
deschideri au legaturd cu sincronizarea si echilibrul de la sfarsitul pontului
anterior®®. Martin fsi exprimd surprinderea ca multi dansatori au dezvoltat
deschideri similare. Utilizarea unei deschideri si inchideri bazate pe o formula
permite dansatorului secunde pentru a planifica plasarea materialului nou si
forma executiei sale in ansamblu, de exemplu, cu figuri mai elaborate in pontul
ulterior pentru un efect dramatic.

In contrast cu instructia de lunga durata in sfera posibilitatilor de inventie
si cerintelor acestei forme, am observat personal cd, in timpul orelor de dans,
tendinta e ca barbatilor sa li se predea pontok gata facute din arhive si sa fie
instruiti sa caute pontok care li se potrivesc si sunt in acord cu corpurile lor,
inspirandu-li-se astfel un respect pentru arhiva si o retinere de a experimenta si
improviza, avand adesea ca rezultat combinatii hibride de pontok copiate de la
dansatori diferiti si 0 noua traditie de copii exacte de material arhivat.

98 Adicd, deoarece un pont se termina pe a treia bataie a masurii in aceasta traditie (adica versiunile
occidentale ale dansului fecioreasca), dansatorul nu este pregétit sd calce pe prima bataie a
urmatoarei masuri de deschidere si, astfel, calca pe ultima jumdtate a acelii bdtai, creand o sincopa.


https://youtu.be/mT4eUjGwMl8
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Totusi, cercetdrile lui Székely asupra conceptelor tdnchdz de autentikus
(autentic) si hiteles (credibil sau convingator) sugereaza de ce o astfel de abordare
ar putea fi considerata potrivita de catre acest grup. Ea noteaza: ,,Potrivit
cercetadtorilor miscarilor de renastere, grupurile tind sa fuzioneze timpul si spatiul
pentru a crea o «noua autenticitate» care este «infuzata de practica»”. Citandu-|
pe Livingstone, ,,Aceasta este determinata de credinta in atemporalitatea sa,
continuitatea istorica neintreruptd si puritatea auto-exprimarii” (Székely, 133).
Adica, sustinatorii renasterii pot simti ca sunt din acelasi material cu cei pe care fi
urmeaza si cd, actionand la fel, devin parte a unei linii neintrerupte.

ORIGINALITATEA IN CONTEXTUL CONSERVARII

Participand la Budapesta la Teddkipontot Nemzetkdzi Legényes
versenyen, sau ‘“Make a Pont” Concursul International de Legényes, timp de mai
multi ani consecutivi, Székely aintervievat

participanti, membri de jurii si informatori si a revizuit materiale de la
concursuri. Pentru concursul principal, participantii incep cu un film cu un
dansator taran pregdtit de juriu. Participantii trebuie sa redea fiecare miscare cu
fidelitate, modelandu-si propriile miscari corporale pentru a imita dansatorul. in
plus, pentru o interpretare autentica, participantul trebuie sa prezinte
personalitatea dansatorului-model, caracterul sau particular, dansul si stilul de
interpretare®. Ne putem face o idee despre acest exercitiu de pe o pagina de pe
website-ul Hagyomanyok Hdaza, Figura 6. A doua parte a concursului permite
dansatorului sa creeze un dans mai liber, folosind figuri din filmari ale mai multor
persoane din acelasi sat, alese tot de juriu. Intr-o categorie secundars,
Hitelesel6adé (Vorbitor autentic), dansatorul poate fi putin mai liber cu materialul,
farad a produce o copie exacta.

Alt premiu este Egyéni megformdld. Tn acest caz dansatorul interpreteaza
bine Tn stilul dat, dar nu reuseste sa imite exact un alt dansator. Dansul sdu e bun,
dar nu e autentic.

JEGYEK WEBARUHAZ FOLKNAPTAR FOLKRADIO NEPMOVESZETI JELENTES  (B) MOST SZ0L: 36 raita (Nagydobromy) - WUlEN Q. [ ©) @ ¢

MAGYAR
==== Ly ROLUNK v PROGRAMOK v TEVEKENYSEGEINK v MAGYAR ALLAMINEPI EGYUTTES v

MAGYAR NEPI IPARMOVESZETI MUZEUM v

99 “A versenyzOk szerint a kiadott paraszttdncoshoz tartozik egy Unkarakter, habitus, tancstilus,
el6adasmdd, melyet a felkésziilés soran igyekeznek a film és egyéb segédanyagok alapjan
meghatdrozni, elsajatitani és a szinpadon megmutatni.” (Székely, 2024: 148) citand partial un
respondent.
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Fig. 6. Akkorés Most (Atunci si acum). Website-ul Hagyomdnyok Hdza (Casa
Traditiilor). https://hagyomanyokhaza.hu/hu/akkoresmost.

Stdpanirea unui dans invatat in principal de pe benzi de arhiva creeaza o
oarecare tensiune atunci cand dansatori din Budapesta care cunosc benzile pe de
rost si vor sa isi demonstreze competenta cdlatoresc in Transilvania'®. Dansatorii
transilvaneni locali cunosc si ei benzile, dar sunt mai familiarizati cu dansatorii din
satele din regiune. Ei tind sa vada acest lucru ca pe propria lor traditie si sunt poate
mai putin deranjati de schimbarile care au avut loc de-a lungul timpului. Cei din
Budapesta simt adesea ca videoclipurile reprezinta punctul culminant, ca lucrurile
au degenerat de atuncisi ca trebuie sa seintoarcd. Cand am discutat despre aceste
diferente cu Agnes Fiilemille, ea a spus: ,,Dar sunt atat de departe”™'. Simt ca
afirmatia ei se aplicd distantei; Budapesta se afld la 467 km de Cluj. S-ar pdrea ca
pentru acesti dansatori s-ar putea aplica si timpului - dansand pe videoclipurile din
arhive, care sunt in mare parte din anii 1960.

Reticenta dansatorilor e a se conforma cu cerinta inventiilor proprii si
teama de a modifica traditia in mod nepotrivit prin addugarea de elemente
personale este ilustrata de o fintalnire de Legényes organizata  de
coregraful/dansator Calin Orza in Cluj Tn 2011. Calin a anuntat cad fiecare dansator
trebuie se aduca doua pontok exersate din arhiva si doua gasite de ei insisi. Am
primit de la Bence Stanik'®acest e-mail care descrie intalnirea:

In cele din urma, Ansamblul Ordégtérgye a organizat primul Atelier de Dansuri
Fecioresti Transilvane (Erdélyi Legényestanc Talalkozd) pe 19 noiembrie anul trecut.
Nu a fost atat de popular pe cat am crezut ca va fi. Doar eu si un prieten de-al meu de
la Ansamblul Ordégtérgye am incercat s3 prezentdm un concept nou - spectacolul de
dans legényes (fecioresc). Nimeni altcineva din afara cercurilor noastre apropiate nu a
participat activ, dar au fost destui spectatori dornici sd ia parte la discutii.
In dansul meu am incercat sa gasesc si sa arat motive noi de dans traditional, nu doar
0 noua secventad din cele deja existente/culese. Cred cad am adus una sau doua miscari
noi. Prietenul meu a construit si a ardtat o noud secventa puternica de miscari
cunoscute. Cred ca ideea de baza din ce a spus Calin este aceeasi. Cunosc cam 150-200
de dansatori de legényes buni in Transilvania, dar doar aproximativ 10 improvizeaza de
fiecare data in fata muzicianului. Doar cativa, dar nu e de mirare, atata timp cat prima
instructiune pe care o primim de la instructorii de dans traditional din Transilvania si
Ungaria este: ,,Incercati sa fi imitati pe satenii batrani de pe caset, ceea ce vedeti pe
casete e dansul original legényes din Tara Calatei...”. Asadar cred cd existd o problema
serioasa cu metoda de predare a dansurilor traditionale, fiindca aceasta abordare nu
va sprijini dezvoltarea auto-exprimarii libere in dans. Cred ca exista o cale de
compromis intre scoala conservatoare (care sustine doar originalul) si platforma

100 fntr-una dintre primele mele c3l3torii la o tabara de dans din Transilvania (2006), un dansator local
mi-a spus o glumd despre niste cercetatori din Budapesta care lucrau in Transilvania si care
filmasera un barbat care se ranise recent la picior. Dupd aceea, locuitorii din Budapesta au dansat
schiopatand.

10127 aprilie 2012

102 Datat 1iulie 2012
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liberala (reprezentatd de Calin aproape singur). Trebuie intr-adevar sa pastram dansul
original legényes din Tara Cdlatei, dar daca vrem sa il tinem in viatd, trebuie sa il [asam
safsi gaseasca formulele innoite, actuale. Asa ca avem multe de invatat de la romi [sic],
ei nu au scoli de dans si nici un fel de institutie educativa, si din cauza asta dansul lor s-
a dezvoltat mult in acesti ani.

RELATIA DINTRE DANSATOR SI TRUPA

O alta problema in ancorarea practicii in arhiva este potentialul de a pierde
relatia speciala dintre dansatori si trupa. Obiceiul culegdtorilor de arhive de a filma
doar cadre scurte cu dansatorul orientat inspre inainte, impus de limitarile tehnice
ale vremii, a mascat aceasta relatie. Martin Tnsusi a spus ca nu a putut reda un
eveniment satesc real asa cum a avut loc (Martin, 2020). In contextul traditional,
aceasta era un fel de alianta in care trupa crea un spatiu suportiv si creativ pentru
dansator. Relatia care rezultd a fost numitd ,,intimitate coreomuzicald” (Quigley
si Varga, 2020), care creeazd o interpretare unitard, interdependentd, in care
fiecare parte Tsi are locul'®. Quigley si Varga cu Pali Marci au remarcat ca adesea
nici dansatorii, nici muzicienii din Budapesta nu fusesera expusi direct modelelor
transilvanene care sa mentina un ritm impulsionant si o responsivitate reciproca.
Figura 7 ofera un exemplu al unei situatii spatiale care complica relatia dintre trupa
si dansator.

R’ € P =
Fig. 7. Magyar tdnchdz Hagyomdnyokhdza 05 18 Hungarian folk dance Budapest.
https://youtu.be/SFBmrBfGVp8.'°4

COPIEREA

Totusi, un alt aspect care se cere analizat este aspectul imitatiei propriu-
zise. Mai devreme am remarcat valoarea acordata credrii unei reprezentari a unui
maestru dansator. Printre dansatorii si pasionatii de legényes, a copia diversi

103 Quigley si Varga discutd pe larg cu informatorul lor principal, primasul Filep Marton (Pali Marci),
despre modul in care trupele raspund si ,,ajutd” dansatorul. (Quigley si Varga, in special 123, 129-
30).

104 Preluat de la Kriszti Hornyak (2024, 19 mai) ,,Magyar tanchaz Hagyomanyok haza 05.18 - Dans
traditional maghiar, Budapesta”, 32 sec. (vizionat la 4 mai 2025).
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dansatori experti devine o forma de comunicare, deoarece recunosc parti din
arhiva. O problema inrudita este imitarea vazuta ca un capital social si economic.
In ce masura o figura apartine unui anumit dansator ca miscare caracteristica?

O modalitate fructuoasa de a explora aceasta problema este oferita prin
lucrul cu muzicieni si dansatori romi, Th ceea ce este Tncd o traditie vie,
neintrerupta. In cadrul discutiilor informale, satenii mi-au spus ca nu ii deranjeaza
sa fie imitati. De exemplu, Marika Takdcs mi-a spus: ,,Cum sa invete altfel>”. Cu
toate acestea, romii sunt mai sceptici fata de imitare, poate pentru cd pot inca sa
obtind compensatii din materialul lor si este mult mai legat de identitate. in orice
caz, aceasta cercetare merita sa fie continuata si ar putea aduce lumina asupra
contextului dansului traditional, unde unele figuri erau folosite Tn comun, iar altele
erau vazute doar n dansul unei singure persoane'®. Extinderea intelegerii noastre
asupra acestui aspect ar putea crea spatiu pentru ca dansatorii sa ,,gdseasca” sau
sa inventeze figuri personale fara a fi necesar ca acestea sa intre in repertoriul
comun, ceea ce ar putea totodatd sa sprijine analiza dansului prin Tntelegerea
modului in care figurile Tsi au originea si sunt modelate Tn planurile de miscare ale
unor anumite corpuri.

CONCLUzII

In concluzie, in cadrul miscarii tdnchdz, se pune accent pe stradania de a
deveni propriul maestru individual, prin diverse mijloace. Acestea includ ore,
practica individuala si studiul surselor arhivate siihcorporate. Dupa cum subliniaza
Szekely, ultimele din acestea includ mesterek (maestri) — sateni aflati in viata care
dansau n anii 1960 si continua sa danseze in prezent. Ea mentioneaza ca primul
strat de cercetdtori care au lucrat cu sdtenii la vremea respectivd sunt si ei
considerati maestri. Figura 8 prezinta dansatori de la Visai Tanctabor observand
maestrii. Dansatorii recurg si la arhive de film realizate Tn anii 1960, cand mediul
rural continea dansurile care fac obiectul studiului.

105 Pali Marci a remarcat despre Sandor Varga: ,,El a fost in Szék multa vreme, ii cunoaste pe toti
vechii dansatori buni si ainvdtat de la ei furand. Acesta este modul in care trebuie sa inveti, fara sa
ti se spund ,,doi la stanga, doi la dreapta”.
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Fig. 8. Visai Tanctabor, maestri dansatori din Vistea, instructori, dansatori locali si
turisti. Magyarpalatka Banda cu Florin Kodoba, primas, 24 iulie 2019. Filmare
realizata de autoare. https://youtu.be/bmhFvNobSYc

Se onoreaza nivelul de originalitate si inventivitate din aceasta arta,
obtinut prin improvizatie. Cu toate acestea, intr-o contradictie inerentd (sesizata
de multi participanti), consensul este ca inventiile trebuie sa ramana in limitele
celor observate. De fapt, in cazul concursului analizat de Szekely, cel maiinalt nivel
realizabil include reprezentarea exactd a unor segmente din filmele clasice de
arhiva (in care totusi transpare persona dansatorului modern).

O solutie la problema inventiei/inovatiei implica improvizatia cu motive
extrase din filmari, o abordare explorata in moduri diferite de catre dansatori, de
la Timar Sandor pana in prezent'®, in ceea ce priveste dansurile solo (si un proces
utilizat in dansul in pereche, improvizatia cu motive de baza observate in dansurile
in pereche). Henrik Kovdcs a prezentat o idee similara la conferinta de
etnocoreologie ICTMD din aceastd vara'” - alegerea catorva motive dintr-o lista
generala si testarea lor impreund (Kovdcs, 2024). Unii au catalogat motivele
anumitor dansatori'®.

Un model diferit, sugerat de Orza, presupune gasirea de pontok sau figuri
noi, personale, in stilul ,,maestrilor” insisi. Cu toate acestea, e o varianta respinsa
de majoritate sau prea tensionata pentru a fi pusa Tn practica.

Luand n consideratie aceste abordari diferite In aceasta lume dedicata
conservdrii/salvarii artei rurale, despre care toti sunt de acord ca are o mare
valoare, raspunsul final la intrebarea cine este expertul pare sa fie: Tu esti (sau ai
putea fi) - dar danseaza responsabil!
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