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Preface

The eighth special volume of the ‘Europa Ori-
entalis’ series contains reports and papers from
the VIIl. Annual Convention of the Centers for
Austrian and Central European Studies, held
in Minnesota (Minneapolis, USA) from 14
to 17 September 2014. These Centers were es-
tablished to improve the cooperation between
the host nations and Austria. They are also an
opportunity for young researchers to connect
with colleagues and to strengthen their inter-
national perspective during their respective sci-
entific careers.

This special volume covers a wide range of
topics compiled by current PhD students of the
eight Centers for Austrian and Central European Studies. The focus of the con-
tributions is on cultural, political, and modern Central European history. The an-
nual reports of the Center Directors provide a comprehensive overview of the vari-
ous activities of these institutions during the Academic Year 2014/2015.

It is one of the most important aims of the Austrian Federal Ministry of Sci-
ence, Research and Economy not only to supply young scholars with research
grants and scholarships, but also to encourage them to establish themselves in
the international scientific community. While senior scholars usually benefic from
their global network with partners and associates, the younger generation often
has trouble getting in touch with their colleagues abroad. For this reason we de-
cided in 2007 to bring together the best and most promising PhD students con-
ducting their research at the various Centers for Austrian and Central European
Studies. The present volume proves how important it was to implement the idea of
regular annual meetings and to support it financially. Especially, as international
experience and exchange continue to be fundamental for the success of future
scientists. Therefore, events such as the VI, Annual Convention of the Centers
for Austrian and Central European Studies are a significant contribution to reach
these targets.

Dr. Reinhold Mitterfehner

Vice Chancellor of Austria and Federal Minister of Science, Research and Economy
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Maybe it is something deeper in the spirit of Vienna. Many Viennese artists
were disregarded, criticized, disapproved, and had the backs turned on them by
the cultural elite during their lives and are now cherished throughout the streets
of the city (and profit its thriving tourism nevertheless). It is possible that this in-
ternal logic reversed for Hundertwasser. He was a proud citizen of Vienna and was
admired and supported by the Viennese elite throughout his life and only now can
his artistic and philosophic legacy be destroyed.”

67 ‘The author is thankful for a research grant provided by the City of Vienna and the Center for
Austrian Studies at the Hebrew University of Jerusalem that made this project possible, An early
version of this paper was presented in the Annual Meeting of the Austrian Centers in Minneapolis
in September 2014. A visit to the Hundertwasserhaus was generously hosted by Ms. Regina Pam-
perl. The author is thankfut for the helpful remarks and comments of Or Alecksandrowicz, Dan
Avnon, Piki Ish Shalom, Liron Lavi and for the ongoing support and encouragement by Avner de
Shalit. This project would not have been possible withoue the full cooperation and support of the
Hundertwasser foundation: Joram Harel, Doris Truppe, and mostly Hunderowassers chief Archi-
vist Andrea C. Fiirst, who spent hours and days discussing my arguments and helping access the
beautiful world of Hundertwasser.

Colleen Bertsch

Negotiating Identities and Cultural Representations: The
Practice and Patronage of Roma-Transylvanian Folk
Violinist Florin Codoba

University of Minnesota

Introduction

‘This papet is a case study of the musical and public life of Florin Codoba, 2 highly
regarded, tradition-bearing violinist from multi-ethnic Transylvania. As early as
his first Transylvanian fieldwork outing in 1904, composer, pianist, and compar-
ative folklorist Béla Barték attempted to draw distinct lines between Romanian
and Hungarian melodic types by creating melodic categories based on sequences
of disembodied notes.! Alchough he was famously meticulous with his data, he
nonetheless admitted the endless trail of ‘crossing and recrossing’ influences found
in Transylvanian musical practices.” Transylvanian string band music continues
to be the subject of intense debate among Romanian and Hungarian politicians,
scholars, and promoters. As a result, many Transylvanian musicians must often
embody multiple, shifting identities in order to find enough employment to finan-
cially make ends meet. Florin Codoba is no exception. Like his father, uncle, and
grandfather before him, Florin variously represents himself as a Hungarian tradi-
tion bearer or Romanian tradition bearer, depending on the sponsor who hires
him. It is also telling that although he comes from a Roma family, he rarely repre-
sents himself as a Roma tradition bearer.

Although folk music is often described in ethnic or national terms, social sci-
entists have largely recognized that ethnic and national identicies are choices that
are constructed, maintained, and performed, The move away from a purely bio-
logical understanding of ethnicity began in the early 20th century when Fredrik
Barth recognized that ethnicity is a form of social organization based on the draw-
ing and maintenance of boundaries, and not a result of some pre-existing state?

1 Béla Barték, Rujﬁz_mf_aﬁ Folk Mausic, vol. I: Instrumeneal Melodies, The Hague 1967,

2 Béla Barték, RacePurity in:Music, in: Benjamin Suchoff (Ed.), Béla Barték Essays, Lincoln 1992,
308

5 Fredrik Barth, Ethnic Groups and Boundaries. The Social Organization of Culwre Difference,
Waveland 1998, 9-38.
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The genius of Barth’s work was his focus on the social processes of creating ethnic-
ity, which allowed for a discussion on human agency’s role in ethnicity and group
belonging, Telling stories about family and home is one such process. But stories
about our own identity can also be framed by others. Because music is a human
endeavor, and human identities-are ascribed and mutable, ethnic and national la-
bels of music are contingent and political acts.

Christian Karner expands Barth’s take on ethnicity by defining three dimen-
sions that help explain ethnicity’s characterization as a process.® First, he says,
ethnicity is a structure of action.’ This view (:;Fetlmicity helps w reconcile social
structure with individual agency and also allows ethnicity dialogue move toward
a theory of power relations. Second, ethnicity is a way of seeing,® Third, ethnic-
ity is a way of feeling, which allows for the emotional ties many members of eth-
nic groups feel about their experience identifying as a group member.” This last
characteristic implies reflexivity on the part of group members, which for Karner
is the single action that turns culture into ethnicity. When ‘social actors begin to
reflect on what they used to think and do in a largely taken-for-granted way prior
to the onset of a crisis’, ethnic identities take shape.® Reflexivity, in turn, requires
explicit knowledge, a powerful tool that frames and defines the world.

Florin Codoba works within a constellation of institutions and organizations,
situated in various countries that patronize Transylvanian folk musicians. The au-
tor of this paper engages with Transylvanian music politics and patronage in Hun-
gary, Romania, and the United Srtates, in combination with interviews with Florin,
the author attempts to produce a thoroughly contextualized ethnography that fo-
cuses on his processes of ethnic identity formation. The author looks at how state
and social institutions have influenced the ethnic labels ascribed to Transylvanian
folk music in general, and demonstrates how these social and political contexts
influence how Florin performs, the words he uses about his music, and how he
comes to understand his own music through foreign points of view. Institutions or
individuals who have the funds to sponsor concerts, festivals, and recordings suc-
ceed in defining the ethnicities of Transylvanian folk music repertoires and thus’
frame the region’s historical natrative. They are powerful community leaders in
that the repertoires they support become common-goods that strengthen the com-
mon-identities of target ethnic or national communities.

The data on Transylvanian folk music patronage was collected with support
from the Center for Austrian Studies at the University of Minnesota. The author

Christian Karner, Ethnicity and Everyday Life, London/New York 2007.

Thid., 271,

1bid. Note: Harris Bergers recently published book “Stance” demonstrates ways in which ‘seeing’
can be a rich source of information on how ethnicity works as a process rather than an « prierf fact
of human experience. See Harris M. Berger, Stance, Ideas about Emotion, Style, and Meaning for
the Study of Expressive Culture, Middletown 2009.

7 Ibid.

8 Ibid, 26.

SN
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conducted online research to gather data on current institutions and organizations
that patronize T ransylvanian folk musicians, including where their headquarters
and events are located, mission statements, how they are funded, a list of musi-
clan beneficiaries, and ways in which the organization frames Transylvanian mu-
sic. This research helped to contextualize the various sites of culture production as
they pertain to Transylvanian folk music. The stipend also supported the trip to
Csipke Tbor, a Hungarian music and dance camp in Michigan, in order to study
with and interview Florin who was a special guest teacher at the camp. The au-
thor’s activities at the camp included participation in the group fiddle lessons, Les-
sons were typically two hours long, three or four times cach day and were informal,
which allowed ample time for questions and story telling.

"The most important sources of information regarding Transylvanian musician
identity processes for this project stemmed from Florin’s responses to the ques-
tions regarding violin technique, the stories that he rold regarding past and pres-
ent Transylvanian musicians, and the stories rhat were negotiated between him
and other musicians. Although the ‘facts’ of his answers to the questions and the
content of his stories are important pieces of data, the author is ntore interested in
looking at ‘how’ Florin shared this information because it demonstrates identity
formation processes in action. Florin learned how to become a tradition-bearing
music from Pilacca through apprenticeship with his father and uncle, His knowl-
edge is deep and embodied, and also tacit and thus far indefinable. Leaning most
heavily on the processual information that one obscrved at the camp, and inter-
preting it along with the data collected on patronage systems, the author explored
the nature of Florin's social and political roles in various Hungarian and Roma-
nian. communities. By focusing on examples where his petsonal identity is al-
ternately pliable and subsumed under the stories of past hereditary musicians in
Transylvania, the author examines how Florin, camp and festival organizers, and
non-Roma musicians frame and define Florin’s ethnicity, musical authority, and
musical contributions,

Romanian-Hungarian Politics and Idencity

While language is often considered a determining factor for ethnicity, this argu-
ment quickly looses clout in borderland regions, Transylvania was the eastern fron-
tier of the Hungarian Kingdom and Austro-Hungary from roughly 1000 CE un-
til 1918. During the majority of this time, the language of the land-owning ruling
elite, and therefore the official narional language, was Hungarian, Because of this,
the Hungarian language was an important vehicle in the region for both Hunga-
rians and non-Hungarians who lived there, regardless of biological heritage. Such
was the case forthe ‘Kodoba family fiom the Transylvanian village Magyarpa-
fatka (Pilatca). Florin Codoba’s grandfather Ludovic {(1907-1973), his father M4r-
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ton (1941-2003), and his uncle Béla (1944-1999) are all known by the surname
Kodoba, the ‘K’ indexing their Hungarian background.?

Until 1989, Transylvania was governed by the Romanian communist reginie.
Devoted 1o the projection of the country’s singular ethnic Romanian identity, var-
ious laws affecting a person’s perceived or official identity were enforced through-
out this time.!” ‘The most personalized tactic was a name change requirement on
ID-cards and other official documents. A Hungarian recalls che practice in the
mid-1960s and 1970s, when people of all ages living in Romania with given names
of Hungarian origin, like Istvén, were officially changed to the Romanianized ver-
sion, Stefan.'" Another tactic was to isolate Hungarian-majoricy villages with the
goal of veiling their existence. One way they accomplished this was by building
Orthodox churches in villages that had no Orthodox community, therefore sym-
bolizing a Romanian presence in a predominately Hungarian community.!? These
strategies were used by the Romanian government to assimilate minorities into
a Romanian ideal-type population and create the facade of a mono-ethnic state.
These goals, of course, were not limited to Romania’s government. By the 20th
century, nation-building projects based on ‘one-people, one-state’ had become the
primary political ideology for many European countries. A critical mass of peo-
ple with a singular ethnic identity was the legitamizing force for the existence of a
country with distinct borders,

There were, however, some examples where the Ceaugescu regime allowed
Hungarian identitics to be maintained, albeit under strice direction from the go-
vernment. While given names were required to be Romanianized, surnames were
impossible to translate, and therefore minoritites were allowed keep them as they
were, Hungarian schools were also available in the Transylvanian city of Cluj up
until the late 1980s. At that point, however, a majority of those schools became
Romanian schools {that is, taught in the Romanian language), and subjects like
the history and geography of Romania were taught in Romanian at the remaining
Hungarian schools as well.!*

The Romanian government’s attempts at differentiating between who was and
was not an ideal Romanian citizen set the stage for underground minority activi-
ties. Surreptitious excursions to isolated Hungarian villages to record and study

9  Pdvai Istvin, Az erdélyi magyar népi tinczene [The Folk Dance Masic of the Transylvanian Hun-
garians], Cluj-Napoca 2012, 238f,

10 For an in-depth and thorough study of Romanian Secialist identity politics and culture, see: Kath-
erine Verdery, National Idzology under Socialism. Identity and Culeural Politics in Ceaugeseu’s
Romania, Berkeley/Los Angeles/London 1991,

11 Istvin Lengyel, personal interview, 29 March 2014,

12 Csongor Kénczei, De la Kodaba la Codoba. Despre schimbarea identititii etnice secundare intr-o
f2milie de muzicanii romi dinte-un sat din Campia Transilvaniei [From Kodoba to Codoba, Con-
cerning the Change of Secondary Ethnic Identity within a Family of Romani Musicians from
Transylvanlas CAmpia Region], in: Working Papers in Romanian Minority Studies 25, Cluj-
Napoca 2009, 3-19.

13 Lengyel, interview.
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folk traditions, speak Hungarian, and
interview village natives were defianc o el &1 G- gy kel Mard sen .
acts of dissent against the oppressive sy Transision -

system in which they lived " Although
Transylvanians were now officially in-
corporated into the Romanian nation,
these isolated groups of people were
designated, officially via actions taken
against them, to not be ‘true’ Roma-
nian when they spoke Hungarian or
had a Hungarian name, This Roma-
nian versus Hungarian dichotomy po-
ses different problems for the Roma,

Manin Florin Godoeba
g th

" Kodoba Mitton is - Dé-a Iungu and batuta from

For them, identifying as either Roma-  Palates
N . . . Kodnba Mirton, paietial da-a kung) 63 s2dkds Metiy Codoba i PA
nian or Huﬂga“an is not Only a posi- L siat ta Risorod Do-2 S s Batata Lavh Fanica B
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blility, but an unspoken requiremnent
for social acceptance and upward mo-
bility. A Roma’s secondary identity is
fragile and mutable so that it can fit the
predominam culture in which they live Figure 1: Excerpt from Codaba’s Facebook Account.
and work.

The stories about the physical actributes of parents and grandparents, their
homeland, what languages they spoke, and what foods they ate, are all perfor-
mances of ethnic belonging, Florin Codoba describes his grandfather Ludovic (re-
ferred to as Lajos Kodoba in Hungarian scholarship), his facher Mdrton, and his
uncle Béla as Pilacca violinists, as his teachers, as Hungarian and not Romanian,
and finally as cigany-ungaregti (Hungarian gypsy]. He attributed their Hungarian
identity 10 two facts: that they were from Palatca, and that they spoke Hungari-
an.? Florin also considers himself Hungarian, but unlike the elder Kodoba family
members, he does not speak Hungarian. Moreover, Florin spells his name with a
‘C’ instead of a ‘'K’ adopting the Romanian spelling.'® His recent Facebook posts
further demonstrate the confusion over ethno-linguistic cues in regards to both
the Kodoba/Codoba family name and Transylvanian folk music (sec figure 1).7

14 Wayne B. Kraft, Transylvanian Dancing in the Final Hour, in: The Anthrapology of Fast Europe
Review 22/1, Washingtor 2004, $1-59, here 54,

15 Florin Codoba, interview with the author, 3 July 2014,

16 Csongor Kénczel:develops aitheory for the change in spelling in his article D¢ l2 Kodoba [a Ca-
doba, in which he comparés Palatca censuses from 1948 and 2002 to show how Roma families
moved away from the Hungarian Reformed church to the Romanian Orthadox church, The Ro-
manian Orthodox church, therefore, is considered a tool in the Romanian nation-building project.
See Kénczel, De la Kodoba la Codoba, 3-19,

17 Martin Florin-Cdk_idba,ih’ttp:lffaccbook.comlmartinﬂorin.codoba.?FreF:ts.htm, 3 September 2014,
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In this post, Florin shared a YouTube video of his late father playing Roma-
nian dance music called De-a lunguf. Because it is a Romanian-specific dance, he
used the term De-a lungne! throughout the post. The dance called batuta, however,
is called szkds in Hungarian and so both words appear, Florin wrote his status up-
date in Hungarian, even though he is only fluent in Romanian and Romatlms. And
even though his father and uncle used the Hungarian spelling of the fan}ll’y nawme
as recently as the 1990s, today Florin uses the Romanian spelling. Florin’s father
Mrton, his uncle Béla, and his grandfather Ludovic were Roma musicians who
spoke fluent Hungarian, and the Hungarian rdnchdz [dance house] comi’m:mty re-
garded them as masters of Hungarian folk music."” After Mdrton an.d Béla passed
away, Florin’s participation as a Hungarian folk music ambassador 111c.1'ea§ed sub-
stantially, Although his Hungatian is limited, and although he subscnb.cs to the
Romania spelling of his name, Hungarians in the tdnchdz movement a'ctlvely sup-
port him as a Hungarian tradition bearer by hiring him for Hungarian-specific

events.,

Transylvanian Follk Music Patronage

Transylvanian string musicians, like Florin Codoba, have been suppo‘rted i{l a
number of ways by individuals and organizations around the world. This section
documents the broad spectrum of patronage that some Transylvanian string mu-
sicians have received over the past forty years. The point here is to develop an un-
derstanding of the global nerwork and various angles of interest concerning Tran-

sylvanian string band music in one article, rather than delve deeply into any one

patron ot organization.'”

‘The most active, and arguably the most influential, support for Transylvanian
string musicians over the past forty years has been the Hungarian tdnchdz move-
ment. The movement, also known by its Hungarian name, tdnchdzmozgalom, has
been been chronicled and analyzed extensively by scholars, journalists, and the
movement’s leaders.?? In che late 1960s, 2 folk music and dance revival emergcc.i
in Hungary that began to replace the staged folk performances. that were especi-
ally popular during the communist cra. According to Colin Quigley, the tdnchiz
approach originated with one or two of these folk dance performance e'nse’mbles,
most notably “The Barék Ensemble’?! The ensemble’s director Séndor Timdr and

18 The tdnchds movement is a folk music revival that began in Budapest in the late 1960s. Hungalu}‘
an-Transylvanian folk repertoire is especially favorited among its performers, .teachers, and partici-
pants, See Colin Quigley, The Hungarian Dance House Movement and Revival of Transylvanian
Steing Band Music, Oxford 2013, . o

19 Colin Quigley, ethnomusicologist at the University of Limerick, he-ls \Yritten a detajie.d histori-
cal account of the activities of the pioneering individuals and organizations who established the
tdnchdz movement and its exrensive nexwork. See Quigley, Dance House.

20 Hagyomdnyok Héza, Essays, h:tp:waw.hcritageho.use.hu{pageIZZI, 12 January 2015, More es-
says and books in Hungarian are also avaifable on this website.

21 Quigley, Dance House, 5-8,
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musicians Béla Halmos and Ferenc Sebd were particularly interested in moving
away from the Russian Moiseyev folkballet model of folkdance performance, and
instead, began to develop a way of playing music for dance in a social-dance func-
tional manner. Timdr's legacy was his innovative approach to teaching folk dance
in a way so that individuals could master the dance steps and techniques, and at
the same time, master the art of improvisatory movement, ‘This style of pedagogy
became synonomous with the tdnchiz, movement.?

A network of unassociated or loosely associated organizations began to provide
various platforms for the tdnchiz movement to flourish and it spread among the
urban middle class in Hungary. Integral to the tdnchdz movement’s development
was the Hungarfan Academy of Science’s Musicology Institute (MTA, Zenetu-
domdny Intézet) in Budapest where they house Barték’s and Kodaly’s folk music
collections, as well as newer field recordings.?? These archives are open and ava-
ilable to the public. The music department at the Nyiregyhdza Féskola {College
of Nyfregyhdza) and the more recently established folk music department at the
Liszt Academy (Budapest), train musicians in folk performance and pedagogy in
the social-dance functional manner. The state-funded Hungarian Heritage House
(Hagyomdnyok Héza) funds music eranscription projects of Transylvanian music.
Their well-organized series of books and recordings can be purchased by the public
at their bookstore.” However, these organizations have patronized Transylvanian
folk musicians only sporodically during music collecting feld trips or by produ-
cing and promoting new recordings of their music to a wider urban audience, The
Hungarian Heritage House also sponsors the Hungarian State Ensemble, which
has hired Transylvanian folk musicians for live concert performances and recor-
dings. The fact that the Hungarian organizations credit Transylvanian musicians
by name demonstates their dedication as patrons, rather than merely appropriators
of Transylvanian folk music. This s only.a small sample of Hungarian public orga-
nizations that fund projec hat utalize Transylvanian musicians.
ngariar dance groups and individuals who support Transy-
Ivanian musicians by otganizing summer music and dance training camps, for
which the musicians ‘are hired to Eeach or perform, Some of these camps are
geared toward professior 1d semi-professional dance groups and experienced
individuals who .wan thshop dances from a specific village or region. For
example, the ‘Zala Dance ssoclafi_:c')'xfl'-_érganizes annual camps in the villages Vaj-
daszentiviny, Nyiradsels zaszcsdvds. The ‘Lészlé Lajtha Foundation’ &
: organizes the annual ‘Kommandéi Gypsy Folklore

Thete are also Hung;

22 Jhid.

2 dor

Iy .0"15_ :
nticibs Konyvedr, htep:/firvaw hagyomanyokhaza. hu/main/

dny Intézer, Baredk Archivum, hetp:! vz hu/

2ti_ujfindex | m.
24 Hagyoményok I

mediatarf. -
25 Zalai Tincegyi ex.php?ugras=statikus&sratoldal=2915, 12 January
2015. For-cai vinyi tdbor, Selyel tébor, and Szdszcsdvdsi tibor.
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Camp’®® And the ‘Kalotaszeg Folkdance Ensemble’ organizes the annual ‘Kalo-
taszegi Vdndor Folkdance Camp’? In addition to these camps., f)thers. are more
accessible to the general public and encourage amatures to participate in ti.w folk
revival. For example, The ‘Kallés Zoltdn Foundation® (Kallés Zoltén AtaplFVE'{Il)’)
organizes at least two yearly camps: the ‘Tnternational Kalotaszeg Folk Music and
Dance Camp’ and the ‘International Meszéség Dance Camp’?® '
Many summer music and dance camps, however, are also frequently orgamzc?d
and run by Hungarian tdnchdz bands. These musicians are considered experts in
Transylvanian folk music themselves, therefore eliminating the need to hire mu-
sicians from Transylvania to teach or entertain camp participants. 'The Fa?t Ehi‘{t
they are touted as fdnchdz bands, and not necessari.iy‘ a banc‘i from a specific v‘xl—
lage, gives them the freedom to teach music from a different village caf:l} year, This
change in repertoire helps to keep the camp experience fresh and exciting for folk
music and dance enthusiasts. Well-known bands from the Budapest area such as
Téka, Méta, and Diivé, among others, have run camps to great success. o

Hungarian music and dance camps that teach Transylvanian repertoire in

the United States began with the energy and vision of American and Hungarian-
American folklore enthusiasts. The fiest Hungarian music and dance camp in thf:'

US, Bardtsdg, ran for almost 20 summers, beginning in 1982 in Mendecino, Ca'!i—
fornia.?? Ti Ti Tabor in Washington state began ten years after the first Bardtsdg

camp in 1992 (and is still going strong), and Aranykapu Tébor, also fn Califorrllia,
can from 2002 o 2006. These camps were dedicated to learning Transylvanian

folk music and dance via the rdnchdz movement model and, therefore, the organi-
sers hired fdnchdz teachers from Budapest rather than Transylvanian performers

and teachers. However, the Michigan-based Csipke Tbor, organized and run by
the Hungarian dance ensemble Csipke, has recently hired Transylvanian’mus‘ia—
ans as guest artist teachers and performers. Violinists Isevan Varga from Méra, Flo-
rin Codoba from Pilatca and Cluj, and the Transylvanian #énchdz band Heveder
have helped to draw large numbers of attendees to the camp.

In addition to the wecklong training camps, Hungarian influence on Tranylva-
nian music and musicians extends beyond its own political borders to the United
States, Canada, Australia, Japan and Western European countries via year-round
weekend workshops, lectures, concerts, and festivals. Transylvanian musicians of-
ten travel to these countries to participate in these events organized under the ban-

ner of the Hungarian nation.

26 Hdromszék Tincegiittes Sepsiszentgydrgy, Roma (Gypsy) Folklore Camp from Kommandd,
http:/l‘.vww.hte.ro/categoryl9-kommandoi—ciganyfolklor—tabon’, 12 January 2015, ‘ o

97 Facebook, Kalotaszegi Vindor Néptincrdbor, hrtps:f/www.Facebook.com/kalo[aszegnaborltlmell-
ne, 12 January 2015,

23 Kallés Zoltdn Alapivedny, hetp:/fwwww.kallos.org.cofindex.php/hu/home. html, 12 January 2015.
For camp information see tdbarok.

29 History of Bardtsdg, http:/lmwv.baratsag.comlHistory_oF__Baratsag.html, 17 August 2014,
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‘The Romanian government is also active in supporting folk culture, but from
a different angle than that of the Hungarian complex. While the Hungarian
tdnchdz movement strives to preserve village folk music, the Romanian cultural
officials largely understand village folk music as the prototype of an ideal natio-
nal foll art. Instead of understanding village musical performances as art or en-
tertainment in its own right, Romanian folk projects are often focused on devel-
oping the music into a polished artistic expression, petformed by institutionally
trained musicians. With that said, there are preservationist activitities happening
in Cluj, for example, by Mircea Cimpeanu, director of the Center for Popular Arts
{Centrul Creatii Populare). CAmpeanu is instrumental in providing organizational
support to Transylvanian village musicians, especially in Frata and Soporu.*® The
County Center for Preservation and Promotion of Traditional Culture (Centrul
Judetean pentru Conservarea si Promovarea Culturii Tradigionale) in Cluj, along
with the city of Gherla, is also responsible for the promotion and encouragement
of amature, semi-professional, and professional folk musicians across Transylvania
through festivals like the annual Transylvanian Trio Festival in Gherla.? A video
of Florin Codoba performing at this festival in 2012, along with Pilatca natives
Mihai Radac (three-stringed contra) and Mircea Covaci (bass), is posted on Cim-
peanu’s individual professional website, along with a number of other Transylva-
nian string ensembles.®

Patronage of Transylvanian musicians also coines in the form of professional
audio recordings funded by various government or government-allied agencies.
"The record label Electrecord, established in 1932, was the onily record lable in com-
munist Romania. Elecerecord sub-fabels that focused on Romanian folk music in-
cluded Trésors Folkloriques Roumains and The Romanian National Collection of
Folklore.* Today the label’s involvement in folk music tends to focus on re-releases
of previous material. However, Romanian ethnomusicologist Speranga Ridulescu
directed and released the 2002 CD project called ‘Romanian and Hungarian mu-
sic from Central Transylvania’ through Electrecord, which spotlights the music
and musicians from and near the village Buza.>* Centrul Judegean pentru Conser-

varea in Clyj has recorded and released recordings of amateur, semi-professional, -

and professional musicians from Transylvania.”® Recently Cimpaeanu has been
instrumental in this endeavor as the project director for recent recordings of Tran-
sylvanian string musicians.

3¢ Mircea Cimpeanu, doctor in muzica, hrtp:/fwww.mirceacimpeanu.ro, 12 January 2015.

31 Centrul Judejean pentru Conservarea §1 Promovarea Culturii Traditionale {The County Center for -
Preservation and Promotion of Traditional Cultare], hup://www.eraditiiclujene.ro/index. php, 12
January 2015. For the folk music calendar, musicians list, and archival audio see Folclor Muzical.

32 Cimpeanu, Video: :_Gnip_a.I_I_. )

33 Discogs, Elecirecord, i}_iip_5)’f\ﬂﬂ\ndiscogs.comllabell1 1624-Electeecord, 12 January 2015.

34 Romanian and Hungarian music from Central Transylvania, Fundagia Al. Tzigara-Samurcag, Elec-
trecord, compact disc liner notes.

35 Centrul Judefean pentru Conservazea, See arhiva audio.
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Hungarian institutions, however, have funded the majority of rofessional re-
g jority of p
ylvanian village musicians available to the gcneral public. Most

cordings of Trans
impressively, a number of Hungarian-sponsored recordings were conceptualized

and produced as sets of series, organized by village, in separate volumes. One such
collection is the popular Uj Patria Series, a selection of recordings released for pu-
blic sale that desived from a larger project called the Final Hour program.’® Of the
50 CDs released between 1997-2001, 23 arc recordings of Tranysylvanian musici-
remnaining 27 CDs are recordings divided between musicians from
Sjovakia, various regions within present-day Flungary, and Voivodina. Other no-
teworthy folk music series that include Transylvanian musicians and Funded by
Hungarian organizations are the Dance House Association’s Flé népzene {Live
Folk Music] and Uj 48 néprene [New Live Tolk Music} series, and the Kallés

37 38

ans while the

Axchivum series.
These various organizations and their activities are creating history. By deter-

o to hire and not to hire as representatives, they are shaping Transylva-

mining wh
qian foll music’s narrative and amplifying their particular point of view of history.

For example, in 2013, the Smithsonian Institute’s Folklife Festival in Washington,
D.C., was called ‘Hungarian Heritagef Roots to Revivall, A pumber of impor-
cant Transylvanian musicians participated, including Florin Codoba, who was in-
vited to perform as a craditional artist. Each participant’s biography was included
on the Fotklife Festival’s official website, Florin’s biography introduces him as the
lead fiddler of the Magyarpalatka Folk Ensemble, but from there, it slips past him
to focus on the Magyarpalatka musicians as a general group of tradition bearers:

‘Florin Codoba (“Kodoba Florin”) is the lead fiddler of the Magyarpa!atka Folk
Ensemble, one of the most popular and widely known bands in the Hungarian
Dance House Movement, playing Fungarian, Romanian, and Roma music. The
musicians, most of whom are related to each other, maintain the tradition of pass-

ing down musical knowledge from generation Lo generation.

The musicians of Magyarpalatka are among the last representatives of Transylva-

folk music. {...] The younger generations of Roma musicians in

nian instrumental
rved much of this musical treasure, which they play with their

Palatka have prese
parents and uncles.”

e

36 Heritage of Qur Futurs, XX-X1, http:Huto|soora.hulcnlﬁnal‘hour, 12
the CDs see Uj Patria Series.

37 Tor informacion on the £il8 népzenc series,
ranchaztalalkozo hufhun! index.phptoption~com_con
January 2015.

38 Information on the Kallés

site: http:f/www.kailos.org.ro

Smithsonian, Hungarian Heritage, http:n’.fxw.r\\.'.f"estiva!.si.cdu] past

p:udcipants,aspx#maninﬂﬂorin_kodoba, 15 September 2014.

January 2015. Fora list of

see the the Dance House Association’s website: heeps//
tent&tasksview&idﬁfi97&hemid=930, 12

Archivam series can be found on the Kall
!indcx.phplhul‘home.’kjadvanyok.htmi?showall:1, 12 January 2015.

39 ~festivals/201 3/Hungarian_Heritage/

4s Zoltdn foundatior’s web-
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The bi i

Syivii?iiafig; ;:L:E:yal:l?;tt ;he srtist Florin.Codoba.. It is. a story about a Tran-
SNt o ];ls een preserving music as if 1,t were a delicate ar-
oo n the immediare Sg Dm;1 as a musician who ‘makes” Pilatca folk music
e merges 5 Hun arh::nsi:{l the .narrauvc mak.es Florin disappear. The image
e Shamdgini;cl i\:;dage in Transylvania that owns treasure, an object
tected by Roma music,ians.  ocomnied for, caalogucd, pleyed with, and pre
‘Vit}llxi]llrct:;:tz; ;\;{c;); ttr;iltl-m;-b?sﬂng mu.sician has had to recreate what they hear
e e Smithsonira;nb'wl ual b.Odles.. .By separating Florin from the music
e tmaes, the S e nOt;;:)‘graph)' lIIlp.liCltl?( pcr'pctuates the story that Florin’s
e e oblom s k-limg to do with .hl's (E'tu'i_}.r practice, exquisite attention
to detall, P olving skills, an('i E?adershlp abilities. Instead their story is that

" ests entirely on his family’s long connection to Pilatca, his adherance

;0 is father and grandfather’s performance practices, and the successful as‘sin
rom one generation to the next, a collection of objectified musical estu[r)e :51,
sounds — described as ‘musical treasure’ — that somehow took sha o h o
unspecified past. wpe in the distans

Florin Codoba as a Tightrope Walker: Navigating Folk Music Practice
and Patronage

Aitl‘lough Fllcfrin’sr et.hnic background is Rom, his preferred identity is as a Hun-
i lr::snbr:::l;?;ti]:;z stiorg’ is gftcn accepted by others, but at various other times
i s been nepot , vg ored, or 'm-;:gz‘lteci t‘hro‘ugh competing stories. As a here-
v musician from Pilatca, Flosin’s identity is also bound up in emodied mo-
vement, Jgathercd through years of intensive training with his father Mdrtor (()1

uncle Belz‘a.‘Bourdieu refers to chis as habitus, and it allows for an inter lalrabn
ween explicit stories and embodied, tacit knowledge in the developn E h s
action and identity creation.*® prent T
deoli!}:::ri l:leg!an Jearning how to play the violin at the age of three, In an early vi-
oo tha vas later posted on YouTube, a young Florin is playing next to his uncle
> zh::i: f:r};)di;:aﬂy se%f—correct_ing his E?O\v strokes to match his uncle’s,*! Béla’s
g method, as evidenced in the video, was the apprenticeship model. He

taught the correct sequence of notes, the direction and duration of bow strlokc
and other appropriate, nuanced violin-playing techniques such as melodic or X
n‘{ent& by example. He also taught how to lead a band of musicians and i toma_
wnth. the music collectors who recorded the video by way of example J:\S a rt1 ilmCt
Florin had a difficule job. For an extended duration, he had to be ilijltc.nsely ;olclu:zci,

0 Pierre Bourdieu, Oudline of a Theory of Practice, Cambridge 1977

& V. Hegedit- o R
egedii-VILBrécsa-§.Bogd Iskola: Magyarpalackai szokés [V, Violin-VIL.Viola-Bass School;

szokds from Ma I .
o Magyarpalatkal, https://www.youtube.comfwarchiv=9W8jFwigN_4.hem, 16 Febru-
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on two bodies, his uncle’s and his own, and intuit every motion and sound his un-
cle was abour ro make. While Florin was playing the violin, he was also playing
with perception, complex time, and movement,

The first time the author met Florin Codoba was in Cluj, Romania, in the sum-
mer of 2008. Over the span of two weeks, they met three times so that she could
video record him playing the violin. She paid him money, and he, staring into the
camera, absorbed with what his limbs were doing, played melodies that he learned
from his father and uncle. Dozens of these melodies would pour from his finger-
tips before he would stop to take a break. The author was drawn to record Florin
because others interested in Transylvanian string band music — friends she had
met at Hungarian folk music and dance camps in the United States — had already
recorded him and had told that he was highly regarded as a source of special infor-
mation. In the folk music world, growing up in a musical family in a village and
taking part in an apprenticeship model of musical training is a sign that implies
a deep bodily knowledge of musical style, as if, by mere saturation, Florin’s limbs
held the knowledge of his father and uncle’s limbs,

The next meeting in person was the summer of 2014, at the Csipke Hungarian
Music and Dance camp in Sauk Valley, Michigan. For seven consecutive days, six
hours a day, Florin raught the music studénts, including the author, by playing the
same set of songs over and over again. He modeled exquisite Pilatca violin tech-
nique as we stumbled along, Although the students played wrong notes, thythms,
and bow directions, Florin never stopped playing the violin in order to correct
them. In fact, even though they had a translator, he never verbally instructed the
class. Instead, Florin instructed by modeling and gesturing, Ifa student asked how
to play a specific part of a melody, he would simply answer by playing on the violin.

Florin often pulls his fingers off the strings in a distinctive lateral motion while
playing, This motion creates the melody, but it also creates ornamental ‘ghost
notes’, a specific and uncommon type of ‘melodic floricele’, that evoke the playing
styles of his late father and uncle and is widely identificd with the music of Pilatca.
He seamlessly combines this movement with other left hand motions such as the
‘trills’ and ‘turns’ that lace his melodies. The author wanted to know how Florin
undesstands these extra-melodic ‘ghost notes’. When he was interviewed, the au-
thor asked him to demonstrate Pilatca ornaments instead of using the Romanian
term ‘melodic floricele’. Therefore, he responded to the author’s request by demon-
strating a musical practice that was unrelated to the ‘ghost notes’ that the author
had in mind. Instead, he played a short cight-bar melody that is not a complete
song and is not meant to be played by itself. It is a musical stock-phrase, a thinking
or resting melody that is inserted, like a bridge, in-between two songs. Its purpose
is to allow the bandleader a few moments to think of a new song to play without
stopping the music. Although the author had made a translation mistake, the re-
sulting conversation revealed an interesting conundrum for Florin. After his dem-
onstration, Florin offered a multi-lingual, tangled web of terms about the music

that he plays:

NEeGOTIATING IDENTITIES AND CurTURAL REPRESENTATIONS | 281

“That was a csdrdds — joc Hednese,

In Hungarian you say csdrdds; in Romanian you say tigdn [gypsy] dance.
That’s the ornament. Dance which ...}

[pauses] L.} there is no normal [...} [pauses]

There is no way to say it in Romanian,

In Hungarian it’s: Aoziaref.

In Romanian, you can’t say it; I don’t know the translation, 2

Because one dance set can last up to an hour without a pause in the music, these
thinking melodies are important tools for the lead violinist. However, although
the thinking melody has a very specific and important function, Elorin did not of-
fer a specific term for it. Instead he offered a collection of terms that he has heard
other people use, First he used the word esdrdds, a Hungarian word that refers to
the Hungarian-specific dance and dance thythm, The only Romanian correlate
Florin knew of was joc figdnesc [gypsy dance]. This surprised the author since the
terms, csdrdds and joc figinese, links the melody (o two distinctive groups: Hungar-
ians and Roma, respectively. Florin more or less finally settled on the Hungarian
word koziatek, which translates as ‘in-between,’ and is commonly used by Hunga-
rian tiénchdz musicians,

The conversation continued a little while later when Florin pulled the author
aside to tell that sometimes Hungarians use the word cifin in place of koziatek. Ci-
Jfra is an adjective that means ‘gaudy’ or ‘flashy’. This surprised the author. When
the author had asked Florin to demonstrate Pilatca-style ornaments, the author
used the English word ‘ornament’, expecting that he would play examples of trills
and the ‘ghost note’ technique that is specific to Pilatca folk music. Instead, Florin
demonstrated a series of thinking melodies, or ¢ifia-s. His knowledge of the Hun-
gavian musical term cifra helped him to make sense of the author’s English term
orndment.

Florin’s job is not to theorize and define his music, but to recreate Pilatca mu-
sic as closely as possible to how his father and uncle had performed it. As a budding
researcher, the author wanted an immediate verbal explanation for something chat
took Florin about 20 years of intensive apprenticeship training to learn, By jnvent-
ing a way to try ro understand the author and her question and then offering this
multi-lingual collection of terms for something that did not have a name in the
first place, Florin was performing his expertise as a master musician and teacher of
Pilatca folk music in a way that was expected of him at 2 Hungarian fdnehiz camp.

Bur although he sets che standard for how Pilatca music should be played, Flo-
rin’s playing and teaching style elicited some critical feedback from at least one
veteran fdnchdz musician who is intimately familiar with Transylvanian folk mu-
sic history and practice. Janos, a man about 20 years older than Florin, had lear-

42 Florin Codoba, personal interview, 2 July 2014, Translacion from the original Romanian into
English by the author.
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ned some Pilatca melodies from Kozak Csiga, a violinist who was influential in
Transylvania in the 1960s and 1970s.* Csiga was not from P#latca, but had taken
a wife from there, and over time had exchanged music with Florin’s father and
uncle# After class one day, Janos recalled Csiga’s version of a song that we were
learning and realized that it was different from how Florin was teaching it. Janos
reasoned that since he had learned this song before Florin was born, he must be re-
calling older melodic information, which for him meant more authentic, and thus
correct,

Later, when the author spoke with him privately, Janos also expressed frustra-
tion about Florin's teaching style, For him, the non-verbal teaching method was
asign that Florin did not fully understand his own abilities or the art of teaching
how to play the violin. Although he respected Florin's position as the son and nep-
hew of great Pilatca violinists, Janos simply did not buy the story that Florin him-
selfis a master Pilatca musician and expert violin teacher in his own right.

The camp organizers also hired a professional Hungarian tdnchdz band from
Transylvania called ‘Heveder’. Throughout the week, whenever the band played
music from Pilacca, Florin would lead them. His instrument was louder than the
other musicians: he used every inch of his bow and dug it deep into the string,
breaking mulriple strings throughout the week. Buc Florin only played music from
Pilatca, unlike Heveder’, who were required to play music from various villages
and regions. A large Transylvanian repertoire is a basic requirement to be hired by
tdnchdz organizers anywhere in the world so that tdnchdz dancers have the chance
to dance a wide variety of styles throughout the week. Commonly played at most
rinchizol is music from the Hungarian regions of Transylvania including Kalo-
taszeg, Székélyfold, Gyimes, and Mezbség, where Magyarpalatka is Jocated. The
genre has become so specialized that different villages within these regions have
their own cycle, or set of dances and music, that they are identified with. While
there are some melodies and dances that appear in multiple villages, specifying
differences between village practices is fetishized in the ténchdz community, as
demonstrated at camp workshops, tdnchiz events, and the large number of vil-
lage-specific recordings produced by Hungarian organizations. ‘

On one hand, the fetishization of music and dance differences between villa-
ges in Transylvania is good business for Florin. His highly specialized ability for
playing music from Pilatca means that his presence a¢ Csipke lends the camp rele-
vancy in the world-wide tdnchdz market. Florin teaching at Csipke also signals to
the global tdnchdz community that this is a serious camp with serious intentions
of supporting Transylvanian musicians with Hungarian patronage. On the other
hand, Florin did not participate in all of the week’s revelries. There was a tdnchdz
very night after dinner that started at eight pm and lasted well into the morning

43 Yanos is not his real name. Janos, personal interview, 2 July 2014,
44 Florin Codoba and Janos, combined interview, 2 July 2014,
45 Janos, interview 2 July 2014,
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hours, 'I.Tlere was a large, wooden dance floor, and in the back, was a kocsima [bar].
Depending on the mood of the party-goers, the dancing would shift from the
dan(:‘e‘ﬂoor to the kocsma, and sometimes back again. In all of these scenarios, the
musicians were always at the center of the excitement. But Florin’s role was very
limited wichin this ebb and fow of improvised party making. Not only did Florin
not know the vast musical repertoires that the tdnchdz band could play, he could
not speak fluent Hungarian or English to always engage with non-musicians.

Conclusion

F.iorin’s identity as a Platca folk musician is an ongoing process that he negotiates
via stories about his family and musical upbringing, working within the Hungar-
fan tdnchdz movement, and being a Romanian citizen. Contradictions surround-
ing his ethnic identity abounds. Although he is a Romanian citizen who speaks
fuent Romanian, he identifies most readily as a Hungarian musician. On the pre-
tense of his tradition-bearing Roma status, Hungarians have allowed him to claim
a secondary Hungarian ethnic identity, albeit one he must work at to maintain
And even though he has changed the spelling of his family name from the Hun:
garian 'K’ to the Romanian ‘C’ spelling of Codoba, his insistence that he is Hun-
garian, and his regular participation in Hungarian sponsored events, aligns him
with his family’s history of involvement with Hungarian folk musicj patrons, as
well as Pilacca's history as a multi-ethnic, Romanian-Hungarian-Roma, villag;.
The geo-political history of Transylvania and the activities of Transylvanian
foik.m.usic patrons are mosaic pieces that contribute to Florin's identity as a Pilatca
musician. Starting with Barték’s ethnographic work through the tdénchdz move-
ment, Hungarians have established the norms of ethnic or national identification
of folk music in Transylvania. The sheer amount of funding devoted to village
folk music, in terms of the numbers of recordings, concerts, festivals, and camps
lends great framing power to the Hungarian folk music network, and amplifies a
H‘ungarian viewpoint of Transylvanian history. On the one hand, they sometimes
hire Roma musicians from Transylvanian villages to teach their music under the
banner of Hungacian fotk music. On the other hand, some Hungarian sponsored
events, such as Hungarian music and dance camps, forego hiring Transylvanian
musicians altogether, and instead, hire Hungarian musicians from Budapest to
t?ach music from Transylvanian villages. These alignments frame and define mu-
sical activity in terms of a national music evolution, regardless of the biological
background of the individual performer producing that music. ‘
The ethnographic sections in this paper that depict the author’s own experi-
ence working with, observing, and interviewing Florin, are examples of his cre-
ative navigation of 2 western hegemonic musical system, within which he had to
match the demands of the international Transylvanian folk music and dance mar-
ket. There is a great difference between how Florin knows Pilatca music and how
others know Pilatca music. The difference has o do with the difference between

L
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ho reflect on and define musical
wledge. In his employment, Flo-
it, definable knowledge. But
bodied knowledge of what it
¢ indefinable, and unrelated

explicic knowledge and tacit knowledge: those W
and cultural ‘facts’ versus Florin’s embodied kno .
rin must function in a system that champions explic
what makes Florin highly sought after is his tacit, em
means to be a musician from Pilatca, which is thus fa

to strict ethnic labels.

Lukd3 Motycka

Die homoerotische Camouflage im literarischen Werk
Josef Miihlbergers

Palacky Universitit Olmiitz

Josef Mithlberger und die Miihlberger-Forschung

Der, aus einer deutsch-tschechischen Familie stammende Josef Miihlberger (1903
1985) wurde im ostbshmischen Trutnov [Trautenau) geboren. Er machee als Mit-
herausgeber der Zeitschrift Witiko auf sich aufmerksam, beditigte sich in den
1930er Jahten als Vermittler zwischen (Sudeten-)Deutschen und Tschechen, setzee
sich fiir die Werke jiidischer Autoren (etwa fiir Franz Kafka) ein. Die Publikation
der Novelle “Die Knaben und der Flu” (1934) im renommierten Insel-Verlag be-
deutete fiir Mithlbegers Karriere einen Hohepunkt, der jedoch nie mehr iibertrof-
fen werden sollte. Er beteiligte sich — etwa mit dem historischen Roman “Huss
im Konzil” (1931) - an der zugespitzten Diskussion in der politisch und national
polarisierten Tschechoslowakei der Zuvischenkriegszeit. Im politisch zunehmend
extremen Mitteleuropa standen Miihlbergers Emporkommen zwei schier uniiber-
windbare Hindernisse im Weg, nimlich sein politisches Lavieren und seine Homo-
sexualicie, Nachdem Mithlberger Anfang der 1940cr Jahre auf eine sexuelle Provo-
kation hin verhdrt und inhafiiert wurde, meldete er sich freiwillig zur Wehrmache,
Den Krieg verbrachte er an mehreren Fronten. 1946 verlieR er unter passablen
Bedingungen die Tschechoslowakei und lieB sich — scinen eigenen Worten nach
‘[vertrieben] in ein Paradies — in Schwaben nieder. Hier wirkee er als Journalist
lokaler Zeitungen, Ubersetzer und Propagator {nicht nur) tschechischer Literatur
und Kultur. Er publizierte in mehr als zwanzig Verlagen Romane, Erzihlungen,
Gedichte sowie landeskundliche bzw. (literatur-Yhistorische Essays. Diverse Preise,
die meistens von den Institutionen der Vertriebenen (Sudetendeutschen) verliehen
wurden, konnten dem Autor zu keiner breiteren Rezeption verhelfen, Mithlberger
starb in beinahe vélliger Vergessenheit in Eislingen bei Stuttgart.?

1 Josef Mithlberger, Leben an Grenzen, in: Josef Mithlberger, Tiirkische Novelle. Erziiblung, Bad
Worishofen 1948, 71-79, hier 78.

2 Naher zu Mihlbergess Biographic siehe z.B. Michael Berger, Josef Miihlberger {1903-1985). Sein
Leben und Prosaschaften bis 1939. Ein Beitrag zur Geschichte der deutschbahsnischen Literatur
in den 20er und 30cr Jahren des 20, Jahrhunderis. Disserration Berlin 1989; oder Susanne Lange-
Greve, Leben an Grenzen. Josef Miihiberger (1903-1985). Eine Veriffentlichung zu seinem 100,
Geburtstag, Schwiibisch Gmiind 2003,



