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CONCLUZII PRIVIND CERCETAREA MUZICII
JOCURILOR POPULARE MAGHIARE
DIN TRANSILVANIA

Interesul cercetarior etnomuzicologice maghiare in perioada initiala s-a orientat
spre evaluarea repertoriului melodic vocal. Din acest motiv s-a pus mai putin accent
pe cercetarea muzicii instrumentale si pe aspectele functionale ale acesteia. Primele
sinteze etnocoreologice si cele privitoare la folclorul muzical instrumental maghiar au
pus baza cercetarii muzicii de dans.

Dezagregarea comunitatilor traditionale taranesti s-a realizat in mod diferentiat si
in ritm diferit atat teritorial, cat si privind diversele genuri si repertorii. In acest
proces jocul si muzica de joc au avut sanse de supravietuire mai mari, decat celelalte
genuri. Din acest motiv s-au putut realiza chiar si in ultimele decenii cercetari
intensive de teren necesare pentru analiza folclorului muzical orchestic. Pentru a se
putea urmarii schimbarea traditiei in timp si n spatiu cercetérile s-au orientat atat
spre explorarea stirii recente a folclorului, precum si spre evaluarea retrospectiva a
stadiilor anterioare prin interviuri realizate cu informatori de varsta inaintata care in
tinerete inca erau martorii unor fapte de folclor ulterior disparute.

Printre teritoriile locuite de maghiari Transilvania s-a dovedit un teren mai
potrivit pentru asemenea cercetari, din pricina conditiilor istorico-geografice, a
fractionarii zonale si a raporturilor etnice existente. Maghiarii de aici au pastrat un
folclor mai archaic, nefiind in contact direct cu cei din Campia Ungariei, fiind
separati de ei datorita muntilor si zonelor roméanesti largi intercalate.
Etnomuzicologii si etnocoreologii maghiari subliniazd unanim importanta
folcloristici a regiunii, majoritatea lor considerand ca aceste teritoriu nu este
indeajuns investigat in comparatie cu bogatia ei. Caracterul de dialect principal al
Transilvaniei este mai evidentd decat in cazul celorlalte dialecte principale ale
folclorului maghiar, ceea ce rezulta din circumstantele ei geografice, istorice si etnice.
Este relativ usoard determinarea regiunilor nord-vestice de tranzitie din punct de
vedere etnografic.

Pentru cercetarile noastre nu am considerat necesara delimitarea unei perioade in
mod artificial. In mod natural limita superioari este trasati de conditiile de
persistenta a traditiilor muzical-coregrafice, fiarete diferite de la o zoni la alta. Nu
este cazul trasarii nici a unei limite inferioare, deoarece sursele indirecte (literare si
iconografice) referitoare la muzica de joc dateazd cu multe secole in urma. Desigur,
continutul informativ incomplet si nesigur din multe puncte de vedere a acestor surse
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nu ne ofera posibilitatea de a reconstrui in totalitate fazele de dezvoltare ale muzicii
jocurilor populare in secolele antecedente. Totusi, in cazul unor detalii ele sunt
(aproape) satisfacatoare (de exemplu, aparitia anumitelor instrumente, formarea
ansamblelor de instrumente tipice, probleme proxemice in relatia muzicant—
dansator etc.).

Folclorul muzical vocal poate fi cercetat chiar si in lipsa unor echipamente tehnice
speciale. Muzica jocurilor insi, fiind predominant instrumentald si de multe ori
polifonicd, nu poate fi studiatd in mod adecvat fird aparaturd tehnica speciali.
Dezvoltarea rapida a posibilitatilor tehnice de documentare, incepand cu fonograful
si pand la modalitatile digitale contemporane, a oferit treptat posibilitatea
documentdrii mai precise a muzicii polifonice si astfel largirea subiectelor de
cercetare. Mai 1nainte, in lipsa acestor mijloace nu era posibili cercetarea adecvata a
tehnicii instrumentale sau a armoniei si polifoniei. Luand in considerare si
posibilitétile tehnice ale echipamentelor de inregistrare, se poate realiza o critica mai
precisd a surselor etnomuzicologice, pe care se poate baza investigarea muzicii
jocurilor populare si in general a folclorului muzical instrumental polifonic.

Daca tratam interpretii si consumatorii muzicii de joc din perspectiva
antropologiei sociale, constatam c& in esantionul de cercetare putem integra grupuri
sociale care se pot interpreta ca niste comunitati relativ inchise si autoidentificate (cel
putin din punctul de vedere al evenimentelor folclorice legate de muzica de joc).
Cercetarea noastrd s-a orientat spre acele comunititi rurale, la care majoritatea
repertoriului muzical-coregrafic a fost mostenitd de la generatiile anterioare prin
mecanisme de transmitere naturale (survival), dimensiunea estetic-valorici este
relativ omogena si urmaresc sisteme de norme convergente. Pe diversele niveluri ale
convietuirii colective sunt diferentiate diverse statute sociale (muzicant, nemuzicant,
organizator de dans, dansator, sef de orchestrd, muzicant de acompaniament etc.)
dintre care individul poate ocupa chiar mai multe. Individul exercitd drepturile si
obligatiile corespunzatoare statutului dobandit in conformitatele cu normele nescrise
ale comunitéatii. Deci prin modelul de comportare asociat statutului sdu social joaca
rolul corespunzator. Deci statutul static primeste caracter dinamic prin rol. Perechea
de termeni statut-rol al lui Ralph Linton ajutd la descrierea si intelegerea mai
detailatd si a raporturilor din cadrul comunititilor pastritore de folclor muzical-
coregrafic.

In cadrul evenimentelor insotite de muzici si joc a comunititilor cercetate
muzicantii profesionisti ocupa un loc deosebit. Interesul lor material este satisfacerea
pretentiilor comunitatii. Din acest motiv pe de o parte pastreaza repertoriului vechi
si 1l transmit catre generatia urmatoare, pe de altd parte sunt obligati sd satisfaca
cerinte individuale sau cele apartinand specific generatiilor mai tinere. Astfel trebuie
sa cunoasca si melodiile moderne cerute de tineri deci contribuie deodata la
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pistrarea si la innoirea repertoriului. In acelasi timp pe muzicantii din orase ii
considera de rang superior si incearcd sa invete stilul si repertoriul lor (muzica
lautareasca urbana, muzica dansurilor moderne, armonizirile mai complicate, citirea
notelor muzicale).

Se poate constata insa cd muzicantii din mediul folcloric rural intrec colegii lor
urbani in privinta bogétiei repertoriului, a improvizatiei, a cunostintei obiceiurilor
locale ale zonelor apropiate, a capacititii de acomodore la pretentiile dansatorilor.
Muzicantii de oras isi capata cunostintele nu numai din traditie, ci si din note
muzicale si mai recent de pe diverse inregistrari, ceea ce duce la o muzica relativ
constantd, fiard improvizatiile caracteristice ale folclorului muzical instrumental.
Totusi nu se poate generaliza acest contrast dintre muzicantii rurali si urbani,
deoarece in Transilvania multi ldutari din oragele mai mici cunosc bine si repertoriul
folcloric, se angajeaza frecvent la nuntiile din satele apropiate, deci pot fi considerati
intr-o masura oarecare informatori de folclor.

Muzicantii care deservesc ocaziile de joc sunt in relatie foarte stransa cu publicul
lor. De obicei ei ingisi sunt buni dansatori, din aceastd cauza se pot adapta muzical
usor la colectivul dansatorilor. in mai multe zone persistd obiceiul vechi, atestat si in
documente mai vechi (de exemplu ,Dansul lui Apor Lazar” in Codex Kajoni), potrivit
ciruia cand vine cineva si joace in fata muzicantului, trebuie cintata melodia lui
preferatd, care de multe ori este denumitd dupd numele acestuia. Cand se strigd in
timpul jocului, muzicantii se adapteazd la eventualele schimbari de tempo. Daca
dansatorii canta in timpul unor jocuri, muzicantul omite variatiunile instrumentale
complexe, si nu schimba melodia pina dansatorii nu au terminat toate strofele ce au
dorit si le caAnte. In acelasi timp muzicantii nu simpatizeazi dansatorii foarte slabi, pe
care de multe ori 1i fac de ras cantandu-le in anumite locuri melodii specifice de
deriziune, cu care fac aluzii la inaptitudinea acestora.

Este un obicei general printre muzicanti de a face glume muzicale. Uneori imbina
in muzica jocurilor cite o melodie liturgica bisericeascd sau imnul national al altor
etnii transformandu-le dupa caracterul ritmic al jocului tocmai cantat. Dansatorii de
asemenea fac glume cu muzicantii, cerdndu-le niste moduri de cantare bizare
(cantare intr-un carucior tras pe ulita satului, coborarea primasului in fantana, suirea
lor pe copaci etc.). Exista in multe zone si obiceiul de compettie dintre dansator si
muzicant, cine rezista mai mult timp sa danseze, respectiv sa cante fara oprire.

Majoritatea culegerilor de folclor muzical s-au realizat intr-un mediu artificial,
aceste ocazii fiind initiate de culegatori. Este important si observarea modalitatatilor
in care culegitorul si conditiile culegerii 1i afecteazi pe informatorii instrumentisti. In
conditiile artificiale ale culegerii multi factori determina modul de interpretare, care
in asemenea conditii va fi oarecum diferit de modul de cantare realizat in cadrul
ocaziilor traditionale de joc. Inregistrarea muzicii de dans in lipsa dansatorilor deja
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ridicd anumite probleme (tempoul nu va fi cel real, numarul melodiilor asociate in
mod traditional de un anumit dans se va modifica etc.). Alti factori aseméanitori sunt:
retribuirea muzicantului, accentuarea peste masura a cunostintelor profesionale ale
culegitorului, etalarea cunostintei sale instrumentale, expunerea nepriceperii etc. In
asemenea cazuri culegitorul insusi poate deveni obiectul unor glume din partea
muzicantilor (de exemplu ii improvizeaza un ceardas maghiar dintr-o melodie de vals
romaneasca etc.).

In Transilvania majoritatea muzicantilor profesionisti din mediul rural, care canta
in mod regulat sau cel putin intermitent pentru bani si pentru alte forme de retributie
sunt de etnie sau de origine tigineasci. In acelasi timp cunoastem si numerosi
primasi romani si maghiari care cinta la acelas nivel sau aproape de acesta. (Mai
demult in Transilvania existau si formatii instrumentale evreiesti.) Independent de
nationalitatea lor multi muzicanti din Transilvania puteau deservi cu muzica mai
multe etnii. Astfel ei jucau un rol de legaturi intre cultura acestor etnii. In localititile
mai mici cu etnie mixta ocaziile de joc erau organizate impreund, ele favorizand
relatiile interetnice in folclor. Din acest motiv uneori s-au format cicluri mixte de joc
(de exemplu la Voivodeni, jud. Mures).

Asemenea cazuri nu explica insi toate asemanarile sesizabile in cadrul folclorului
diferitelor etnii din Transilvania. Aceste similitudini apar mai proeminent in cadrul
folclorului muzical si coregrafic. Numirul mare al denumirilor de dans provenite din
etnonime se explicd prin mobilitatea interetnicad a repertoriului: de exemplu in
maghiara félolahos (pe jumatate romaneste), szdszka (siseasca), ciganytanc (tiga-
neasca); in romana ungureste, tigdneste, straiere etc. Migratiile de populatie in
cursul istoriei, schimbarea totala sau partiald a etniei unor grupuri de sate,
coexistenta mai multor etnii in cadrul satului traditional au dus la influente culturale
organice. In urma acestora nu sunt rare acele situatii in care antecedentele si
corelatiile elementelor culturale ale unei etnii trebuie cdutate in traditiile unei alte
etnii. Uneori o etnie pastreaza elemente culturale provenite din traditia unei alte
etnii, care deja le-a abandonat. De exemplu, o parte a repertoriului muzical maghiar
vechi legat de dansuri se regéseste si in traditia roméaneasca ori tiganeasca. Pe de alta
parte la maghiari s-au pastrat elemente folclorice preluate de la roméni, printre care
unele nu mai existd la populatia romaneascd din zona respectiva. Astfel analiza
muzicii jocurilor populare maghiare poate furniza date pentru cercetatorii folclorului
romanesc si invers.

In Transilvania suportul muzical al jocurilor populare este asigurati aproape in
exclusivitate de instrumente si ansambluri de instrumente. Incepand din secolele 15-
16. existenta instrumentelor in rolul de acompaniament de dans poate fi relativ bogat
documentati din arhive. Interpretarea acestor surse insa necesiti multa precautie,
datorita schimbarii in cursul secolelor a sensului cuvintelor denumind instrumente
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muzicale si datorita dificultatilor care se ivesc in identificarea acestor date ca surse
folclorice in raport cu sursele referitoare la muzica cultad a vremii. Documentarea
uniforma a instrumentelor muzicale din folclorul recent este la fel de dificila,
deoarece culegerile nu sunt suficient de aprofundate si nu acoperi integral teritoriul
cercetat. In general poate fi insi constatat ci in cursul secolelor anterioare s-a folosit
o gama mai largd de instrumente muzicale si la maghiarii ardeleni, din care unele au
disparut definitiv (de exemplu cimpoiul si zurna).

Unele grupuri de instrumente au avut un rol de acompaniament al dansurilor la
petrecerile ocazionale. Altele au fost utilizate cu prilejul ocaziilor mai insemnate de
joc, de obicei in cadrul formatiilor traditionale specifice anumitor regiune. Din acest
motiv unele instrumente s-au specializat la cantarea melodiei, altele la asigurarea
acompaniamentului ritmic §i armonic, iar altele la indeplinirea ambelor functii.
Aceastd specializare, precum si diversele modalititi menite sd serveasca
acompaniamentul ritmic al jocurilor ingreuneaza clasificarea instrumentelor
populare in sistemul clasic de organologie Hornbostel-Sachs. Aceasta clasificare este
indeosebi problematica in cazul subclaselor. De exemplu, contrabasul este un
instrument cu coarde cu arcus, dar in unele zone se foloseste mai mult ca instrument
de percutie, corzile fiind preponderent lovite. Gorduna, un instrument aseménétor
violoncelului, este folosita tot ca instrument de percutie fiind uneori denumita ,,doba
cu strune”. La fluier in mod frecvent pe langd melodie apare un ison gutural etc.
Folosirea viorii sau a violei in rol de contri, este un alt rezultat al specializarii in
privinta realizarii cat mai perfecte a acompaniamentul ritmic al jocurilor. Contra are
pe alocuri diverse modalitati de acordare si de utilizare. Contra (sau braciul) cu trei
corzi avand célusul retezat poate intona trisonuri complete, servind in acelasi timp
jocul cu un ritm pregnant. Aceastd variantd de contra s-a dovedit a fi mult mai
raspandita in Transilvania decat se credea inainte.

Etnocoreologia maghiara defineste trei feluri de acompaniament muzical pentru
jocuri: acompaniament ritmic (fird melodie), acompaniament pur melodic si
acompaniament complex format din imbinarea primelor doua. Prezenta acestor
forme de acompaniament in Europa, in Bazinul Carpatic si mai detaliat in
Transilvania, poate fi urmarita prin numeroase surse literare si iconografice, ele
putand fi comparate cu cele provenite din cercetarile etnomuzicologice de teren. Din
aceste date reiese cd alegerea formelor preferate depinde de mai multi factori:
traditia locald, amploarea si importanta ocaziei de joc, pretentiile si statutul social al
comunitatii respectiv al familiei care 1i angajeazd pe muzicanti, stadiul actual al
urbanizarii culturii locale, contingentul de muzicanti care std la dispozitia
comunitatii etc.

In cadrul tipurilor de acompaniament s-au constituit unele forme considerate
ideale de comunitatea locald, pe care preferd mai mult in conditii optime. Aceste
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formatii instrumentale pot fi grupate in mai multe tipuri, si cu toate ca sunt inrudite,
in anumite zone poate fi documentat cd au fost aproape identice pentru o perioadi
mai indelungata. Duoul fluier — gorduna lovita, respectiv vioara — gorduna lovita se
regaseste in partea de rasarit a secuimii, la ceangdii din Ghimes si la romanii aflati in
zonele Bicaz si Toplita. Etnomuzicologia maghiard considera ca acest tip de
acompaniament este descendentul duoului foarte vechi si pretutindeni raspandit de
tip instrument de suflat — instrument de percutie (de exemplu zurna si toba). Dintre
formatiile cu instrument de acompaniament ciupit la populatia maghiard din
Transilvania a supravietuit doar duoul vioara — cobza, respectiv fluier — cobza numai
in Tara Barsei, precum si la maghiarii din Moldova, la roméanii persistand pe o arie
mult mai raspandita.

Ansamblul vioard—tambal—contrabas folosit in regiunea vestica a secuimii la prima
vedere pare a fi un fragment al tarafului lautaresc urban. Dar ascultind modul de
interpretare al tambalului si contrabasului, care cintd de asemenea melodia ritmizata
specific rolului lor in formatie, putem presupune ci este vorba de un stil mai vechi cu
acompaniament heterofonic. Formatia vioard—contra—contrabas este mai aproape de
tarafurile lautaresti de oras, dar in unele zone (in Secuime ca si la romanii din zonele
Arad si Bihor) si contra indeplineste un rol de dublare a melodiei, pe 1anga functia de
asigurare a ritmului de acompaniament, si astfel are mai putin un rol armonic.

Desigur in Transilvania exista formatii traditionale completate chiar cu clarinet,
care corespund in privinta componentei si a stilului de joc tarafurilor lautaresti
urbane, dar dintre acestea sunt mai insemnate acelea in care acompaniamentul este
asigurat de contra cu trei corzi cu calus retezat (zona Muresului de Sus si de Mijloc).
Cu toate cé din punct de vedere armonic ele sunt foarte apropiate de stilul functional
lautaresc rafinat, totusi, tehnica speciala a viorii, atacarea pregnanta a acordurilor la
contrd si ritmica specifici a tambalului diferentiazi aceastd muzicad de cea a
ldutarilor oriseni. In cea mai mare parte a Transilvaniei — inclusiv pe valea
Homoroadelor in Secuime — tipul de ansamblu vioara—contra cu trei corzi—contrabas
(fara tambal) e cea mai raspandita, pe alocuri sau ocazional cu dublarea viorii si
eventual a contrei.

Substituirea contrei cu acordeon si a clarinetului cu saxofon este un fenomen mai
nou. Aceste instrumente au sanse limitate de a deveni instrumente traditionale,
deoarece intre timp au apirut alte instrumente si mai moderne. In ultimele doui
decenii ale secolului XX au aparut si la tard ansambluri de chitard electrici —
sintetizator — toba de jazz. Aceste ansambluri instrumentale de obicei dispun de
ajutorul unui violonist traditional care cunoaste repertoriul muzical si obiceiurile
locale, care conduce derularea partii traditionale a nuntilor, desigur acompaniat de
aceste instrumente electronice. Documentarea acestor forme noi (netraditionale) este
de asemenea importanta din punctul de vedere a schimbarii sau chiar a disparitiei
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folcorului, dar in acelasi timp cercetarea lor amanuntita pentru moment nu face par-
te din domeniul investigatiei privind folclorului muzical traditional.

Formulele ritmice asigurate de formatiile instrumentale specializate la
acompaniamentul de joc constituie suportul muzical al dansurilor. In acelasi timp
aceste formule de acompaniament ritmic joacd un rol important si in definirea
tipurilor de dans. Cele trei tipuri principale ale acompaniamentului ritmic sunt: duva
lenta (in patrimi), duva deasda (in optimi) si estamul (acompaniament cu optimi
atacate alternativ de bas si contra). Aceste forme schematice de acompaniament
ritmic, atasdndu-se la diferite tipuri de dans, au luat diverse forme specifice
anumitori zone ale folclorului maghiar din Transilvania. Diferentierile zonale uneori
au produs forme deja foarte indepartate de schemele originale.

In cazul dansurilor acompaniate de duva lentd asimetricd, analiza minutioasi a
formulelor de ritm ne duc la concluzia ca acest tip de asimetrie rezultd din alternarea
periodicéd a doua tempouri paralele.

Daca ritmul contrei si ritmul orchestic de bazi sunt diferite (de exemplu pe muzica
tip verbunk in pitrimi se joaca un fel de fecioresc in optimi), se poate presupune ca
muzica unui joc fecioresc mai vechi s-a inlocuit cu muzica mai noua raspanditad in
urma recrutirilor militare. In acest caz se adapteazi motivele unui dans cu un ritm
diferit deja cunoscut la o melodie revenita in moda. Identificarea formelor de ritm de
acompaniament in dansul celorlalte etnii ne ajutd in descoperirea relatiilor
interetnice ale tipurilor de dans.

Ritmul realizat de instrumentele melodie are o importanta secundara in
acompaniamentul jocului decat formulele ritmice tipice realizate de instrumentele de
acompaniament. Forma cea mai elementara a ritmului melodiilor de joc este cea
constand de repetarea permanenta a unor formule ritmice simple. Acest tip de ritm
se gaseste mai ales in cateva jocuri mai arhaice executate in formatii de cerc sau linie
ale maghiarilor din Ghimes si Moldova, provenind din dialectul dunarean al
folclorului coregrafic romanesc. Un alt ritm important este cel denumit dupa jocurile
pastoresti maghiare kandsztanc. Acest tip de ritm melodic este caracteristic jocurilor
fecioresti vechi si unor jocuri de perechi mai vechi. In Secuime si pe valea Sieului
exista si jocuri denumite verbunk (barbunc), care au melodii cu acest ritm kandsz-
tanc.

O altd forma a ritmului melodic provine din melodiile maghiare tipice de cimpoi.
Acestea se compun din strofe izoritmice cu miscari preponderent in patrimi egale
alternate uneori cu optimi. Acest tip de ritm apare relativ in mai putine tipuri de joc
la maghiarii din Transilvania. Printre ritmurile melodice trebuie si mai amintim
ritmul sincopat caracteristic de asemenea unui numar mai redus de jocuri.
Consideram un ritm apartinand acestei categorii cand sincopa apare in mod



460 CONCLUZIT

consecvent si in mai multe rinduri melodice. Sincopele provenind accidental din
stilul de interpretare instrumentala nu genereaza ritm sincopat propriu-zis.

Jocurile de stil nou denumite lassii csardas (ceardas rar), variantele lor
transformate in gyorscsardas (ceardas iute), precum si dansurile barbatesti rare si
dansurile in cerc din Campia Transilvaniei se desfasoara pe melodii cu ritm punctat.
In unele variante zonale ale acestuia perechea de pitrime punctati — optime se
inlocuieste cu o pereche de sunete in triola sau cvintola. Deci tot un sunet mai lung si
unul mai scurt, dar intr-un raport matematic diferit, realizind un ritm
pseudopunctat unde aceasta punctare este mai atenuata. Acestea in cazul culegerilor
exclusiv vocale dau impresia falsd a unor misuri de 5/8 sau 6/8. In asemenea cazuri
iese in evidentd ca pentru interpretarea corecta a ritmului avem nevoide de analiza
melodiei impreuna cu ritmul orchestic si ritmul de acompaniament, fiindeci cele din
urma pastreaza ritmul original in patrimi, si devine evident, ca masurile de 5/8 sau
6/8 ale melodiei privite in sine sunt de fapt cvintole si triole suprapuse pe cate doua
patrimi.

Incepand cu secolul XVI muzica culti de dans a Europei secolului cunoaste o
practicii interesanti de transformare ritmici. In dansurile vremii frecvent se canta o
melodie mai lentd in ritm binar, urmati de aceasi melodie transpusa in ritm ternar
mai miscat, denumit in limba latina proportio. Aceasta tehnica proportio se regiseste
si in folclorul transilvanean intr-un sens mai larg. Mai multe melodii de joc apar
transformate in diverse ritmuri ale unor jocuri mai lente si mai miscate. Unele dintre
ele apar deopotriva in jocuri romanesti si maghiare, imbracind caracterul ritmic al
jocului respectiv de la caz la caz. Instrumentistii au capabilitatea de a improviza chiar
asemenea transformari. Prin acest mijloc se realizeazi acele transformari amintite
mai sus, in cazul cdrora dintr-o melodie bisericeascd sau dintr-un vals modern
instrumentistii pot sa faca o melodie adecvati pentru acompaniamentul unui joc mai
vechi.

Datorita imbinarii sistematice a muzicii vocale si instrumentale la ocaziile de joc se
poate observa nu numai instrumentalizarea unor melodii vocale, dar si aplicarea
unor versuri cantate pe anumite melodii instrumentale. Din acest motiv nu este bine
sa categorizam tipurile melodice ale folclorului muzical in melodii vocale si
instrumentale, deoarece tipologia melodicd opereazad cu schelete melodice, care in
cazul melodiilor instrumentale se contureaza tocmai daca lasam la o parte figuratiile
specifice ale interpretarii instrumentale transforméand artificial melodia intr-o
varianta virtuala vocala.

In constiinta purtitorilor de folclor nu se izoleazi atit de categoric muzica
instrumentala si cea vocald, ca in conceptia etnomuzicologilor. Gandirea sincretica a
informatorilor duce chiar la confundarea melodiei cu dansul: acelasi cuvant ceardas
denoteaza simultan dansul si melodia acestuia.



CONCLUZII 461

Depinde de caracterul genului muzical ci traditia pastreaza melodia de baza numai
in variante instrumentale, in variante vocale sau in ambele moduri. Majoritatea
melodiilor din repertoriul de joc al folclorului maghiar fac parte din ultima categorie.
Nivelul de instrumentalizare este in mod natural mai mare in cazul acelor genuri, la
care din cauza conditiilor, posibilitatilor sau a altor legitati ale traditiei interpretarea
vocald nu este prezenta.

In cazul genurilor care ,permit” cantatul in timpul muzicii instrumentale
instrumentul care cantd melodia de obicei alterneazi interpretarea quasi-vocala
(interpretare ca in timpul cantatului) cu cea imbogatita de figuratii instrumentale.
Desigur acest lucru nu inseamna cd in lipsa cantatului trece in mod automat la
interpretarea instrumentala figuratd. Putem observa ci in asemenea cazuri
muzicantii alterneaza cele doud modalitati cu un simt rafinat si foarte rar se intampla
ca strofa completd sa fie cantata in interpretare figurata. Acest principiu este in
relatie strAnsi cu dansul. In timpul motivelor de dans care genereazi efecte sonore
pregnante cantatul melodiei in figuratii ritmice si cu accente specifice ajuta mult
dansatorul, dar nici aceastd reguld nu este aplicatd in mod mecanic. Detalierea
modului in care dansul determina transformarea melodiei instrumentale necesita
inci cercetari ulterioare.

Etnocoreologia maghiara categorizeaza jocurile populare si dupa cantitatea
relativi a melodiilor legate de anumite tipuri de joc. Astfel existd dansuri avand o
singura melodie de acompaniament, altele au cateva melodii, iar cele din categoria a
treia au melodii multe sau foarte multe. In zonele folclorice cu traditii mai vechi acest
raport dintre numarul melodiei si tipul de joc este relativ constanta. Daca un dans cu
multe melodii se raspandeste intr-o zona invecinati, la inceput va apirea cu mai
putine melodii. Astfel provenienta din alte zone a unor dansuri la inceput poate fi
apreciata si din numaérul melodiilor care 1i apartin.

Traditia modeleaza si ordinea relativa a melodiilor care acompaniaza un anumit
joc. Unele melodii se preteazi pentru a fi melodii de inceput, altele nu. In afari de
asta Insa majoritatea melodiilor se combina liber, dar de reguld melodiile in aceasi
gami sunt plasate una dupa cealalta. Acesta poate fi supraarbitratd de obiceiul dupa
care muzicantul trebuie sd cante melodia preferata a dansatorului care vine in fata
lui. Cadrul mai larg al ordinii melodiilor este determinat de ciclul de dans. In partea
de mijloc a Transilvaniei jocurile fecioresti maghiare au fiecare cateva melodii. In
unele zone mai izolate se cunosc si jocuri fecioresti de raspandire restransa
organizate in cicluri din mai multe jocuri, avand fiecare ciate o melodie (ciclul de
verbunk-uri din Jeica sau jocul ritual de iarna borica la maghiarii din Tara Barsei).

Melodiile de jocuri in cea mai mare parte se compun din strofe melodice din patru
rinduri dintre care doua cite doua formeazd o unitate aseminitoare cu perioada
muzicald din muzica clasica. Aceste semistrofe sunt denumite de muzicantii populari
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forditas (intorsurd) sau pont (punct). Mai sunt caracterisitice muzicii instrumentale
de joc unele interludii cantate intre melodii, care au de asemenea intinderea unor
semistrofe (perioade) si care sunt axate pe cativa piloni armonici. Muzicantii romani
le numesc flori. Ele sunt functional inrudite cu motivele repetate cantate dupi
melodia propriu-zisa de catre cimpoierii din Ungaria pe care ei le numesc aprdja
(maruntisuri).

Cercetarea polifoniei si armoniei populare maghiare strans legate de interpretarea
muzicii jocurilor populare se afld incad intr-o faza initiald. Tocmai de aceea este
importantd conturarea acelor criterii speciale care trebuie luate in vedere pe
parcursul investigatiilor de aceastd naturd. Functia de acompaniament a dansului
necesita din partea muzicantului o ritmica exacta si un tempo adecvat pretins de
dansatori. Dar privind armonia dansatorii nu au pretentii deosebite. Totusi, se poate
constata ca ei de multe ori pot face diferenta dintre o armonizare adecvata si una
neadecvata.

Autenticitatea acompaniamentului muzical o putem judeca dupa criterii
etnografice si muzicale. Astfel din punct de vedere etnografic este autentic si un
instrumentist, care nu realizeazi armonia corect, dar marcheaza pregnant si prompt
ritmul de acompaniament al jocului. Din punct de vedere muzical insa nu este
autentic. Si aici nu ma refer la corectitudinea armoniei din punctul de vedere al
muzicantului cult, ci din punctul de vedere al muzicantilor din zona care realizeaza o
armonizare populara dupa o anumita logica traditionald. Muzicantii buni
intotdeauna stiu solutia corecta in sistemul lor propriu de armonizare, si daca au
posibilitatea, invitd un armonist (contras, gordunas) care cunoaste aceste modalitati
de cantare. Desigur acest lucru nu este intotdeauna posibil datoritd circumstantelor
locale.

De obicei autenticitatea formatiei instrumentale poate fi pusd la indoiala cand
muzicanti neobisnuiti unul de celélalt trebuie sa cante ocazional impreuna, sau daca
o formatie este invitatd intr-o zona unde nu este familiarizata si nu cunoaste bine
obiceiurile locale. Dacd in asemenea circumstante imprimam interpretarea lor, textul
muzical inregistrat nu va fi autentic in privinta formelor traditionale ale muzicii de
joc. Din perspectiva armoniei populare trebuie luatd in consideratie si faptul ci
contragul si contrabasistul nu se straduiesc sd creeze un compartiment armonic
comun, fiind relativ independenti unul de celalalt si urmarind fiecare in parte
melodia vioristului, care le da ideea armoniei realizate.

S-a mentionat deja influenta culegatorului si a circumstantelor culegerii asupra
informatorului de folclor. Dar in cazul armoniei populare acest lucru are un rol mai
accentuat. In deosebi in cazul culegerilor efectuate de muzicanti incepitori din
miscarea folcloricd urbana tanchdz (casa dansului popular) se intampld, ca
muzicantul popular armonizeaza in mod diferit. De exemplu simplifica din motivul
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ca meseria lui sa nu fie furata sau dimpotriva, complica acordurile incercand sa-si
dovedeasca talentul peste masura in fata culegatorului considerat coleg. Deci nu
culegerile organizate, ci inregistrarile functionale realizate in cadrul ocaziilor de joc
organizate de colectivitatea locala in conformitate cu traditiile locale sunt cele mai
potrivite pentru cunoasterea formelor adevérate ale polifoniei populare.

In folclorul muzical din Transilvania s-au mostenit mai multe principii de
armonizare, care uneori se regasesc in forme cristalizate, dar de cele mai multe ori
sunt combinate intre ele in proportii diferite (principiul de ison, diverse forme de
heterofonie, polifonia axatd pe pilonii melodiei, acompaniamentul in mixturi de
trisonuri majore, armonia functionald). Forma mai simpld a polifoniei axate pe
pilonii melodiei s-a conturat din combinarea heterofoniei principiul de ison.
Acompaniamentul in mixturi de trisonuri majore se realizeaza la contra cu trei corzi
cu calus retezat. Acesta prinde totdeauna acordul major construit pe pilonul melodic
actual. Contrabasul realizeaza practic sirul sunetelor care constituie pilonii melodiei.
(Neluand in considerare greselile care apar frecvent la contrabasisti.)

Armonizarea functionala s-a cristalizat in muzica ldutareasca de oras sub influenta
muzicii clasico-romantice europene. Principiul de baza al acestei armonizari este ca
fiecare treaptd armonizata sa fie precedatd de un acord cu functie de dominanta.
Muzicantii vrand si demonstreze ci simt aceste relatii armonice functionale fiecare
prinde de multe ori aceasi septima sau sensibila. Din aceasta cauza celelalte reguli ale
armonizarii clasice privind evitarea acordurilor paralele sau a dublarii sensibilei sunt
ignorate. Aceastd armonizare ordseneasca a patruns in misuri diferite in diverse zone
folclorice fiind insusitd intr-o masurd mai mare sau mai mica de catre lautarii sateni.
Acestia din urma apoi o combind in mésuri diferite de la o zona la alta cu principiile
mai verchi ale armoniei populare. De aceea la analiza unui text muzical armonic
folcloric este foarte important si delimitim aceste principii, precum si greselile
evidente.

Calitatea armonizarii este influentata si de posibilitatile tehnice ale instrumentelor
de acompaniament, metacomunicatia dintre violonist si acompaniament, tempoul si
formula de acompaniament ritmic a piesei, precum si de caracterul melodiei.

Daca luiam in considerare criteriile speciale enumerate mai sus in studierea
armoniei populare, putem diferentia variantele reale de armonizare care fac parte
din stilul de interpretare fiind rezultatele improvizatiei aleatorice de greselile
evidente, rezultante ale improvizatiei stochastice. Astfel dualitatea autenticitatii
muzicale si etnologice poate fi modelata si cu o altd pereche de notiuni folosita in
stiintele cognitive: competenta si performanta (Noam Chomsky).






CONCLUSIONS OF THE RESEARCH ON
TRANSYLVANIAN HUNGARIAN
FOLK DANCE MUSIC

In the early stages of Hungarian folk music research the interest was oriented first
of all towards the recording of vocal melody repertoire, thus instrumental music and
functional research were given less attention. The first great results of instrumental
and dance research assured the conditions for the starting of the research of folk
music from the point of view of folk dance.

The dissolution of the traditional peasant society had been coming off very
differently, and in the same time in different places within different regions, and
within this process, compared to other genre, the chances of survival were bigger for
folk dance and dance music. That is why it was possible to continue the intensive
fieldwork, necessary for the research of folk dance music even in the last few decades.
For the whole observation of synchronic phenomena and the diachronic processes
the research had to include both the exploration of the recent situation of folk dance
music and the retrospective measurement of the previous situations based on the
memory of the people.

In this matter Transylvania proved to be a very suitable area, due to its
geographically closed character, historical heritage, land structure and interethnic
relations. The importance of this region is signaled also by the unanimous opinion of
folk music and folk dance researchers, according to which it is not as researched as
its richness would suppose. Its delimitation as an ethnographic region is easier than
in the case of other great dialects of Hungarian folk music, which is due to its
geographic, historic and ethnic relations. It is relatively easy to delimit those north-
western territories, which historically speaking haven’t always belong to
Transylvania, and can be considered as transit areas even from an ethnographic point
of view, respectively those groups of settlements near mountain passes, which have
relations over the Carpathians.

In the case of our research, setting an artificial time limit was not a proper
solution, as the upper limit was of course outlined by the preservation of tradition,
implicitly the possibilities of research, which can differ very much from one region to
another. The setting of the lower limit is also not really justified, as the indirect
sources (literature, iconography) on folk dance music can stretch back to several
centuries. It is a different issue, that the incomplete and not always reliable
information content of these does not make it possible to really reconstruct the
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evolutionary stages of folk dance music during centuries, but in some details they are
(almost) satisfactory (e.g. the appearance of instruments, the formation of typical
instrument groups, issues of proxemics related to musician and dancers etc.).

Vocal folk music can be easily researched even in lack of technical tools. But the
mostly instrumental folk dance music, often being polyphonic music, cannot be
researched on a satisfactory level without the proper tools. Thus the fastening
evolution of documentation’s technical possibilities, from phonographs to
contemporary digital and multimedia tools, made possible the more and more
reliable documentation of previous research view points, respectively the
introduction of such new part subjects, which were not accessible in lack of proper
apparatus (playing technique, polyphony), or the information provided were
approximate and available only through indirect sources. The knowledge on the
technical possibilities of recording tools can contribute to such folk music research
source criticism, that folk dance music and generally instrumental polyphonic folk
music can rely on.

Approaching the circle of folk dance music performers and consumers from a
socio-ethnographic point of view, we might state that we can include in this model of
analysis social groups, which can be interpreted as relatively closed, self-identified
communities (at least in the aspect of dancing), having a repertoire that has been
inherited mostly from the previous generation, through natural mechanisms, a
homogeneous value consciousness and a convergent system of norms. At different
levels of community coexistence well defined statuses are developed (musician, non-
musician, dance coordinator, dancer, leader of the band, accompanying musician
etc.), while the individual might fulfill one or more of them, based on the given
situation or place. At the practicing of rights and obligations of the status in question,
the most suitable role is being played, therefore the static status becomes dynamic
through a role.

From those dealing with instruments, the professional folk musicians have an
outstanding role in the dance life of the community. Due to their material interests,
they have a two-way activity: in the one hand they are interested in the sustenance
and transmitting of the old repertoire, as it is required by the community. On the
other hand they have to satisfy individual or generational specific needs, for example
they have to know the trendy melodies of the youth, and therefore they have their
role in the modification and renewal of the repertoire. They consider that urban
Gypsy musicians are superior to them, and they also try to get their knowledge (sheet
music knowledge, urban Gypsy music, urban dance music, harmonizing etc.), trying
to grow up to them.

But from the view point of the research we can state that the performers of rural
folk dance music outperform their urban colleagues by the variety of melodies, by the
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knowledge of the local customs of many neighbouring areas, by the adaptation to
dance and by improvisation. The latter ones get their repertoire not only from
tradition, but also from music sheets, and nowadays from audiorecordings, therefore
they follow more rigid, more fixed forms. It is a general thing among the
Transylvanian small city Gypsy musicians to go regularly out on the countryside to
perform, to know both repertoires, thus in their case the opposition of the two
models is more nuanced, more faded.

Within their role to serve dancing, the rural folk musicians are really tied to their
crowd. Usually they are dancers as well, they maximally go by the dancers, they play
(often for money) their favorite melodies (that are named after them), they go by
them regarding the tempo, and they outline rhythmically certain elements of the
dance. Regarding the tempo and the rhythm, they also adapt to the shouting or sing-
ing that is taking place during the dance, furthermore they play more vocal-like,
avoiding complicated variants, and changing the melody. In the same time they don’t
like weak dancers, they make fun of them, in some places they know secret mocking
melodies, played exclusively for them, referring to their incapacity.

The joking tendency of the musicians is well known. Sometimes they mix religious
songs into dance music, or even the national anthem of another ethnic group. But it
is also a part of tradition that the joking mood of the community evokes special
requests from the musicians (riding the wagon, lowering into the well, climbing trees,
request for specific performance, driving out through music or dance etc.)

As the collection of folk music mostly didn’t take place within its original popular
environment, but at the request of the collector, it is important to observe how the
collector and the circumstances of collecting influence the professional folk musician,
as he/she is put into the status of an informant. In this situation there are numerous
factors that influence his playing, which, as a consequence, might differ from the one
heard in a traditional environment. Recording dance music in lack of dancers might
raise some problems in itself (the tempo is not totally authentic, the number of
melodies used for one dance might change etc.). Another similar factor is the paying
of the musician, displaying the specific knowledge of the collector or the show-off of
his musician skills, exposing his incompetence etc. In these cases even the collector
himself can become the victim of the musicians’ joking (they might improvise a csar-
das from a waltz for him etc.).

Most of the professional rural folk musicians, playing regularly or at least from
time to time for money or other allocations, are of Gypsy ethnicity or origin, but we
also know several Hungarian or Romanian leaders who can play on the same (or al-
most the same) level. (Previously there were also musicians or bands of Jewish origin
in Transylvania). Regardless of their ethnicity, the musicians usually serve the musi-
cal needs of diverse ethnic groups, thus they play a connecting role. The interethnic
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relations are favoured by the commonly organized dance occasions of smaller
settlements with a mixed population, which can result in the appearance of local,
ethnically mixed dance orders, as the locally institutionalized, controlled forms of
interethnic relations (e.g. the dance order of Voivodeni).

However, all this is not enough for the explanation of the cultural correspondences
between the ethnic groups of Transylvania, which are outstanding especially on the
fields of dance and dance music. The multitude of dance names related to ethnic
groups (e.g. in Hungarian: félolahos, szaszka, ciganytanc [half Romanian, Saxon,
Gypsy dance]; in Romanian: ungureste, tiganeste, straiere [ Hungarian-like, Gypsy-
like]) is also referring to the interethnic mobility of the repertoire. During history the
mobility of the population, the ethnic change of entire villages and the co-existence of
different ethnic groups led to such a cultural mixture in Transylvania, that often we
have to look for the antecedents or connections of one ethnic group’s cultural
elements in another ethnic group’s traditions. For example a part of the earlier
Hungarian melody and dance repertoire got into the traditions of the Romanians
and/or Gypsies, therefore without the research of the latter we cannot enlighten the
processes that have been taken place, and it is not possible either the interpretation
of the Hungarian folklore repertoire as a whole. On the other hand in some places the
folklore elements taken over from the Romanians were kept by Hungarian
communities, featuring even some that are not preserved any more by the
Romanians. Therefore the research of Hungarian folk dance music can offer data for
the Romanian research as well.

In Transylvania folk dance music services are offered almost exclusively by
instruments, bands. The presence of the instruments accompanying the dance can be
relatively well documented from archive sources, starting with the 15—16t centuries.
But their evaluation has to be done very carefully, as on the one hand the meaning of
the names of the instruments have been constantly changing, and on the other hand
the data provided by these sources do not always refer to folk life. The constant
documentation of instruments in the recent folklore also meets difficulties, as the
related data collection is quite imperfect. However, as a conclusion, we can state that
during the previous centuries, there was a relatively rich assortment of instruments
in use, and a part of it has disappeared from the Hungarian culture (bagpipe, Turkish
pipe).

Some groups of instruments had their role in the musical self-sufficiency,
accompanying the dance at casual entertainments, usually within the frames of
regional traditional orchestras. In the interest of the latter, some instruments
specialized in melody playing, other as accompaniment, and some in both aspects.
This specialization, respectively the various playing forms serving the rhythmical
support of dancing, harden the classification of the folk instruments by the classical
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classification of Hornbostel and Sachs, especially in the subclasses of this
classification, as the string bass is played either with a bow or by hitting it, while the
cello-like gardon is regarded as a percussion instrument, or the flute is played with a
specific gorging sound and so on. Similarly, the specialization to dance
accompaniment resulted in the use of violin or viola as a kontra, with quite various
tuning and playing modes in some places. It is especially important the
documentation of the chord-playing kontra with linear string-holder and three
strings, on a much more wide area than it was previously imagined.

According to the perception of dance research, the accompaniment of dances can
have three forms: independent rhythm accompaniment, pure melody
accompaniment, and a complex accompaniment mixing the two. There are numerous
literal, iconographic and recent folkloristic data which enable the following of the
presence of dance accompanying forms in Europe, in the Carpathian Basin, and more
detailed in Transylvania. From this information we find out that the forms in use are
influenced by multiple factors: the local customs, the size and importance of the
dance occasion, the community ordering the music, the social rank of the family, the
present state of modernization of the local culture, the musical potential at hand.

Within the dance music accompaniments there were some forms, considered
locally ideal by the community, which were mostly preferred in optimal conditions.
These orchestras can be classified into different types, and although they are related
to each other, it can be documented within certain areas, that they had been partly
identical for a longer time (through several generations). The world-wide, many
centuries old wind instrument — percussion instrument couple led to the formation
of the flute — hit gardon, respectively violin — hit gardon duo, known at the eastern
Szeklers, at the Csangds of Ghimes, and at the Romanians of the nearby regions, that
is Bicaz and Toplita. At the Transylvanian Hungarians the plunking accompaniment
form survived only in Tara Barsei region, and it is more wide spread at the Moldavian
Hungarians and the Romanians from Walachia.

The combination of violin — dulcimer — bass that can be found on the western
Szekler territories, although it might seem the remains of an urban Gypsy band, with
its melody-playing dulcimer and bass is more like a transmission of an earlier
tradition. The violin — two-string kontra — bass orchestra is more likely to follow the
lineup of a Gypsy band from the city, but in Szeklerland and at the Romanians
around Arad and in Bihor County the kontra, besides assuring the accompany
rhythm, has a function of more like melody-doubling than harmony.

Naturally, there are rural orchestras in Transylvania, which correspond to city
Gypsy bands in the way they play, too, even completed with a clarinet, but among
these the important ones are featuring contra-accompaniment by three-string kontra.
(Upper and Central Mures region). Although in means of harmony they are really
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close to the functional style, the sound of this kind of orchestra is somehow different
from the city bands, due to the solid sound of the three-string kontra, the dance-
supporting rhythm of the dulcimer, and the special playing technique in the case of
the violin. In most parts of Transylvania — including the Szekler part of
Homoroadelor region — the general orchestra type is violin — three-string kontra —
bass, without the dulcimer, some places with the doubling of the violin or/and the
kontra.

Replacing the kontra with the accordion and the clarinet with the saxophone is a
newer phenomenon. Its traditionalization is limited by the fact that nowadays rural
weddings are being served also by orchestras with electric guitar, synthesizer and jazz
drums, usually bringing a violinist with them, who knows the local customs and
repertoire, playing the traditional part of the wedding music, certainly with the
accompaniment of electric instruments. The documentation of these new (non-
traditional) forms is also important from the view point of the folklore’s change, but
their detailed analysis doesn’t concern traditional folk music research yet.

In the case of the lame slow accompanied dances, which are the accompaniments
for the slow asymmetric pair dances, the detailed analysis of the rhythm enables us to
draw the conclusion that this kind of asymmetry is created by the periodical
alteration of two parallel time sheets. If the contra-rhythm and the basic rhythm of
the dance differ from each other, it refers to a music that was pulled on the dance
afterwards. In these cases the motifs of a previously known, different rhythm dance
are pulled on a new, trendy music. The identification of the types of accompanying
rhythms in the dances of other ethnic groups gives a helping hand at the revealing of
the dances’ interethnic relations.

Melody rhythm is of a lesser importance than contra-rhythm in the identification
of dance types. The most basic accompanying melody rhythm consists of motif-
repetition, and it is present especially within more archaic dance types, for example
in some part of Balkanic chain dances, thus in the dance music repertoire of
Hungarians in Moldavia and Ghimes region. In these places the other part of the
dances are accompanied by melodies of swineherd dance rhythm. In Transylvania
this has a great importance in the case of jumping, single dances, the old pair dances,
even more, in the case of the new-style csardas and some burgeois pair dances as
well. In Szeklerland, along the river Sieu, there are some dances that are named ver-
bunkos, featuring melodies of swineherd dance rhythm.

To keep it simple, we call another form of melody rhythm bagpipe rhythm. These
are formed by rigid isorhythmic verses or double lines, often being related to real
bagpipe songs, but they appear in quite scarce dance types, especially in some fast
csardés types. Similarly, especially within the accompanying melodies of these types
we find some, which are consequently of syncope rhythm.
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Finally, the punctuated rhythm within the J metric frames is characteristic to slow
csardas, its faster variants, respectively to certain slow men dances and the related
circle dances from the Transylvanian Plain. Some of these use the milder variants
(triplet, quintet) of punctuation; therefore in cases of simple singing data collection
they suggest the fake illusion of a 5/8 or 6/8 metrum. It becomes obvious in these
cases, that for a correct interpretation of rhythm the complete observance of melody,
dance and contra-rhythm is required, as in this case the latter stick to the J value
basic rhythm.

A part of the folk dance melodies are characterized by the rhythmical multitude,
related to proportion that has been known all around Europe. In an ethno-musical
interpretation this means not only the alteration of even and uneven tempo, but the
connection of any two dance types differing by rhythm and tempo in a way, that the
melody of the first is reinterpreted by the specific rhythm of the second (or even the
third). Such a proficiency of the folk musicians makes the mentioned comical
solutions (converting religious songs or national anthems into dance melodies), but it
also leads to the fact that some melody types can appear in many different genres,
even in non-dance musical ones.

Because of the regular mixing of vocal and instrumental music during dance
entertainments, we can observe not only the instrumentalization of vocal melodies,
but the transformation of instrumental or instrumentalized melodies into secondary
vocal ones. From the point of view of melody typology it is not very fortunate to talk
about instrumental and vocal types, as typology systemizes in fact melody
frameworks, which in the case of instrumental melodies appear exactly when we
ignore the specific figurations of instrumental performance, thus we artificially
transform the melody into a vocal one.

Instrumental and vocal music doesn’t dissever in the perception of the informants,
as it does in scientific research. We know that even the difference of melody and
dance might get mixed up: the word csardds means both the dance and its
accompanying melody. For the people living in a traditional culture, the dance, the
instrumental music, the singing, the scansion, the rite-context forms an organic
unity.

It depends of the genre; in what conditions does tradition preserve vocally,
instrumentally or in both ways the same basic melody. Most of the melodies belong
to the latter category. The grade of instrumentalization is by nature greater in the
case of the genres which — by capability, possibility or by other principles of tradition
— do not include vocals.

In the genres which “permit” singing during instrumental music, usually the
instruments playing the melody alternates the vocal-like and instrumentally figured
performance in such a way, that during the singing the music sounds vocal-like. Of
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course, this doesn’t mean that in lack of singing it automatically turns into figured
performance. Usually we can observe that even in these cases they alter the two kinds
of performance with a very good sense, and it is very rare when a whole melody verse
is played in a figured way. The latter is strongly related to dancing, for example
during slapping it supports very well the rhythm given by the sound effects of the
dance, but this rule has no automatic validity. The determination of instrumental
melody performance by dance requires further investigation.

According to dance research interpretation, the relative number of melodies
related to certain dance types is included into the categories of one, several or many.
In one region or another, in the ancient, deeply rooted, continuously transmitted
dances the number of melodies is relatively given. If a dance with many melodies
spreads onto a neighbouring region, in a first phase it would appear there with only
few melodies. Therefore the intruding character of these dances can be deducted at
the beginning also from the number of its melodies.

The position of the melodies within the dance items is also regulated by tradition.
The item can start with some melodies, but cannot with others. Besides this aspect,
the major part of the melodies can be freely varied, but mostly the melodies of
identical tone are lined up next to each other. All this can be over judged by the
custom according to which the musician has to play the favourite melody of the
dancer in front of him. The larger frame of the melodies’ succession is determined by
the dance order. Besides the natural connection to multi-melodic slow and fast single
man dances from Central Transylvania, in other parts of Transylvania we can find
exclusively local men dances with several items, each item with one melody (verbunk
of Jeica, borica of Patru Sate).

In dance melodies the half melodies of a period are often related to the dance
itself. This is recorded also by the folk terminology, being named turn or point. There
are some instrumental interludes, probably originated in the repeating of the last
part of the melody, which generally can be played freely after several melodies, and
are gathered around a few harmony frameworks. From the view point of function,
they are related to bagpipe episodes (dudaaprdjak).

The research on folk polyphony, a phenomenon strongly related to dance music
practice, is still at its beginnings. That is why it might be important to sketch the
point of view, which might be taken into consideration in such an analysis. The
priority of the dance accompanying function requires exact rhythm and a familiar
tempo from the musician, but from the view point of harmony, this crowd has no
obligatory expectations, even if it can tell a good kontra player from a bad one.
Therefore it is ethnographically authentic when the kontra or bass player uses
his/her fingers casually on the strings, if his/her bow use is a proper one. Musically it
is not authentic, as traditional musicians know the correct solution from the view
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point of their own harmony system, and if they can, they bring with them a kontra
player, who is also familiar with it, even if in practice this is not always possible

Also the authenticity of an orchestra can frequently be questioned in cases when
casually the musicians are not familiar with each other, but they are forced to play
together, or when they are invited to farer regions, where they are not accustomed
with the local customs. If we record their performance in such occasions, these
recordings won’t be authentic from the view point of the research of folk dance
music’s traditional forms. Regarding folk harmony, we have to take into
consideration that rural bass and kontra players do not try to create a specific sound
by completing each other, they are relatively independent.

We have already mentioned the influence of the collecting situation on the
informant, but it is important to draw the attention on this aspect again, in relation
with folk harmony. Especially when the collector is an urban dance house musician,
the informant might harmonize differently. For example he would play things in a
more simple way, to avoid the collector “stealing” his precious knowledge, or on the
contrary, he considers the collector his colleague, and he urges to prove his
knowledge, complicating the chords. Therefore mostly the so-called functional
recordings are suitable for exploring the natural forms of folk harmonization.

There were several principles of harmonization inherited in the Transylvanian folk
music, some of them being present clearly, others in differently mixed forms
(burdon-accompaniment, melody-accompanying harmony, functional harmony). The
simpler form of melody-accompanying harmony (on two-string kontra) was formed
from the combination of heterophony and the burdon-principle (playing the string
next to the one playing the melody), respectively from the modeling role of contra-
rhythm. In the case of the three-string kontra this is realized by playing the major
chords corresponding to the pillar notes of the melody (major mixture heterophony).
Naturally, the bass will play the same main notes.

Functional harmonization was formed within urban Gypsy music at the influence
of European classical-romantic music, and from there, it was overtaken by the per-
formance of rural musicians, in a ratio differing from region to region and from
generation to generation. Its basic principle is the following: each and every next step
is reached through a previous dominant chord. As the principles are used
independently by all accompanist musicians, the doubling of the dominant note is
quite frequent, and parallel quintets and sounds might occur.

Melody-accompanying and functional harmonization can be continuously mixed
up even within one piece; that is why it is so important the continuous identification
of harmonization principles during the analysis. The character of harmonization is
also influenced by the technical possibilities of the accompanying instruments, by the
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meta-communication of the band leader and the accompaniment, by the tempo and
rhythm structure of the given piece, respectively by the character of the melody.

With the collective observance of all the factors from above, determining harmony,
we can differentiate the real variations, being a part of the style (alternative
improvisation), from the casual mistakes (stochastic improvisation). Thus we can
model the duplicity of ethnographic and musical authenticity even with the notion-
couple of competency — performance, used within cognitive sciences.
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