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PROGRAM
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8.30-9.00 Arrival, registration
9.00-9.15 Opening address (P4l Richter, Drago Kunej)

09.20-10.40 * Chair: LaszI6 Felfoldi

IDEOLOGICAL AND AESTHETIC BACKGROUND
Anna Székely: The Hungarian revival movement’s encounter with traditional folk culture

Soma Salamon: Changing Times, Perpetual Tradition? Generational Narratives of Folk Music
Interpretation in the Hungarian Tdnchdz Movement

RELATIONSHIP WITH NATIONAL AND INTERNATIONAL RESEARCH
ON FOLK MUSIC AND FOLK DANCE

Weronika Grozdew-Kotaciriska - Jacek Jackowski: Polish traditional music documentary
recordings as a source for scientific research and musical practice for the Dance House
movement in Poland

Alina Stan: The Camelia and Nelutu Motoc school of Romanian traditional dance, Cluj-Napoca:
A model for the research, preservation and transmission of the authentic Romanian dances

10.40-11.00 Coffee break

11.00-13.00 ¢ Chair: Pal Richter

STATUS OF THE MOVEMENT WITHIN THE HISTORY OF FOLK
REVIVALS IN HUNGARY AND ABROAD

Laszl6 Felfoldi: Folk dance revival in participatory context in Hungary and abroad
Vivien Bondea: Parallel dance cultures: Traditional Moldavian dances in various scenes

Mojca Kovacic: Folk revival movement in Slovenia: Conceptual frameworks of the cultural
and ethnomusicological society Folk Slovenia



23. 05. TUESDAY <Y rapers in English

Colin Quigley: Participatory choreomusical folk revivals: Juxtaposing the Hungarian Dance
House Movement and the North American Old Time Music scene

Razvan Rosu: A country that did not experience tanchdz: About the monopoly of folk
ensembles in Romania

Drago Kunej: Folk music revival in Slovenia

13.00-14.00 Lunch

14.00-17.00 * Chair: Drago Kunej

14.00-14.40 Keynote paper

Agnes Fiilemile: The Hungarian folk revival movement in a socio-historical context
- points and questions (online presentation from the USA)

INTERNATIONALISATION OF THE MOVEMENT

Zina Bozzay: Applying the tanchdz method to worldwide Hungarian folk singing teaching
Barbara Morongova: Slovakia and its place on the international tinchdz movement map
Rebeka Kunej: The echo of the tdnchdz movement in Slovenia

15.40-16.00 Coffee break

Laura Kolackovska: Dance houses in the Slovak Republic and the Czech Republic
in contemporary urban settings

Kalman Magyar: Tanchaz in North America - An intercultural journey
Sergio de la Ossa: An outsider and insider’s reflections on the tanchdz movement

17.30 Folk music concert
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09.00-12.00 * Levezetd elnok / Chair: Varga Sandor

09.00-09.40 Nyitd el6adds / Keynote paper
Pavai Istvan: Tanchaz falun és varoson, egykor és ma

INTEZMENYESULES ES A MOZGALOM IDEOLOGIAI, ESZTETIKAI HATTERE
IDEOLOGICAL AND AESTHETIC BACKGROUND
Richter Pal: Gondolatok a népzene esztétikajardl

Arendas Péter: ,Mindenki igy muzsikal, ahogy tud” - A falusi vondszenekari hagyomény
tovabbélése, a hiteles népzenei eladasméd jellemzdi

10.40-11.00 Kavésziinet

Agocs Gergely: Adalékok a magyarorszagi tanchdzmozgalom fejlédésvizsgdlatéhoz

Kdnczei Csongor: Kinek a mulatsdga? Az erdélyi varosi tanchazakrél a ,,mindenkori”
kultdrpolitika tiikrében

Pasku Veronika: Krnyezetpszicholdgiai szempontok a népzenei gy(jtések forraskritikai
értékelésénél

12.00-13.30 Ebédsziinet



MAJUS 24. SZERDA

M vl el6adésok
I agyar nyelvu eloadaso

24. 05. WEDNESDAY °  Papersin Hungarian

13.30-15.50 * Levezetd elnok/Chair: Kata Risko

KAPCSOLAT A NEPZENE- ES NEPTANCKUTATASSAL
RELATIONSHIP WITH RESEARCH ON FOLK MUSIC AND FOLK DANCE

|)7

Németh Laszl6: ,Kobzan a dal magara vall” - A koboz tanchazas ,reneszansza”

és kultrtorténeti el6zményei

Liptak Daniel: A hagyomanyos zenekari jaték vizsgalatanak kezdetei a két haboru kézotti
magyar népzenekutatasban

Brauer-Benke Jézsef: Autentikus és nem autentikus hangszerek és zenekarok Moldvaban
14.30-14.50 Kavésziinet

A MOZGALOM SZEREPE A HATARON TULI MAGYARSAG ES A DIASZPORA
KOREBEN, NEMZETKOZIVE VALASA ES HATASA KULFOLDON
INTERNATIONALISATION, IMPACT AND ROLE OF THE MOVEMENT
WITHIN THE ETHNIC HUNGARIAN COMMUNITIES IN THE NEIGH-
BOURING COUNTRIES, THE HUNGARIAN DIASPORA, AND ABROAD

Karacsony Zoltan: A revival mozgalom hatdsa az inaktelki legényes-hagyomanyra
Nagy Gabriella: Gyorgyfalva tancéletének djraélesztése

Kovacs Néra: A magyar néptanc megjelenitése az argentinai magyar diaszpdra sajtoter-
mékeiben

15.50 Zérsz6 / Closing address
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Anna Székely PhD student, Institute for Musicology RCH, Budapest
THE HUNGARIAN REVIVAL MOVEMENT’S ENCOUNTER
WITH TRADITIONAL FOLK CULTURE

In my presentation, I will describe the history, origins, and beginnings of
the Hungarian tdnchdz also known as the dance house movement, which
started in 1972. The encounter with traditional folk culture was an impor-
tant milestone at the start of the movement, which can be defined as a cul-
tural subgroup in terms of its organisation and operation. In my academic
research, I focus on the current urban folk dancing community but in order
to understand its behaviour, motivations, and particularities, it is necessary
to discover its beginning. I considered it important to study the group from
a historical perspective, so my investigation includes an analysis of the an-
tecedents as well as of the experiences of a group of urban folk dancers in
an organic dance event in a Transylvanian village called Szék (Sic, Roma-
nia). My hypothesis is that the examined community seeks a personal and/or
mediated relationship with traditional folk culture and its phenomena, and
therefore I interpret the folk dance movement as a community of experience.
The presentation will also describe how the key figures of the early period of
the dance movement (such as urban folk singers, choreographers, dancers,
and folk musicians) established personal contact with traditional folk dance,
folk music, and their performers and how these experiences influenced the
movement’s sense of identity and worldview

Soma Salamon DLA, Institute for Musicology RCH, Budapest
CHANGING TIMES, PERPETUAL TRADITION? GENERATIONAL
NARRATIVES OF FOLK MUSIC INTERPRETATION IN THE
HUNGARIAN TANCHAZ MOVEMENT

Over the last fifty years of the tdnchdz movement, hundreds of thousands
of folk music and folk dance enthusiasts have come into daily contact with



folklore through the tdnchdz method and the Hungarian model of revival.
Over the past decades, it has become clear that the narratives of revival are
constantly changing as time passes, domestic and international social pro-
cesses change, and the known folklore material expands and folklore inter-
pretation methods change. This process generates a number of interpretive
differences between the generational cohorts that make up the movement.
These discourses permeate the public life of the revival, generating many dis-
agreements and debates, but also providing a good opportunity for research.
The aim of my paper is to provide a diachronic overview of the generational
narratives of folk music interpretation in the dance music movement, the
musical trends that have shaped the revival from time to time, the methodo-
logical issues raised by the changing environment, and the responses to them.

Weronika Grozdew-Kolaciniska PhD - Jacek Jackowski PhD,

The Institute of Art of the Polish Academy of Sciences, Warsaw
POLISH TRADITIONAL MUSIC DOCUMENTARY RECORDINGS
AS A SOURCE FOR SCIENTIFIC RESEARCH AND MUSICAL
PRACTICE FOR THE DANCE HOUSE MOVEMENT IN POLAND

The biggest collection of Polish traditional music documentary recordings
have been assembled in the PAN Institute of Arts’ Phonographic Collection.
Its most important and most valuable items are the oldest recordings of per-
formers born in the second half of the 19th century singing and playing the
instruments. The collection is a scientific set of sources intended for use
mainly in the ethnomusicological research.

In spite of that, transcriptions of selected recordings have been used as
a repertoire for the artistic regional groups since the very beginning of the
collection. A great interest in the recordings was shown among the amatour
circles in the last decade of 20th century. It was due to the formation of
the traditional music revival movement in crudo in Poland and to the urban
Dance Houses (inspired by the hungarian ones) being built (Warsaw 1994,
Poznan 2000). The report will focus on two complementary aspects:

1. A specific nature of the musical archive documentation and its dissem-
ination by the scientific environment (including the matter of distributing
the collected sources and technology-related difficulties);

2. Ways of using the recordings in the perfomative and educational prac-
tices by the Dance House movement in Poland (festivals, workshops, indi-
vidual artistic improvement).

A
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Ways of cooperation between the ethnomusicological environment and
traditional music practice’ animators will be an important focus of the lec-
ture.

LdszI6 Felfoldi PhD, Institute for Musicology RCH, Budapest
FOLK DANCE REVIVAL IN PARTICIPATORY CONTEXT
IN HUNGARY AND ABROAD

Since the beginning of the European folklore revival movements, many ways

of preserving dance traditions in present day popular culture. From them

three outstand as most characteristic ones. One is the sports-like, health-pro-
tecting model, the other is the presentational-type dance art model, and the

third is the participatory model providing social entertainment for a com-
munity. In the background of these are different cultural understandings and

cultural policies, which place different emphasis on the question of national

identity, on individual and community aspects, and on the current socio-po-
litical goals, which are served by folklore revival movements. The three mod-
els listed above do not appear in pure form independently of each other, but
occur mixed with each other, and their ratio changes over time. The Western

European and the American model place a much greater emphasis on recre-
ational and health-protecting revival activities in association forms, club-
like context, which take place within a strictly regulated, legal framework.
See the example of the English Folk Dance and Theater Society, founded

in 1932. Developers of the Eastern European model, including the Hungar-
ian one, followed the stage dance model from the beginning (between the

two world wars), emphasizing more and more the need to integrate into

classical art dance. The dance house movement (tdnchdz mozgalom), which

started in the 1970s, meant a turning point in folklore revival. It turned to

be a grassroots movement, focusing on the “mother tongue - nature” and

cultural heritage character of dances practiced on the dance house event in

a participatory way. Organizers tried and try to providing free access to the

widest national community to learn this mother tongue.

In this paper the author tries to illuminate the similarities and dif-
ferences of the above described features of the folklore revival in Hungary
and abroad, based on the latest Hungarian cultural policies and the global
socio-cultural changes represented by the recent UNESCO programs.



Dr. Mojca Kovacic, Institute of Ethnomusicology ZRC SAZU, Ljubljana
FOLK REVIVAL MOVEMENT IN SLOVENIA - CONCEPTUAL
FRAMEWORKS OF THE CULTURAL AND ETHNOMUSICOLOGICAL
SOCIETY FOLK SLOVENIA

In Slovenia, there is an umbrella organisation that brings together folk revival
music players: the Cultural and Ethnomusicological Society Folk Slovenia.
In the 1990s, this organisation not only brought together some folk music
performers, but also, through partial institutionalisation, established certain
guidelines for the activities of its members and for the presentation of folk
music to the public. Through their activities, they defined the boundaries
of what was acceptable and unacceptable in the field of folk music revival,
and they promoted these ideas through workshops for the general public in
addition to public concerts.

In the introductory section, the paper looks at the ideas and methods of
some of the most prominent researchers of the folk revival movement in the
European scholarly space (Rostrom 2011, Bithell and Hill 2014) and offers
a reflection on their conceptual and methodological implications for project
work on the folk revival movement in Slovenia. The paper then chronologi-
cally traces the conceptual orientations and changes in the activities of the
Cultural and Ethnomusicological Society Folk Slovenia, which are also re-
flected in the music performed in concerts or recorded on CDs by the mem-
bers of the society, as well as in the ideology of folk revival as understood by
some members of the society.

Colin Quigley PhD,

University of Limerick and University of California Los Angeles
PARTICIPATORY CHOREOMUSICAL FOLK REVIVALS: JUXTAPOSING
THE HUNGARIAN DANCE HOUSE MOVEMENT AND THE NORTH
AMERICAN OLD TIME MUSIC SCENE

There are striking similarities between the 1970s Hungarian dance house
movement and the ‘old time music’ scene at the same period in the United
States, as well as among other dance/music transformations, somewhat
misleadingly referred to as (folk) revivals, of mid and late 20th century tra-
ditional rural vernacular social dance forms in Europe and North America.
Common features include similarities in aesthetic ideologies, transmission
processes, performance practice, and institutionalisation, first identified by

A



10

PAS

Tamara Livingston (1999) and subsequently refined and elaborated by Hill
and Bithell (2014). My own contributions to the investigation of such phe-
nomena identifies revivals closely linked with dance as a special case (2014
and 2019). These music/dance revivals share a characteristic experience of
choreomusical interaction between dancers and musicians. The nature of
this common socio-aesthetic experience helps to account for their distinc-
tive character among the diversity of music revivals more generally. At the
same time, differences among European village-based dance/music revivals
are influenced by the specifics of the choreomusical structures and perfor-
mance practices in question, while other differences derive from so-called
extra-musical aspects of choreomusical practice contingent on socio-histor-
ical context. The juxtaposition of US and Hungarian traditional dance/music
revivals is especially of interest due to the seeming polar opposition of their
socio-historical contexts; I have referred to these respectively as democratic
capitalist or centralized (if not quite totalitarian) socialist formations.
Rather than the surprising similarities I experienced between Hungarian
Dance House and North American traditional dance and dance music reviv-
als treated in my previous work on this topic, this presentation will explore
the nature of differences between these two examples consequent on both
the choreomusical structuring of interpersonal interaction and the societal
structuring of the social relations within which these take place.

Rdzvan Rosu PhD, Vienna
A COUNTRY THAT DID NOT EXPERIENCE TANCHAZ:
ABOUT THE MONOPOLY OF FOLK ENSEMBLES IN ROMANIA

The tdnchdz was an important cultural movement not just for Hungary and the
Hungarians, but also for the European revival of traditional music and dance.
Having its roots in the dances held at individuals” houses in Transylvania, this
movement proposed, since the early 1970s, dance events as opposed to stage
performances. The tdnchdz encouraged not just presenting music and dance
through events, as close as possible to the originals, but also conducting
detailed field research.

Transylvania was one of the main sources of inspiration for the tdnchaz
movement, and, at the same time, one of the most important regions from
where one recorded music and dances. However, this movement had almost
no influence on Romanian culture. During the communist period, the activ-
ists strictly controlled the scene of folk music (Rom. muzicd populard) and



used it with clear propagandistic purposes. Thus, the so called-folk ensembles
(Rom. ansambluri folclorice) presented folk music and dances in deformed
and spectacular ways. Usually, during this kind of show, one reduced Roma-
nian folk music and dances to pure divertissement for the lumpenproletariat.
Real traditional music managed to survive just in more remote villages, in a
marginal position. After the 1990s, once with the dissolution of the tradition-
al communities, most of the players and singers from the villages vanished
quickly. Paradoxically, nowadays the so-called folk ensembles, which are pre-
senting traditional music and dance in a deformed way are still occupying
a central role in Romania. Nevertheless, these are sustained financially by
the state are controlled politically, or are even involved in acts of corruption.

The present paper aims to give an answer to the following research ques-
tions: 1. Why a similar movement to the tdnchdz did not occur in communist
and post-communist Romania letting the way open for the monopoly of the
state folk ensembles? 2. What was the relationship between research and
stage performance during the 20 century in Hungary and Romania, when it
came to traditional dance and music?

Vivien Bondea PhD, Institute for Musicology RCH, Budapest
PARALLEL DANCE CULTURES - TRADITIONAL MOLDAVIAN DANCES
IN VARIOUS SCENES

After the change of regime in Hungary and in Romania, a lively relationship
developed between some Moldavian villages and the Hungarian dance house
movement. Alongside folk musicians, dancers, and tourists, professional and
laic researchers discovered Moldavia, and after the turn of the millennium,
Hungarian-language education with a strong emphasis on conscious preser-
vation of traditions began. As a result of increased interest and support, Mol-
davian traditional folklore groups were formed, and dance and music special-
ists started their performing and teaching activities. Moldavian dances have
been significantly influenced by new types of dance events such as organ-
ised dance filming, stage performances, dance camps or dance houses, but
at the same time these dances are still alive and transform in their organic
environment. The presentation discusses the trends in the formal, stylistic,
functional, and content changes of traditional Moldavian dances in dance
houses and on stage; the factors, motivations, and intentions behind these
changes; and how it is interpreted by Moldavian informants and members of
the Hungarian dance house movement.

11
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Zina Bozzay performer, researcher, composer, USA
APPLYING THE TANCHAZ METHOD TO WORLDWIDE HUNGARIAN
FOLK SINGING TEACHING

Drawing on over a decade of immersive ethnographic experience and inno-
vative cross-cultural teaching on opposite sides of the globe, this paper
shares methodologies used and results achieved in the Hungarian Folk Sing-
ing Circle (Népdalkor), which currently offers online Hungarian folk singing
classes to hundreds of participants from over 50 countries. With millions
of Hungarians living outside of the Carpathian Basin, the majority of whom
do not speak Hungarian, and many non-Hungarians interested in learning
about this repertoire, there is a critical need for high-quality, accessible,
English-language education suitable to these demographics. This paper in-
cludes the original context of Hungarian folk songs in traditional village life,
the teaching methodologies used in the tdnchdz movement over the past 50
years, and the application of this UNESCO-recognized Tanchdz Method to
non-Hungarian speakers and to the online medium. Results will be shown
through both participation statistics and musical examples.

Mgr. MgA. Laura Kolackovskd, DiS.art. Phd. student, The Academy

of Performing Arts in Prague, Music and Dance Faculty, Dance department
DANCE HOUSES IN THE SLOVAK REPUBLIC AND THE CZECH
REPUBLIC IN THE CONTEMPORARY URBAN SETTINGS

The topic of my research within my PhD. studies is a folk dance in contem-
porary urban settings. In recent years I have begun to notice a significant
shift from a presentational use of folklore (for the stage) to a participatory
one. Therefore, for the second year, I have been researching selected folklore
activities based on active dance participation in Bratislava, Brno and Prague.
I have included dance houses among the research sample, which have proven
to have a very strong position within the spectrum of other folklore activities
(for example, dance classes or folklore aerobics). In this thesis I also use
the dichotomy of participatory and presentational dance as an ethnochore-
ological category according to Andriy Nahachewsky (1995). I perceive the
research from the position of an active dancer of folk dances, a Slovak living
in the Czech Republic and last but not least as a student of dance anthropol-
ogy. The dance houses movement spread throughout Hungary in the 1980s,
further spread to Poland, Slovakia, Moravia and later the Bohemia at the turn



of the 20th and 21st centuries. The aim of this paper is to present the current
form of dance houses that are regularly held in Slovakia and the Czech Re-
public. The paper will provide several perspectives on this complex phenom-
enon. I am interested in the perspective of the organizers and their inten-
tions, but also in the perception of the dance houses by the participants and
their motivations. In the paper I work with the new term folklore activities
which are defined from the folklore revival movement (for the Czech and
Slovak environments characteristic for the second half of the 20th century).

Doc. dr. Drago Kunej, ZRC SAZU, Glasbenonarodopisni institut, Ljubljana
FOLK MUSIC REVIVAL IN SLOVENIA

In Slovenia, the first folk music revival performers appeared in the late 1970s,
but a significant increase in the folk music revival scene was observed in
the early 1990s. Similar to many socialist countries in East-Central Europe,
the folk music revival in Slovenia involved mostly urban intellectuals and
musicians whose repertoire and performance styles were largely based on
(old), mostly rural, local musical traditions and practices. Many members
of the group already had experience playing in various folk dance ensembles,
they also often collected or researched the folk music tradition themselves
and incorporated it into their repertoire. Many of them had also received
formal musical education and had a wealth of experience in other musical
genres. In their musical activities they often followed the example of revival
groups abroad, with Hungary and the dance house movement occupying a
special place. For many folk music revival groups in Slovenia the Hungarian
groups were a role model: besides the specific connection of the folk music
and dance tradition of Prekmurje and Porabje with the Hungarian tradition
(this music was revived by many groups in Slovenia as well as in Hungary),
the phenomenon of the dance houses and the special approach to the pre-
sentation of folk music served as a model for the Slovenian revival move-
ment. The paper focuses on the historical perspective of the emergence and
development of the folk music revival movement in Slovenia and analyze the
beginnings of the activities of the folk music revival groups, their musical
orientation and organization.

13
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Kdlmdn Magyar musician, program organizer and manager (international
lawyer, business law) USA

TANCHAZ IN NORTH AMERICA - AN INTERCULTURAL JOURNEY

When the Tanchaz movement graced the shores of North America, it
became inextricably coupled with the international folklore movement and
its spirited “recreational” folk dancers. Leveraging existing Hungarian com-
munity-based dance ensembles in the North American diaspora, the Tanc-
haz movement only flourished because of the relationship between these
Hungarian and non-Hungarian groups, a “cultural diplomacy” phenome-
non. This intercultural experience is the hallmark of the melting pot and
mosaic of the North American way of life, and also the centerpiece of the
success of its Tanchaz movement - in the past, now, and in the future. This
presentation will provide a synopsis of North America’s international folk
dance movement, the birth of the continent’s Hungarian community-based
ensembles, how these forces merged to breathe life into the North American
Tanchaz movement, and an overview of its current status and a promising
outlook for the future.

Mgr. art., Mgr. Barbora Morongovd, PhD, Slovakia
SLOVAKIA AND ITS PLACE ON THE INTERNATIONAL TANZHAZ
MOVEMENT MAP

Rich cultural resources, the natural communicativeness of traditional music
and dance, and interactivity with the public are the basic pillars on which the
Tanchaz (dance house) movement is built. A flexible and functional concept
based on knowledge and respect for tradition with the ambition to enable
the participants to experience and cocreate a great atmosphere during live
music production are a perspective for the application of the project in a
local, national, international and cross-genre context. In Slovakia, the Dance
House Cycle of the Dragtini association represents a systematic educational
event with specific dramaturgy, organised in capital city Bratislava continu-
ously since 2002. The organisers and executors of this activity are the mem-
bers of the Draguni civil association. Even though there are in nowadays
other similar activities in Slovakia, the Dance House Cycle of the Draguni as-
sociation, which combines in a comprehensive manner professional training,
ethnochoreological, and ethnomusicological research, popularisation, pres-
ervation, and development of the intangible cultural heritage, it pertains to



the most developed ones in terms of professional approach and organisation.
This project is also officially inscribed on the Register of Best safeguarding
practices in Slovakia — national register built in accordance with main aims
and goals of UNESCO 2003 Convention. After more than 20 years the model
gradually became established in urban and rural environment. It became
part of many festivals, including the multi-genre festival Pohoda in Trencin.
Author will focus and clarify the starting points and beginnings of this activ-
ity, evaluate its main results and present visions for the future. Last but not
least will also present the main actors, values and benefits that Slovakia can
offer to the European and world scene in this area.

Rebeka Kunej Research Associate ZRC SAZU, Institute of Ethnomusicology,
Ljubljana
THE ECHO OF THE TANCHAZ MOVEMENT IN SLOVENIA

The idea of the dance house (tdnchdz) was introduced relatively late in Slo-
venia, despite its immediate proximity to Hungary and the similar political
situation rooted in socialism, along with the whole milieu of folk dance en-
sembles activities. Almost a quarter of a century after the first Hungarian
dance houses, the first attempts were made to introduce this movement in
Slovenia. In this paper, the author will analyse the various efforts to intro-
duce this model of dance events into the Slovenian dance space and criti-
cally evaluate the role of individuals and institutions in the transmission of
this dance practise. The multitude of different attempts, understandings and
actual modes of performance that can be traced in this context in contem-
porary Slovenia will be explained in more detail. In general, there are three
modes of understanding, which are also reflected in the actual realisations,
taking the position of either a ‘cultural’ or a ‘subcultural’ event. And have the
attempts in the Slovenian case turned into a real dance revival movement?
How vivid the tdnchdz model is and how glocalised it is will be the main ques-
tion this paper tries to answer.

15
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Alina Stan Lecturer PhD National Academy of Music ”Gheorghe Dima”
Cluj-Napoca, Romania

THE CAMELIA AND NELUTU MOTOC SCHOOL OF ROMANIAN
TRADITIONAL DANCE, CLUJ-NAPOCA - MODEL FOR RESEARCH,
PRESERVATION AND TRANSMISSION OF THE AUTHENTIC
ROMANIAN DANCES

Professors Camelia and Nelutu Motoc, with an activity in the choreographic
field for about 40 years, laid the foundations of the first authentic Roma-
nian dance school in Cluj 15 years ago (2008), in an original form, never
seen before in the offer of existing courses on the market. In addition to the
activity carried out with groups of children of different ages, they also facil-
itated access to courses for adults (from the most diverse fields of activity:
doctors, lawyers, teachers, engineers), people passionate about authentic
Romanian folklore and traditions. Compared to other folklore ensembles
in the city, the courses of this school offer participants the opportunity to
learn ,to dance” (acquiring specific steps/figures, as used to be danced in
the traditional Romanian village) from several areas of Transylvania, but
also Banat, Crisana, Maramures, free from the constraint of learning ”stage
choreography”. The source of the documentation is, first of all, the dancers
from the country (elderly people, who still know the dances of their area),
through the making of documentary video recordings over the years, as well
as consulting the specialized literature. In order to give the participants the
opportunity to dance in an “authentic” context, in 2011, they organized, for
the first time, the Romanian Dance House, which, after 12 years, reached its
48th edition. Participants dress in old folk costumes, listen, sing and dance
to authentic music performed live by a traditional band. On the other hand,
teachers Camelia and Nelutu Motoc carry out a systematic work of restitu-
tion of traditional dances, especially in the area of Cluj, in the villages where
they have been lost (no longer practiced in their authentic form), accessing
different cultural projects with local funding. Thus, they have a complete
picture of the choreographic phenomenon, both from a documentary point
of view and the current stage in the field.



Sergio de la Ossa, Spain
AN OUTSIDER AND INSIDER’S REFLECTIONS ON THE TANCHAZ
MOVEMENT

This paper examines several aspects related to the Hungarian folk dance re-
vival movement. The aspects, selected taking personal experiences as a point
of departure, include: the eventual influence of the revival on the interest of
tdnchdz-goers towards other peoples’ dances and music; the role and mean-
ing of Hungarian dances in a foreign milieu and in absence of Hungarians

or, more generally, of people acquainted with the dances; the knowledge of
the Tdnchdz movement in Galicia (Spain) and the role that the Hungarian

revival could play in shaping the recent Galician and other folk-dance reviv-
als; the matter of authenticity in music and dance outside of their original

rural context; and finally, the relation between dance and music research and

practice as witnessed in Galicia and Hungary.

PAPERSIN HUNGARIAN
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Gergely Agécs PhD, Hungarian Heritage House, Budapest
CONTRIBUTIONS TO THE ISSUE OF TRANSFORMATION IN THE
HUNGARIAN DANCE HOUSE (TANCHAZ) MOVEMENT

A prevalent and characteristic demand of Hungarian neo-folklorism has
been a faithful rendering of folklore phenomena. During the early 1970s, the
dance house movement emerged as a striking manifestation of this require-
ment and aimed at the preservation of original formal frameworks and func-
tions as well as contents. In this new wave of Hungarian music and dance
folklorism, the expectation to learn directly from the ‘pure source’ became,
by the end of the 1980s, the dominant principle for folk dance ensembles,
dance house bands, vocal and instrumental soloists, folk music schools, and
folk dance courses in Hungary and abroad. It is of particular value that the
dance house movement evolved through the direct application of the results
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achieved by Hungarian ethnography. In the first phase of the movement, the
club nights, summer camps, and training courses organized by the dance
houses served, among many others, as an alternative platform for opposi-
tional political opinions. Within the relationship of psychological and ethical
nature that developed in an ‘underground’ context among those interested
in folk traditions, both the public and protagonists of the movement, the
criticism of the positions expected by the cultural policy reinforced an ap-
proach that attributed positive, even moral, values to certain actions. In one
way or another, attitudes and value judgements within the movement dur-
ing this period was determined by categorical imperatives. However, in the
process of regime change in Hungary, oppositional attitudes could surface in
new, open forums, and the ‘oppositional magic’ of the dance houses began
to erode. During the first decade of the new millennium, the previously sold-
out dance houses of both the Hungarian capital and the larger towns closed
down or transformed into dance courses or folk pubs. In a society infused
with the rise of the World Wide Web, a new generation, typically raised in
folk dance ensembles, set the tone for live-music folk dance events. Due to
the ‘professionalization’ of these ensembles, this age group has adopted a
decidedly different approach to the values of folk art, an approach based on
a system of conditional urges, characterized by hypothetical imperatives.

Jozsef Brauer-Benke PhD, Institute for Musicology RCH, Budapest
AUTHENTIC AND NON-AUTHENTIC INSTRUMENTS AND
ENSEMBLES IN MOLDAVIA

As a rule, survival traditions can be documented in such parts of a language
area where traditional village communities are least exposed to modernisa-
tion. Since the Hungarians between the Eastern Carpathians and the Prut
River, or Moldavian Csangds, were separated from Hungary and the rest of
the Hungarian language area already during the Middle Ages and had lived
among Romanians of a different language and culture as an isolated ethnic
group, many archaic features survived in their folklore and material culture.
Prior to the end of communist rule in Romania, research in Moldavia was
difficult. However, from the 1990s onwards, many Hungarian ethnographers
started fieldwork in the Moldavian Csang6 settlements, mainly focusing on
the religious life, the music, and the dances. In addition to the scientific re-
search, an ideological trend also emerged, concerned with preserving the
identity, language, and culture of Moldavia’s Hungarians. Scholarly dis-



course designated this intervention coming from Hungary and Transylvania
as ‘Csangd rescue.” One might expect authenticity to be the priority of such a
rescue operation. However, the definition of authenticity in the actual prac-
tice tends to become a political and cultural-historical issue rather than a
scientific one. As can be documented from the 1990s onwards, dance houses,
dance camps, and guest performances initiated after the regime change in
the Romania have led to significant functional and formal-stylistic changes
in Moldavian Csdngé dances. Looking at the last two to three decades, we
get the overall impression of a ‘fashion folklorism’ of Moldavian folk dance
and folk music, which has been fostered by both local specialists and cul-
tural organizers in Hungary. In this context, one can observe changes in the
composition of the bands accompanying Moldavian dances that have largely
determined the style and performance manner of dance music. In my pres-
entation, I will review these changes concerning both the instruments and
the ensembles. I will also survey the reflexive effects of the Budapest dance
houses on contemporary Moldavian dance music culture.

Noéra Kovdcs PhD, Centre for Social Sciences, Institute for Minority Studies,
Budapest

REPRESENTATION OF THE HUNGARIAN FOLK DANCE IN THE PRESS
OF THE HUNGARIAN DIASPORA IN ARGENTINA

Research into the institutional systems of diaspora populations all over the
word indicate the presence of associations and dance groups meant to pre-
serve the tradition of ethnic dances. Cultivating folk dance is a characteristic
form of the connection of ethnic diasporas to their cultural roots, moth-
erland, or nation, while the situations of dance as a social practice display
this connection in a spectacular manner. Beyond the representation, it is
an effective way to develop attachment and experience emotional identifi-
cation, both as a community action and an individual experience, an aspect
that has been less emphasized in the literature, although equally important.
One starting point of this paper is a premise based on the recent observa-
tion of the transnational online medium of Hungarian folk dance: during the
last decade, folk dance has become an increasingly determining factor in the
relationship of the overseas diaspora with Hungary, as a social practice of
the generations far removed from the homeland culture. It is a spectacular
representation of belonging to the nation, which conditions the emotional
connection to the motherland and makes it a lived experience. The part of

19

A



20

PAS

the presentation based on empirical data aims to trace the temporal evolu-
tion of the issue, with particular focus on the antecedents of this situation. It

will also show how the topic of Hungarian folk dance appeared in the printed

and electronic media of a Latin American diaspora group from the beginning

of the dance house movement until recently. The press analysis also covers

the frequency and content of news related to folk dance, as well as the exam-
ination of the contexts of these appearances.

Csongor Konczei PhD,

Romanian Institute for Research on National Minorities, Cluj-Napoca
WHOSE ENTERTAINMENT? ON TRANSYLVANIAN URBAN
DANCE HOUSES IN THE LIGHT OF CURRENT CULTURAL POLICY

The revival movement of urban dance houses was one of the most impor-
tant movements of the last decades with a major impact on the cultural and
social life of the Hungarian community in Transylvania. A number of com-
memorative writings and publications have been dedicated to Transylvanian
dance house movement, which is, as of 2023, forty-six years old. However, a
summarizing work approaching the history of ideas, the functioning, and the
social and cultural influences of Transylvanian dance houses with scientific
precision and critical evaluation, might be a gap-filling work for Hungarian
dance history and ethnography in particular, and for social sciences in gen-
eral. This summary should be a historical chronology and, at the same time,
a social science-oriented analysis of the last forty-six years. Along these lines,
I initiated a research on this subject matter in 2016 at the Romanian Insti-
tute for Research on National Minorities, Cluj-Napoca, with the title Megirt
mulatsdg... [Described entertainment...]. What I planned was not a simple
historical chronology, as I did not want to write a history of Transylvanian
dance houses. That would entail using the oral history method and conduct-
ing a number of interviews, which, in my opinion, would result in a very
subjective text (but, of course, someone else should write that as well). In-
stead, I wish to map and interpret the described and documented processes
whereby the idea of urban dance houses emerged, including its changes over
time, the impact of different ideologies, the debates about the preservation
of tradition, the intersections with the staged folk dance movement, the in-
fluence of the media, etc. My starting point can be presented with the follow-
ing questions: How was it possible during the communist regime in Romania
for a grass roots initiative, in fact a civic movement, to emerge (in contrast



to Hungary, where the initiative itself was much more organized)? How did
it take root in the public thinking of the Hungarian community in Transyl-
vania at the time, and how did this idea spread in recent decades? How did
the current cultural policy try (and how is it still trying) to categorize this
movement into a model controlled from above?

Ddniel Liptdk PhD student, Institute for Musicology RCH, Budapest

THE BEGINNINGS OF THE STUDY OF TRADITIONAL STRING
BAND MUSIC IN HUNGARIAN ETHNOMUSICOLOGICAL RESEARCH
BETWEEN THE TWO WARS

Ldszl6 Lajtha’s 1941 gramophone recordings of a string band from Szék
(now: Sic, Romania) as well as his score-format transcriptions published in
1954 played an important role both in the research of instrumental folk music
and in the beginnings of the dance house movement. Another equally inform-
ative and thoroughly processed material was the gramophone recording from
Kérispatak (now: Crigeni), which could be made almost at the last moment
before the Germans invaded Hungary, in January 1944. I argue that these
significant results were prepared through a process of more than a decade,
whereby Lajtha and his young colleagues — Oszkar Dincsér, Lajos Vargyas,
Sandor Veress, Pal Jarddnyi, and others — became increasingly attentive to the
traditional instrumental ensembles and playing styles of the mostly Gypsy
musicians who provided dance music for village communities. In my paper,
I will review this unevenly documented process and its fragmentary results,
based on contemporary publications, the collection of phonograph cylinders
of the Budapest Museum of Ethnography, and the legacy of Oszkar Dincsér.

Gabriella Nagy PhD student, Cluj-Napoca
REVIVING THE DANCE LIFE OF GYORGYFALVA (GHEORGHENI,
ROMANIA)

The term ‘dance house’ (tdnchdz) originates from the phrase ‘dancing house’
(tdncol6 hdz) or ‘dancing room’ (tdncoldszoba) designating both the occasion
and the place of dancing. Such locations provided a framework of customs
for village dance practice, one of the most important forms of community
entertainment. In a traditional culture, the numerous types of spontaneous
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dance occasions can span from occasional gatherings to a variety of more
organized forms.

In Gydrgyfalva, these types included the dance house, the spinning room,
and the balls on Epiphany, Shrove Tuesday, and St. Martin’s Day. Until 1914,
dances were held at a house, like in Szék, then, in the 1950s, in a barn, and
later at the house of culture. One of the most significant events in the life
of the settlement was the staging of the ‘Gyorgyfalva Wedding’ around 1940.
A large group visited Budapest and they had great success at the House of
Hungarian Culture. In a three-hour show, they presented their costumes,
dances, and songs. This led to the formation of a folk dance group at the
local school in 1947 under the leadership of Imre Dombi, a dance specialist
at the House of Folk Art, and Addm Matta, the school director. The dance
group brought many changes, such as the modification of the Gyodrgyfalva
men’s dance and the appearance of women’s cstirdongolé dance, of which
there are only a few recorded instances. Earlier in Gydrgyfalva, people used
to learn to dance in barns from their elder friends, but after this fell out of
fashion, young people learned dancing in an organized way, at the school.
For instance, five schoolgirls got together and learned the male dance from
the boys during school breaks, as a joke. They wanted to show the boys that
they could learn it, too. The girls’ dance, presented in the end-of-year show,
received appreciation. A few recordings were made of Ibolya Jaské (born
in 1958) dancing it. The recording I analyze was made is on September 11,
1983, and it contains 88 measures, i.e. 11 structural units of dance material.

In Gyorgyfalva, we can speak of a revival movement emerging from the
community itself, which may offer a variety of insights for the urban revival.
For example, this community revived its own traditions only. They learnt
and used their own dances and songs for their entertainment, in contrast to
the urban dance groups and dance houses, which draw on the culture of as
many villages or regions as possible. The Gydrgyfalva case also proves that a
revival does not necessarily need supervision from above, if the village com-
munity considers it important to pass on and learn about their traditions.

Ldszl6 Németh PhD student, Hungarian Heritage House, Budapest
THE DANCE HOUSE ‘RENAISSANCE’ OF THE KOBOZ AND ITS
CULTURAL AND HISTORICAL ANTECEDENTS

Dance house bands, founded during the early 1970s, initially used the koboz
only in folk arrangements and poetry settings. From 1989 onwards, it became



increasingly popular as an instrument of dance accompaniment at the Moldavi-
an dance houses in Hungary, while its traditional playing style was largely un-
known. The koboz also conquered the world music scene and was introduced at
all levels of institutional folk music education. However, its popularity has in
fact a long history. From the nineteenth century onwards, it was regarded as an
ancient Hungarian instrument, while it also became a national symbol for the
Romanians at the same time. In my presentation, I examine these controversial

- and thus quite interesting — cultural and historical antecedents of the instru-
ment’s revival. Then I present the various ideas in circulation, concerning the
stringing, tuning and performance manner of the koboz, comparing them with
the successfully reconstructed Moldavian tradition of the instrument.

Veronika Pdsku PhD student, Institute for Musicology RCH, Budapest
ISSUES OF ENVIRONMENTAL PSYCHOLOGY IN THE CRITICAL
EVALUATION OF FOLK MUSIC FIELD RECORDINGS

Since the beginning of Hungarian ethnomusicology, the technology of au-
dio and video recordings has improved a lot, while many situations of data
collection have moved away from the traditional, rural environment. The
dance-house movement emerging during the 1970s contributed greatly to
this shift, as collections were often made at urban studios and dance houses,
or in stage conditions.

The collection situation essentially involves two actors, the informant
and the collector. Its effectiveness depends, on the one hand, on the knowl-
edge and performance skills of the informant, on the other hand, at least as
much on the circumstances of the collection including the preparation of the
researcher, their expertise in folk music and ethnography, and the planning
of the collection. As the traditional task of a professional musician was to
serve the public, which means to adapt to new demands, the performance
style was obviously not always the same. Furthermore, differences in perfor-
mance style can change the musical fabric, i.e. different performances of the
same melody — due to ornamentation and figuration - will contain a different
number of notes, and the notes will not be identical. In a chapter of Hungar-
ian Folk Dance Music of Transylvania, Istvan Pévai explores this phenomenon
from the perspective of the source-critical evaluation of collections, based
on his decades of collecting experience.

Environmental psychology, a relatively new field of psychology, is also
aimed to shed light on the same mechanisms, namely by examining a given
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phenomenon not only in itself, but also in transaction with its environment.
In relation to collection situations, this means that the inherent focus on
the informant places the event, i.e. both the informant and the information
transfer, in the context of the environment, which includes the person of the
researcher as well as the physical context. In the environmental psychology
approach, the socio-physical environment is therefore not merely the venue
of the informant’s behavior, but an integral part of it. In my presentation,
I will use the approach and concepts of environmental psychology to argue
that a field recording of folk music is not an act of one-sided data collection.
Instead, it is the result of interactions between the informant and their en-
vironment, and especially between the informant and the researcher, where
the physical and social properties of the environment intertwine.

Pdl Richter PhD, Institute for Musicology RCH, Budapest
REFLECTIONS ON THE AESTHETICS OF FOLK MUSIC

At the dawn of the dance house movement, the primary aim of the ini-
tiators was to make folk dance and its musical accompaniment resonate
with the urban public as folk music. In relation to folk dance music, Béla
Halmos and Ferenc Sebd based their art on the idea that by reproducing
village folklore as accurately and realistically as possible, they would pres-
ent to society the same aesthetics of folk music that Béla Bartdk and Zoltan
Kodaly had presented in their own art. This aesthetics is fundamentally
different, and has always been, from that of the essentially Romantic nine-
teenth-century popular Hungarian songs (magyarndta), primarily based
on German models, and different from urban Gypsy music making. The
reasons for this difference are manifold, but one of the most important is
that folk music is essentially of local character, defined by micro-regions;
it is used by an autochthonous community, shaped and controlled by oral
tradition, hence its invaluable richness in its repertoire and performance
style. These features were referred to as aesthetic values by Bartdk and
Koddly as well as by the composers who followed their example by being
also involved in folk music research. By reviewing their most important
ideas, we can attempt to define an aesthetics of folk music, which can serve
- beyond the usual anthropological and sociological approaches - as a ba-
sis for examining and evaluating the phenomena and achievements of the
dance house movement in their musical qualities, or, in particular, in their
qualities as folk music.
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Agdcs Gergely PhD, Hagyomdnyok Hdza, Budapest
ADALEKOK A MAGYARORSZAGI TANCHAZMOZGALOM
FEJLODESVIZSGALATAHOZ

A magyarorszagi neofolklorizmus leghangsilyosabb, jellegformald kovete-
lése a folklor jelenségei hagyomanyh(i haszndlatdnak igényében jelentkezett.
Az 1970-es évek elején a tdnchdzmozgalom ennek az igénynek egy markdns
megjelenési formajaként bontakozott ki, s tevékenysége a tartalmi elemek
mellett a formai keretek, valamit az eredeti funkciék megbrzésére irdnyult.
A magyar zenei és tancfolklorizmus 4j hulldmdnak koszonheten a , tiszta
forrasbdl” vald kozvetlen tanulds kdvetelménye a magyarorszagi és kiilfoldi
magyar néptancegyiittesek, tdnchdz-zenekarok, énekes és hangszeres nép-
zenei szélistdk, népzenei zeneiskoldk és néptdnctanfolyamok munkdjdban
az 1980-as évek végére meghatdrozd elvvé vdlt. Kiilon értéket képvisel, hogy
a tdnchdzmozgalom a magyar néprajzkutatds eredményeinek kozvetlen al-
kalmazdsaval bontakozott ki. A mozgalom elsé szakaszdban a tdnchdzak
klubestjei, nyari taborai, vagy tovabbképzései sok minden egyéb mellett az
ellenzéki vélemények artikuldldsa egyik alternativ feliiletének szerepét is be-
toltotték. A folklérhagyomdnyok és az irdntuk ,,underground” keretben ér-
dekl6ddk, illetve a mozgalom és kdzonsége, valamint miivelSi kozott kiépiilt
erkolesi-lélektani viszonyban a kulturpolitika altal elvart alldsfoglaldsok kri-
tikdja felerdsitette azt a szemléletmddot, mely az akcidk tevékenységeit er-
kolcsi szinten is értelmezhetd tobbleti, pozitiv értéktartalommal ruhazta fel.
Igy, vagy ugy, de a viszonyuldsok és értékitéletek alapjat ebben az id§szakban
a mozgalmon beliil categoricus imperativusok hatdroztdk meg. A magyaror-
szagi politikai rendszervaltds folyamatdban az ellenzéki magatartdsformdk
4j, nyilt tdrsadalmi férumokon nyilvanulhattak meg, ezért a tanchdzak ,el-
lenzéki vardzsa” elkezdett eroddlodni. A févéros és a nagyobb vidéki varosok
kordbban telthazas estéket jegyzd tanchdzai az uj évezred elsé évtizedében
sorra bezdrtak, illetve dtalakultak tanfolyamokkd, vagy folkkocsmakka. A vi-
laghalé térnyerésével dtitatott tdrsadalmi kdzegben egy uj, jellemz&en a nép-
tancegyiittesekben felnevelkedett generdcié hatdrozta meg az élézenés-nép-
tancos rendezvények hangulatat. Ez a korosztdly az egylittesek munkdjanak
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»professzionalizdléddsa” folytdn mar hatdrozottan mas hozzaallassal kozelit
a népmivészet értékeihez. Ennek alapja egy hypotheticus imperativusok
mentén jellemezhetd, feltételes késztetés-rendszer.

Brauer-Benke J6zsef PhD, tudomdnyos fémunkatdrs,
BTK Zenetudomdnyi Intézet, Budapest

AUTENTIKUS ES NEM AUTENTIKUS HANGSZEREK
ES ZENEKAROK MOLDVABAN

Survival jellegli, tovabbélé hagyomanyokat elvileg a nyelvteriilet olyan részén
érdemes keresni, ahol a legkevésbé polgdrosult a hagyomdnyos falukdzdsség.
Mivel a Keleti-Kdarpdtok és a Prut kozott €16 magyarsag, mas néven a moldvai
csdngdk mar a kozépkor folyamdn elszigetel6dtek Magyarorszagtol és a nyelv-
teriilet tobbi részétdl, és elzartan, a téliik eltérd nyelvi és kultirdju romdnok
kozott etnikai csoportként éltek, a szellemi és a targyi kulturdjukban egya-
rant szamos archaizmus maradt fenn. A romdn rendszervaltas el6tt Moldva-
ban nehezen lehetett kutatni, viszont az 1990-es évektdl a néprajzkutatdk
nagy szdmban kezdtek el féleg a vallasi életre és a népdalokra, népzenére és
a néptancra fokuszalo gydjtéseket végezni a moldvai csdngo telepiiléseken).
Viszont a Moldvai magyarsig kulturdjanak tudomdanyos igényt vizsgaloda-
sai mellett egy ideoldgiai irdnyzat is megjelent, amelynek lényege a roman
rendszervéltast kdvetd idészak moldvai csdngok identitdsdnak, nyelvének
és kultirdjanak megdrzése, és ennek magyarorszagi és erdélyi beavatkozdsat
nevezte el a tudomany csangémentésnek. A csdingdmentéssel kapcsolatban
kiemelt fontossaggal kellene, hogy birjon az autenticitds, azonban a gyakor-
lat sokkal inkdbb azt mutatja, hogy annak eldontése, valami autentikus-e
vagy sem, sokkal inkdbb politikai és kulturtérténeti, mintsem tudomdnyos
kérdés. Az 1990-es évektdl adatolhatd, hogy a roman rendszervaltast kdvet6-
en megindulé tdnchdzak, tdnctdborok, vendégszereplések a moldvai csdngo
tdncokban jelentds funkciondlis és formai stildris valtozdsokat eredményez-
tek. Osszességében az utdbbi két-hdrom évtizedben a moldvai néptanc és
népzene divatfolklorizmusdrdl beszélhetiink, amelyet a helyi specialistdk és
a hazai kulturszervezdk egyiittesen éltetnek. Ezzel 0sszefliggésben a moldvai
tdncokat kiséré zenekar Osszetételének a valtozasa is megfigyelhetd, amely
nagyban meghatdrozza a tdnczene stilusat és eléaddsmaédjat. Eléaddsomban
ezeket a hangszereket és a zenekarok Osszetételét érintd valtozasokat, illetve
a budapesti tdnchdzak a mai moldvai tdnchdzas zenére gyakorolt reflex hatd-
sait tekinteném 4t.



Kovdcs Néra PhD, tudomdnyos munkatdrs, TK Kisebbségkutato Intézet, Budapest
A MAGYAR NEPTANC MEGJELENITESE AZ ARGENTINAI MAGYAR
DIASZPORA SAJTOTERMEKEIBEN

A diaszporanépességek intézményrendszereire iranyuld kutatdsok vilagvi-
szonylatban is jelzik, hogy az etnikus tdncokhoz kapcsol6dé hagyomdnydrzd
egyesiiletek és tdnccsoportok jelen vannak a diaszpdrakdzosségek életében.
A néptanc miivelése az etnikus diaszpdrdknak a kulturdlis gyokereikhez, il-
letve az anyaorszdghoz és a nemzethez vald kapcsolédas egy jellegzetes for-
mdja, mikozben a tdnc, mint tdrsadalmi praxis helyzetei ldtvdnyosan meg is
jelenitik ezt a kapcsoldddst. Legaldbb ilyen fontos és a szakirodalomban ta-
lan kevésbé hangsulyozott mozzanata e gyakorlatnak, hogy a reprezentacién
tul a kotédés kialakuldsdnak, az érzelmi azonosulds megélésének is hathatds
dtja, mint kdzosségi cselekvés és egyéni élmény.

A tervezett el6adds egyik kiinduldpontja egy olyan eléfeltevés, amely a ma-
gyar néptanc transznacionalis online kozegében megfigyelhetd legfrissebb tor-
ténéseken alapul, és amely szerint a tengerentuli diaszpoéranak az anyaorszag-
gal val6 viszonyaban az utdbbi évtizedben egyre meghatarozobb tényezdvé valt
a néptanc, mint a sokadik generacios magyar diaszpora tarsadalmi gyakorlata.
Ez a nemzethez tartozds ldtvdnyos reprezentdcidja, amely kondiciondlja az
anyaorszaghoz valé érzelmi kapcsoldddst és 4télt tapasztalattd is teszi azt.

Az el6adds empirikus adatokra épiild része a felvetett kérdéskor idébeli
alakuldsat kivanja nyomon kovetni kiilonds tekintettel e helyzet elézménye-
ire, és szlikebben arra keresi a valaszt, hogy a magyar néptanc témaja miként
jelent meg egy latinamerikai diaszpdracsoport nyomtatott és elektronikus
sajtotermékeiben (Magyar Hirlap: a Délamerikai Magyarok Fiiggetlen Heti-
lapja; a Délamerikai Magyar Hirlap; Argentinai Magyar Hirlap; valamint a
HungArgenNews elektronikus hirlevél) a tdnchdzmozgalom kezdetének
id6szakatdl a kozelmultig. A sajtdelemzés kiterjed a néptanccal kapcsolatos
hirek megjelenésének gyakorisdgdra, tartalmi elemeire, valamint e megjele-
nések szovegkornyezeteinek vizsgalatira.

Konczei Csongor PhD, Nemzeti Kisebbségkutaté Intézet, Kolozsvdr
KINEK A MULATSAGA? AZ ERDELYI VAROSI TANCHAZAKROL
A ,MINDENKORI” KULTURPOLITIKA TUKREBEN

A varosi tdnchdzak revival mozgalma az utébbi évtizedek egyik legfontosabb
mozgalma volt, amely az erdélyi magyar kulturdlis-tdrsadalmi életre igen
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nagy hatdssal birt. A 2023-ban negyvenhat éves erdélyi tdnchdzrol az elmult
évtizedekben tobb részleges és helyi, elsésorban visszaemlékezd jellegli irds,
kiadvany sziiletett, viszont szlikebben a magyar tdnctorténeti és etnografiai,
tdgabban a jelenkutaté tdrsadalomtudomadnyi szakirodalom szdmdra hidny-
potlé lehet egy, az erdélyi tdnchdzak eszmetdrténetét, miikddését és tarsa-
dalmi-kulturalis hatdsait atfogo, tudomanyos igénnyel és kritikai értékeléssel
kozelit6 Osszegzd munka, amelyik egyben torténeti kronoldgidja, de ugyan-
akkor tarsadalomtudomdnyi elemzése is ennek a lassan fél évszdzadnak.
Ezen gondolatok mentén 2016-ban munkahelyemen, a kolozsvari székhely(i
Nemzeti Kisebbségkutatd Intézetben Megirt mulatsdg... cimmel kezdemé-
nyeztem ennek a problémakdrnek a kutatdsat.

A tervezett kutatdssal nem egy egyszer( torténeti kronoldgia 0sszeallita-
sdra vallalkozom, azaz nem az erdélyi tdnchdzak torténetét akarom megirni
- ahhoz elsdsorban az oral history mddszerét kellene haszndlnom, sok-sok
interjaval, visszaemlékezéssel, s ennek eredménye szerintem csakis egy na-
gyon szubjektiv hangvételd kézirat lehet (természetesen ennek megirdsa is
feladata lesz majd valakinek) -, hanem a lefrt, dokumentalt folyamatokat
prébalom feltérképezni és értelmezni, ravilagitva a vdrosi tdnchdz eszmé;jé-
nek (tulajdonképpen otletének) kialakuldsara, annak idébeni valtozdsaira,
a kiilonbozd ideoldgidk hatdsaira, a hagyomanydrzés kapesan kialakult vi-
tdkra, a szinpadi néptdncmozgalommal valé keresztezddésekre, a média ha-
tasdra stb. A kiindulépont, hogy miként johetett 1étre a kommunizmus alatt
egy alulrdl kezdeményezett tulajdonképpeni civilmozgalom (mivel ndlunk
Erdélyben ez igy kezd6dott, Magyarorszagon sokkal szervezettebb volt mar
maga a kezdeményezés is), hogyan vert gyokeret az akkori erdélyi magyar
kozgondolkoddsban, hogyan burjdnzott ez az eszme az elmult évtizedek-
ben, s hogyan prébdlta és prébdlja a mai napig a ,,mindenkori” kultdrpolitika
mindezt egy feliilrdl irdnyitott modellbe besorolni. A jelen el6adés ez utébbi
problémakor felvdzoldsdra és értelmezésére irdnyul Kinek a mulatsdga? Az er-
délyi vdrosi tanchdzakydl a ,,mindenkori” kultiurpolitika tiikrében cimmel.

Liptdk Daniel PhD doktorandusz, BTK Zenetudomdnyi Intézet, Budapest
A HAGYOMANYOS ZENEKARI JATEK VIZSGALATANAK KEZDETEI
A KET HABORU KOZOTTI MAGYAR NEPZENEKUTATASBAN

Lajtha Laszld 1941-ben, egy széki haromtagti vondsbanda jatékardl késziilt
gramofonfelvételei és 1954-ben publikalt partitiraszer( lejegyzései a hang-
szeres zene kutatdsaban és a tdnchdzmozgalom kibontakozdsaban egyarant



fontos szerepet jatszottak. A mdasik hasonléan informativ és hasonlé ala-
possdggal feldolgozott anyag a kdrispataki gramofonfelvétel, amely a német
megszallas eldtt szinte az utolsd pillanatban, 1944 janudrjdban késziilhetett
el. Ezek az azoéta is jol ismert eredmények egy tobb mint tiz évig tartd folya-
matot korondztak meg, melynek soran Lajtha és fiatal munkatdrsai - Dincsér
Oszkar, Vargyas Lajos, Veress Sandor, Jardanyi Pal és masok — egyre nagyobb
figyelemmel fordultak a népi tdnczenét szolgaltato, legtdbbszor cigany falusi
zenészek hagyomdnyos hangszerdsszedllitdsai és azok jitékmaodja felé. E16-
addsomban ezt az egyenetleniil dokumentalt folyamatot és annak téredékes
eredményeit tekintem 4t a kortdrs publikdciok, a Néprajzi Muzeum fonograf-
henger-gytjteménye és Dincsér Oszkar hagyatéka alapjan.

Nagy Gabriella, PhD doktorandusz, Kolozsvdr
GYORGYFALVA TANCELETENEK UJRAELESZTESE

A ténchaz egy tancalkalom, a tdncold haz kifejezésébdl sziiletett, ahova tan-
colni jdrtak a falusiak. Még nevezték tdncoldszobénak is. A tanchelyek bizto-
sitjak a tdncnak, az egyik legfontosabb koz0sségi szérakozasnak a szokdskere-
tét, lebonyolitdsdt. Kialakuldsuk koriilményei és szervezettségiik intenzitdsa
alapjan kiilonboztetjitk meg tipusait. A hagyomdnyos keretek kozott spontdn
létrejové tdncalkalmaknak az alkalmi Osszedlldstdl a szervezettebb formakig
szamos valtozata lehetséges.

Gyorgyfalvan tobbféle tdncos Osszejovetel is volt: tdnchdz, fond, vizke-
reszti-, hishagyokeddi-, és Mdrton napi bdl. 1914-ig, a széki mintdra, egy
hdzban tartottdk a tdnchdzakat, az 50es években egy cslirben, majd a kultir-
otthonban. Az egyik legjelent&sebb esemény Gydrgyfalva életében a Gyorgy-
falvi Lakodalom szinrevitele volt 1940 koriil. Egy nagyobb csoport latoga-
tott el Budapestre és a Magyar Miivel6dés Hézdban pdratlan sikert arattak.
A haromoras musorban felvonultattak a viseletiiket, bemutattak tancaikat,
énekeiket és mondokaikat. Ennek hatdsdra alakult meg a gyorgyfalvi iskola-
ban a néptdnccsoport. 1947-ben alakult meg a néptdnccsoport Dombi Imre,
A Népi Alkotdsok Haza tancos szakembere és Matta Addm iskolaigazgaté
vezetésével. A tanccsoport sok valtozast hozott magaval, ilyen pl. a gyorgy-
falvai legényes megvéltozasa, illetve a néi cstirdongdlé megjelenése, amire
csupan egy kevés rogzitett példat taldlunk.

Régebben Gyorgyfalvan is cslirben, pajtdban tanultak tdncolni idéseb-
bektdl, baratoktol, viszont miutdn ez kiment divatbdl, a fiatalok szervezett
forméban az iskoldban tanultdk a tdncot. Ennek kovetkezményeként &t isko-
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las lany Osszeverddott, és az iskoldban, sziinetekben megtanultdk a fitktdl a
figurdkat, tréfas jelleggel. Az volt a szdndékuk, hogy megmutassdk a fitiknak,
hogy 6k is meg tudjak ezt tanulni. Miutdn az évvégi miisorban ezt eltdncoltdk
csupa jo elismerést kaptak. Jaské Ibolyarol (sziiletett 1958) késziilt is par
felvétel, ahogy ezt tdncolja. Az dltalam elemzett felvétel 1983. szeptember.
11.-én késziilt. A tancfelvétel Gsszesen 88 iitem, és 11 pont mennyiségl tanc-
anyagot tartalmaz.

Gyorgyfalvan egy bels6 kozdsség dltal megjelend revival mozgalomrdl be-
szélhetiink, ami kiilonb6zd tanulsidgot hordozhat magdban a varosi revivalre
nézve. Ilyen példdul, hogy ez a kozdsség csak a sajat hagyomanyait tanulta
ujra. A sajat tdncaikat, énekeiket tanultdk, és ezzel is mulattak a varosi tanc-
csoportokkal/ tdnchdzakkal szemben, akik igyekeznek minél tobb falu vagy
tdjegység kulturajat megismerni, megtanulni. Bizonyitékként szolgdl ez az
eset arra is, hogy nem sziikséges egy fels6bb iranyitds az tjjaélesztéséhez, ha
a falu kozdssége fontosnak tartja a hagyomdnyaik tovdbbaddsat, megisme-
rését.

Németh Ldszl6 PhD doktorandusz, Hagyomdnyok Hdza, Budapest
,KOBZAN A DAL MAGARA VALL” - A KOBOZ TANCHAZAS
,RENESZANSZA” ES KULTURTORTENETI ELOZMENYEI

Az 1970-es évek elején induld tdnchdzas zenekarok eleinte csak népzenei
feldolgozdsokban és versmegzenésitésekben hasznaltdk a kobozt. 1989-t8l
kezdve valt egyre népszerlibb tanckisérd hangszerré a magyarorszagi mold-
vai tdnchdzakban, mikdzben a hagyomdnyos jatékmodot 1ényegében homdly
fedte. A koboz meghdditotta a vildgzenei szinpadokat is és megjelent az in-
tézményes népzeneoktatds minden szintjén.

A koboz népszeriiségének torténete messzire nyulik. A 19. szazadtdl
kezdve 6si magyar hangszerként tekintettek rd, de ezzel egy id6ben a romdn-
sdg nemzeti jelképévé is valt.

El6addsomban el8szor ezeket az érdekes és ellentmonddsos kultir-
torténeti elézményeket tekintem dat. Ezt kovetden bemutatom a koboz
hurozédsdra-hangolasara és jatékmoddjara vonatkozodan elterjedt valtozatos
elképzeléseket, Osszevetve az azdta eredményesen rekonstrudlt moldvai ko-
bozhagyomdnnyal.



Pdsku Veronika PhD doktorandusz, BTK Zenetudomdnyi Intézet, fiatal kutatd
KORNYEZETPSZICHOLOGIAI SZEMPONTOK A NEPZENEI GYUJTESEK
FORRASKRITIKAI ERTEKELESENEL

A magyar népzenekutatds induldsa éta nem csak a hang- és képi felvételek
technolégidja fejlédott rengeteget, hanem sok esetben a gytijtési szituacidk
is eltdvolodtak a hagyomadnyos, falusi kozegtdl. Az 1970-es évektdl kibon-
takoz6 tdnchdzmozgalom nagyban hozzajarult ehhez, mivel az adatkdzl6k-
t8l gyakran gytijtottek vdrosi stididkban, tdnchdzakban, illetve szinpadi
koriilmények kozott is.

A gylijtési helyzet fékuszdban alapvetSen két szerepld all (adatkozld és
gylijt6), és eredményessége nem csak az adatkozld tudasitdl, eléaddkész-
ségétdl fiigg, hanem legaldbb ennyire a gylijtés koriilményeitdl: a gytijtd
személy felkésziiltségétdl, népzenei és néprajzi hattértuddsatdl, a gytjtés
megtervezettségétdl. Mivel egy hivatdsos zenész feladata hagyomdnyosan a
kozonség kiszolgaldsa volt, ehhez értelemszertien az is hozzatartozott, hogy
az Uj igényekhez alkalmazkodjon, igy nyilvanvaléan eléaddsmddja sem min-
den esetben volt azonos, raadasul népzenénkben az eléadasmddbeli kiilonb-
ségek a zenei szovetet is megvdltoztathatjak. Tehat, ugyanannak a dallamnak
tobbféle eléaddsmddjaban - a diszitményeknek és kiilonbozé figurdcidknak
készoénhetéen — nem ugyanannyi és nem pontosan ugyanazok a hangok lesz-
nek. A gytijtések forrdskritikai értékelésének szempontjabdl vizsgdlja ezt a
jelenséget Pavai Istvdn Az erdélyi magyar népi tdnczene c. konyvének egy feje-
zetében, melyben tSbb tiz éves gylijtési tapasztalataira épit.

Ugyanakkor, a kdrnyezetpszicholégia — mely a pszicholdgia egy viszony-
lag 4j teriilete - is azonos mechanizmusokra hivatott rdvildgitani, mégpedig,
hogy egy adott jelenséget nem 6nmagédban, hanem a kornyezetével tranzak-
ciéban, azaz egymadsra hatdsdban vizsgdl. Ez a gytijtési szitudciok viszonyla-
tdban annyit jelent, hogy az eredendéen adatkdzldre fékuszaléd megkdzelités
elhelyezi az eseményt, vagyis az adatkozlést és az adatkozlét a kornyezet
kontextusdban, melynek ugyanugy része maga a gytijt6 személye, mint a fizi-
kai kontextus. A kdrnyezetpszicholdgiai megkozelitésben tehdt a szociofizi-
kai kdrnyezet nem pusztdn medre az adatkozld viselkedésének, hanem annak
szerves része.

Kutatdsomban a kdrnyezetpszicholégia szemléletmodjanak és fogalmai-
nak segitségével szeretnék ravilagitani arra, hogy egy népzenei gytijtés nem
csupan egyoldald adatgytijtés, hanem az adatkozld és kornyezete, ezen beliil
is elsésorban a gytijté-adatkozl6 kozotti hatds-kdlesonhatds eredményekép-
pen jon létre, melyben 6sszefonddnak a kdrnyezet fizikai és tarsas tulajdon-
sagai.
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Richter Pdl PhD, tudomdnyos fomunkatdrs, BTK Zenetudomdnyi Intézet,
Budapest

GONDOLATOK A NEPZENE ESZTETIKUMAROL

A tanchdzmozgalom hajnaldn a kezdeményezdk elsédlegesen azt céloztdk
meg, hogy a néptanc és kisérete népzene formdjaban hasson rank. A zenei
kiséret, azaz a népi tdnczene viszonylatdban Halmos Béla és Sebd Ferenc
miivészetiiket arra alapoztdk, hogy a falusi folklér minél pontosabb, valdsag-
hti visszatanuldsdval a népzenének ugyanazt az esztétikumadt tarjak a tarsada-
lom elé, amit Bartok és Kodély is a maguk miivészetében. Es ez az esztétikum
merdében kiilonbdzik, mindig is kiillonbozott az alapvetden a 19. szézad ro-
mantikus és elsédlegesen német mintdra késziilt népies mtidalokétdl, a ma-
gyarnotakétol, a varosi cigdnyzenéléstdl. A kiilonbozdségnek szertedgazd
okai vannak, de az egyik leglényegesebb, hogy a népzene alapvetden lokalis,
kistdji meghatdrozottsagu, autochton kdzosség dltal hasznalt, szajhagyoma-
nyosan formdlt és ellendrzott, ezért mind repertodrjaban, dallamkészletében,
eléaddsmodjaban felbecsiilhetetlen gazdagsdgot mutat. Erre, mint esztétikai
értékre Bartok és Kodaly, valamint az 6 példajukat kovetd, népzenekutatas-
sal is foglalkozé zeneszerzdk is hivatkoztak. Osszegytijtve legfontosabb gon-
dolataikat, kisérletet tehetlink a népzene esztétikumédnak meghatdrozdsdra,
ami alapul szolgdlhat a tdnchdzmozgalom 4ltal felszinre hozott jelenségek,
az elért eredmények mar megszokott antropoldgiai, szocioldgiai megkodzeli-
tésén tul a zenei, népzenei mindség vizsgalatara, értékelésére.
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