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ABSTRACT
In writing Tzigane, Maurice Ravel went beyond the mere
imitation of an exotic style composing a piece that closely
resembles in form, technique, and even timbre the gypsy
works with which he was familiar.

In addition to drawing

on the Hungarian-Gypsy tradition. Ravel brought his own
mastery into that world.

These insights suggest to me that

knowledge of the Hungarian-Gypsy violin tradition can lead
to a more informed and expressive performance of Tzigane.

12

CHAPTER 1
MAURICE RAVEL

Brief BiographyMaurice (Joseph) Ravel was bom on March 7, 1875 in
Ciboure, a small village in the south of France.

His

father, Pierre Joseph, was Swiss and his mother Marie, was
from the Basque region.
Maurice's talent for music was clear at a very early
age.

Pierre Joseph Ravel, an engineer and amateur pianist,

was very encouraging and supportive of his musical studies.
In 1889, at 14, Maurice Ravel entered the Paris
Conservatoire, where he studied on and off until 1903.
During these years he wrote some of the pieces for which he
is best known.

These include the Pavane pour une Infante

Defunte and the String Quartet.

These works show Ravel's

craftsmanship and his pursuit of perfection.

As a

teenager, his compositions were scarcely less developed
than those he wrote in his adulthood.

Ironically, he
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failed to win any prize at the Conservatoire and was
dismissed from his classes in 1895.
Ravel returned to the Conservatoire two years later
and began to study composition with Gabriel Faure and
counterpoint with Andre Gedalge.^

Both men became important

influences in his musical development.

Again, he didn't

win either the fugue or the composition prize and was
dismissed from the composition class in 1900.

However, he

remained with Faure as an auditor until he finally left the
Conservatoire in 190 3.
Ravel also fell under the influence of two innovative
Frenchmen, Erik Satie and Claude Debussy.
influence dominated Ravel's work.

However, no one

His compositions run the

gambit, exhibiting traces of German Romanticism, French
classicism, jazz, expressionism and exoticism.
He also competed for the Prix de Rome, a competition
for composers, with even more humbling results.
it five times, nearly resulting in a scandal.

He failed

The critics

recognized his talent but the jury for the competition
didn't.

Ravel's failure to win the Prix de Rome was
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indicative of his uneasy relationship with authority.

He

was unable to match his work to the expectations of the
Conservatoire, despite his desire to succeed.

In the end,

he never managed to earn a degree.
While in school. Ravel became part of a group of
literary, musical and artistic contemporaries known as Les
Apaches or "the Ruffians."

The Ruffians included

composers; Falla, Schmitt and Stravinsky and writers; LeonPaul Fargue and Tristan Klingsor.

They met regularly to

share ideas on contemporary literature, music and art.
Thus, Ravel's education not only extended beyond what was
offered at the Conservatoire, but also was very much rooted
in fin-de-siecle French culture.

Gradually, Ravel emerged

as one of the leading composers in France with virtuoso
piano works such as Jeux d'Eau and Gaspard de la Nuit and
the ballet, Daphnis EC. Chloe.

Similar to Stravinsky,

Ravel's compositions began to move towards neo-classicism
during World War I.

This was especially evident in works

such as Le Tombeau de Couperin.

' French composer and teacher of many of the leading French composers, from Schmitt and Ravel to
Milhaud and Honegger.
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Ravel was a master of orchestration.

Throughout his

career, he brilliantly orchestrated many of his piano
works, including Le Tombeau de Couperin and Valse Nobles ec
Sentimentales.

His outstanding skills are evident in his

famous orchestration of Mussorgsky's Pictures at an
Exhibition.
Ravel never married and lived most of his life at his
country retreat in the forest of Rambouillet at MontfortL'Amaury, near Paris.

He served in World War I for a short

time as a truck driver but was discharged in 1917 because
of his fragile constitution.
In 1928, Ravel went on a four-month tour of Canada and
the United States.

In the same year, he visited Oxford

College in England where he received an honorary doctorate
degree in music.

Later that year, he wrote Bolero in its

original form as a ballet, creating one of the most
successful works ever written in classical music.
The last five years of Ravel's life were very
difficult for him because of aphasia, which not only
prevented him from writing another note of music but also
deprived him of the power of speech. The real tragedy of
his condition was that his musical imagination probably
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remained active but he was unable to express it.

He

received an operation to relieve an obstructed blood
vessel, but it was unsuccessful and Ravel died on December
28, 1937.

He was buried in Levallois, a Paris suburb where

he had once lived, in the presence of Stravinsky and other
distinguished musicians and composers.

Ravel's Musical Language
Over the course of forty years. Ravel composed
approximately sixty compositions, of which about half are
instrumental.

Although small in number, his works have

become standard repertoire and remain among the favorites
of musicians and audiences aroiind the world.
Ravel wasn't a revolutionary composer like Stravinsky
or Schoenberg.

He was for the most part satisfied to work

within the established formal and harmonic conventions of
his day, which was still firmly rooted in tonality.

Yet,

like Debussy, his adaptation and manipulation of
traditional musical idioms were unique and personal,
creating a musical language of his own.

While his melodies
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are often modal, his harmonies were derived from his love
for "added" notes and unresolved appoggiaturas.
Although extra musical ideas were often closely bound
with the conception of Ravel's works, he liked to write
about his compositions in formal terms and placed a strong
emphasis on traditional forms.

He was drawn to classical

genres in the String Quartet, the Piano Trio, the Sonatina,
and the sonatas and piano concertos.

In addition to the

sonata form. Ravel also employed cyclic structures in the
String Quartet, the Piano Trio and the Sonata for Violin
and Cello.
Anchored in the classical tradition, Ravel's musical
interests were varied and included Basque music, oriental
exoticism, and American jazz.

In a letter to Henry

Prunieres, the founder and director of La Revue Musicale,
Ravel wrote: "If it would give you pleasure to your
readers, you may add that I like jazz much more than grand
opera.Like Debussy, Ravel was impressed by the Javanese
gamelan and of the performances of Russian music given by
Rimsky-Korsakov at the 1889 Paris Exhibition.

He was

interested in music as a whole and his compositions always

' Arbie Orenstein. A Ravel Reader (New York: Columbia University Press. 1990). 280.
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had a personal stamp, but were often drawing on various
musical idioms.

Various forms of dance were also a great

influence on his compositions.

He considered dance

important not only from a structural point of view, but
also as an important source of rhythmic invention.

He paid

homage to numerous dance traditions, both Western and nonWestern, including French (pavane and forlane), Central
European {minuet, waltz and passacaglia) , Spanish
[habanera, bolero and malaguena), and Malay (pantoum).

Ravel and the Violin
Ravel had an extraordinary ability to write for violin
although he didn't personally play it.

Coupled with

frequent support and advice from friends who were
violinists, Ravel's writing for the violin was extremely
effective, if not always idiomatic.

His advisors included

Helene Jourdan-Morhange and Andre Asselin.
Ravel corresponded with Ms. Jourdan-Morhange and often
received guidance on the technical aspect of violin
playing.

In a letter written on March 1, 1920, Ravel

inquired about glissandos; "in order to play chromatic
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scales in glissando, nothing is simpler, naturally, on one
string alone.

The disadvantage is that it begins to sound

a little thin in the upper register.

Can this be done?

[Followed a musical example]?"^
Ravel's compositional output for the violin includes
few works (Table 1), but all are extremely important in the
literature of violin and chamber music.

Table 1.

Ravel's violin repertoire

Early Sonata for Violin and Piano, 1897
String Quartet, 1902-3
Introduction et Allegro for harp, flute, clarinet and string quartet, 1905
Trois Poemes de Stephane Mallarme for voice, piccolo, flute, clarinet, bass clarinet,
piano and string quartet, 1913
Piano Trio, 1914
Sonata for Violin and Cello. 1920-22; orig. version of first movement published in Le
Tombeau de Claude Debussy, (1920)
Berceuse sur le Nom de Gabriel Faure for violin and piano, 1922
Tzigane, Rapsodie de Concert for violin and piano (or lutheat), 1924
Sonata for Violin and Piano, 1923—7

His violin compositions are often quite complex and
his knowledge of the pyrotechnical effects widespread.

^ Ibid.. 199-200.

His
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composition Tzigane (to be discussed in depth later) is a
perfect example of his dazzling approach to violin music.
Interestingly, according to Ms. Jourdan-Morhange,
Ravel was planning to write a concerto for violin but he
never did."*

Ravel often told her that he considered

Mendelssohn's violin concerto the most beautiful of all and
probably thought he could never write a concerto as
beautiful as that one.

Early Sonata for Violin and Piano ( 1 8 9 7 )
The Early Sonata for Violin and Piano is a single
movement sonata that was published in 1975 during the Ravel
Centennial Year.

Ravel was only twenty-two years old when

he wrote this composition.

The work is in sonata form and

has a long development section.
nicely varied recapitulation.

It is contrasted by a

The harmonic language he

used was original for its time.

In addition, he presented

an interesting alternation of A minor and A major regularly
combined with the Dorian raised sixth, F#, and the Phrygian
flattened second, Bb.

^ Ibid.. 200.

Sonata for Violin and Cello (1920-1922)
Ravel began writing the Sonata for Violin and Cello,
originally called Duo, in 1920, as a memorial to Debussy.
In the same year. La Revue Musicale published a Debussy
memorial supplement, which included the first movement of
the sonata. In 1922, Ravel finished the work on the sonata
It was performed in April of the same year and revealed a
newly written scherzo movement.
A score of the sonata contains the following
dedication: "from Ravel to A.A: in remembrance of the
beautiful performance on October 15, 1926."

A.A, alias

Andre Asselin, was an accomplished violinist who played
with Ravel several times.

Although an admirer of Asselin'

playing. Ravel dedicated the sonata to Debussy.

In fact,

in a letter to his editor, Jacques Durand, Ravel stated
that the work should embody the following dedication: "to
the memory of Claude Debussy."
The sonata for violin cuid cello is not one of Ravel's
popular chamber music works, perhaps because it is so
different from the others.

Tonality is often challenged i
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this work and the harmonic vocabulary gets closer to the
style of Bela Bartok.
Ravel said the following in regards to this work. "I
believe that this sonata marks a turning point in the
evolution of my career. In it, thinness of texture is pushed
to the extreme. Harmonic charm is renounced, coupled with an
increasingly conspicuous reaction in favor of melody."^

Berceuse sur le Nom de Gabriel Faure (1922)
Henry Prunieres, the editor of the La Revue Musicale,
commissioned this work.

It was written in honor of Ravel's

teacher, Gabriel Faure, and is dedicated to the birth of
Claude Roland-Manuel, the son of a composer and a friend of
Maurice Ravel.

The work is a very nice lullaby written for

violin and piano.

The opening melody is based on Faure's

name (figure 1).

Figure 1.
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The melody is easily recognizable, both in the violin
component and in the accompaniment of the piano.

The

violin is played with sordina throughout the piece.

The

concluding parallel seconds recall "Jimbo's Lullaby" from
Debussy's Children's Comer.

Tzigane ( 1 9 2 4 )
The composition of Tzigane took place during a period
of great activity for Ravel.

He was working on the Sonata

for Violin and Piano and the Sonata for Violin and Cello,
while completing the orchestration for Mussorgsky's
Pictures at an Exhibition.

At the same time he was making

progress on his opera, L'Enfant et les Sortileges.

The

opera, on which he had been working for years, was being
written to a libretto by Colette.
The word Tzigane means Gypsy in French and refers to
the central European Gypsies, usually Hungarian or
Romanian.

The complete title of the work is '•''Tzigane-.

Rhapsody de Concert,'* and Ravel describes it as "a virtuoso

® Ibid.. 32.

piece in the style of a Hungarian rhapsody."®

Although

Ravel was already acquainted with Hungarian-Gypsy music,
this piece was greatly inspired by his encoxinter with the
Hungarian-British violinist Jelly d'Aranyi, to whom the
piece is dedicated.

Jelly d'Aranyi was the grandniece of

the famous violinist Joseph Joachim and an established
musician in her own right.

She was bom in Budapest on

March 30, 1895 and was recognized as a great performer of
contemporary music at an early age.

Bela Bartok's two

sonatas for violin and piano were written for her and Ralph
Vaughan William's violin concerto is dedicated to her.
Jelly d'Aranyi was an accomplished classical musician
and also an incredible performer of Hungarian-Gypsy music.
In 1922, Ravel heard d'Aranyi performing his own violin and
cello sonata during a concert in London.

Later that

evening. Ravel had the privilege to hear her perform
privately.

The pianist Gaby Casadesus gave the following

account to Ravel's biographer Arbie Orenstein,'
Late in the evening [after the concert] Ravel asked
the Hungarian violinist to play some gypsy melodies.
After Mile. d'Aranyi obliged, the composer asked for
one more melody, and then another. The gypsy melodies
'Ibid.
^ Arbie Orenstein. Ravel: Man and Musician (New York: Columbia University Press. 1975). 85-6.
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continued until about 5 a.m., with everyone exhausted
except the violinist and the composer.

That event marked the beginning of the creation of Tzigane,
a work that has dazzled and astonished audiences from
around the world since its appearance.
On March 13, 1924, Ravel wrote to Jelly d'Aranyi.
Would you have the time to come to Paris in 2 or 3
weeks? If so, I would like to speak to you about
Tzigane, which I am writing specially for you, which
will be dedicated to you, and which will replace my
sonata, temporarily abandoned, in the London program.
This Tzigane must be a piece of great virtuosity.
Certain passages can produce brilliant effects,
provided that it is possible to perform them - which
I'm not always sure of. If there is no other way, I
will submit them to you by mail. Obviously, this would
be less convenient. While awaiting the pleasure of
seeing you again, at the very least on April 26, dear
Madamoiselle, please believe in my great sympathy.®

Tzigane first appeared as a brilliant violin showpiece
with piano accompaniment. Jelly d'Aranyi and pianist Henri
Gil-Marchex performed the premiere of Tzigane at a concert
in London on April 26, 1924.
The fact that Ravel wished to capture the authentic
flavor of Hungarian-Gypsy music is suggested by his scoring
the work also for violin and lutheal,^ a device that makes

* Orenstein. A Ravel Reader. 252-3.
' See page 76

the piano sound like the Hungarian-Gypsy cimbalom.
Violinist Samuel Dushkin and pianist Beveridge Webster most
likely gave the premiere performance of Tzigane with the
lutheal, on October 15, 1924.

Shortly thereafter. Ravel

exercised his talent for orchestration, and Tzigane next
appeared on November 30 of the same year with Jelly
d'Aranyi as soloist with the Colonne Orchestra under
Gabriel Piem.

The critics were unmerciful.

In the London

Times Che work was described as "an attempt to get away
from the limited sphere of his previous compositions to
infuse into his work a little of the warm blood it needs.
For an analysis of the work please see chapter 4.

Sonata for Violin and Piano ( 1 9 2 7 )
The sonata for violin and piano was Ravel's last
chamber work.

It was dedicated to his friend the violinist

Madame Jourdan-Morhange.

Curiously, Ravel believed that

the violin and the piano were essentially incompatible
instruments.

He states, "I asserted this independence in

writing a sonata for violin and piano, instruments which

See chapter 4. page 52
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are in my opinion essentially incompatible.

Far from

balancing their contrasts, the Sonata reveals their
incompatibility."^^

He began to write the sonata in 1923,

after he had written his sonata for violin and cello.

He

did not finish it until 1927, after he had already written
Tzigane and the opera L'Enfant et les Sortileges.

A

glimmer of each of these works is reflected in the sonata.
The writing follows the tradition of the sonata for
violin and cello, with each part being very independent.
It includes a spare texture, and some bi-tonal passages.
The first movement is a 6/8 Allegretto in G major based on
four themes, all of which are introduced by the piano. The
development section is quite straightforward and lyrical
rather than motivic.

A cantahile passage of the violin

leads to the concluding three-voice fugato.

The slow

movement, in A flat, is marked "Blues" and is a sort of
personal stylization of the blues.
During his visit to the United States, Ravel described
his approach to the blues as follows."

' 'Orenstein. A Ravel Reader. 231.
Ibid.. 32.
Ibid.. 144.
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To my mind, the 'blues' is one of your greatest
musical assets, truly American despite earlier
contributory influences from Africa and Spain.
Musicians have recently asked me how I came to write
'blues' as the second movement of my recently
completed sonata for violin and piano.

Here again the

same process, to which I have already alluded, is in
evidence, for, while I adopted this popular form of
your music, I venture to say that nevertheless it is
French music, Ravel's music, that I have written.
Moreover, minute stylization in the manipulation of
these materials is altogether essential.

Ravel thought that composers and performers would
approach the blues differently and the "resulting
compositions would be widely divergent, most of them
bearing the national characteristics of their respective
composers, despite the unique nationality of their initial
material, the American 'blues.He further expanded,
"Think of the striking and essential differences to be
noted in the 'jazz' and rags of Milhaud, Stravinsky,

" Ibid.
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Casella, Hindemith, and so on.

The individualities of

these composers are stronger than the material
appropriated.

They mould popular forms to meet the

requirements of their ovm individual art.

Again - minute

stylization of the materials employed, while the styles
become as numerous as the composers themselves.
The third movement is a perpetuum mobile in G major as
well.

In keeping with the title, the violin plays semi

quavers almost throughout the movement, and there are
thematic references to the first movement, and more
discreetly, to the second.

In this detail, as in its tone,

the sonata belongs as much to the French classical
tradition as to the new wave of Parisian Neoclassicism.

Mauricc Ravel. "Contemporary Music.** Rice Institute Pamphlet. 15 (April. 1928). 140.
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CHAPTER 2
THE HUNGARIAN GYPSY VIOLIN TRADITION
Many different Gypsy tribes, originating from Northern
India, have been wandering through Europe for centuries.
The combination of their nomadic lives and extraordinary
musical tradition allowed them to borrow from and influence
the native folk music of many countries.
The popular violin Gypsy style that exists today comes
mainly from the Gypsies of Hungary and Romania.

Comparing

the two, the Hungarian-Gypsy violin tradition advanced over
the centuries, becoming the dominant tradition in Gypsy
violin playing.

To a large degree, the Romanian Gypsies

have assimilated their "Gypsy style" into native Romanian
folk music losing some of their original musical tradition
whereas Hungarian Gypsies have developed their own genre,
composing many of their own pieces or highly stylizing
those they have adopted.
The Hungarian-Gypsy violin or fiddle style most
resembles classical music.

It utilizes all of the

specialized techniques of which the violin is capable.
Some examples of these techniques include full use of the
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positions, fancy bowing and all sorts of musical
inflections.

However, unlike many classical performers,

Gypsy musicians are expert improvisers whose skills make
their music incredibly energetic.

"You won't see sheet

music at a Gypsy performance, or for that matter,
rehearsal.
Perhaps one of the most interesting reasons why Gypsy
music has not only endured, but evolved is that Gypsy women
passed songs from generation to generation.

They acted as

custodians of the music, often singing songs for their own
pleasure and teaching them to the rest of the family.
Today, young Gypsy violinists leam almost exclusively
through pieces, as with the Suzuki Method.

The highly

technical challenge of the music are taught and mastered
within the context of songs, or isolated and practiced with
simple exercises. Usually students begin to study with
their fathers or other relatives.
The typical Hungarian-Gypsy ensemble is formed by at
least four musicians.

It includes the main violinist,

called primas, who plays the solos, conducts the group and

Mary Ann Harbar. "A Dark Flame Still Burning." The Strad 104
(1993): 164.
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acts as the public spokesman; a second violin or viola
player, called kontra; a cimbalom player and a bassist.
The soloist, or primas, plays the most important role
in a Gypsy band, performing the part of the music that has
the highest degrees of difficulty and challenge. The
kontra, the accompanying violin or viola player, plays
mainly double stops, mostly on the two lower strings of the
instrument. The kontra player turns the violin or the viola
sideways as much as ninety degrees to play double-stops
more comfortably.
The cimbalom, of which there are two types, is a
large, hammered dulcimer-like instrument.

One type is

small and portable and can be traced back to the 16"^^
century.

The second type is a large chromatic concert

version, fitted with a damper pedal.

Around 1870, Jozsef

V. Schunda invented the larger version in Budapest.

It is

made with one or two bridges that divide the strings. The
first bridge is in the ratio 3:2 (or 4:3).
the latter instrument is usually D to E'''.

The range of
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A Brief History
The first famous Gypsy bands originating in Hungary in
the eighteenth century were led respectively by violinists
Panna Czinka and Janos Bihari.
Panna Czinka is possibly the only woman who strongly
succeeded as a band leader and achieved notoriety in the
field.

Her ensemble featured her as the leading violinist,

a second violin player playing the kontra, a cimbalom player
and a bassist; a setting which became the standard
Hungarian-Gypsy group over the years.

The year of Czinka's

birth was not recorded; she died in 1772.

In her childhood,

she learned the violin in Rozsnyo, Hungary.

She was

fourteen when she was given away to be married to a bass
player.

In this way, Panna Czinka's four-part ensemble came

into being: she was the leader, her husband the bassist and
her husband's brothers were the kontra and the cimbalom
players.

Later, the brothers-in-law were replaced by her

own children.

Her patron, a landowner, gave them a house,

an area of land, and a new red uniform every three years.
They appeared every day at his house and played music at
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table. She became a legendary figure in the nineteenth
century.

As Balint Sarosi said:^^

...even before Liszt's book appeared, Count Istvan Fay,
the Hungarian aristocrat who was an enthusiastic
supporter of the Gypsy musicians, wrote of her [Panna
Czinka] that on account of her striking beauty she was
commonly called the beautiful gypsy; and he imagined
precious stones on her dresses and an Amati violin in
her hands.

Among the Gypsy leaders in the first decades of the
nineteenth century, the greatest name is surely Janos
Bihari.

His biographer, Ervin Major, refers to him as the

most important Hungarian musician of his time.
national figure of great prominence.

He became a

He was able to relate

to Hungarian folk music, creating arrangements of folksongs.
In this way, he brought the Gypsy style close to a wider
audience, and, at the same time, enriched his tradition with
new elements.

Janos Bihari (1764-1827) was bom in the

county of Pozsony.

His ensemble usually included five

members: strings and cimbalom.

Bihari was trained in Pest,

the largest town in Hungary at that time, and soon became
famous for his musical and technical skills.

He was invited

to many public celebrations and banquets and also played for
the royal court.

B^int Sarosi. Gypsy Music (Budapest: Corvina Press. 1978). 72.
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Bihari spent time in Vienna as a performer for the
royal imperial court.

There he met Liszt, who was one of

Bihari's greatest admirers.

In his book,

Liszt states

that "Bihari has to a great extent the ability with which
gypsies are born, to make apparently alien and incompatible
elements his own very quickly and transform them..."^®
For the most part, Bihari played his own compositions,
works by two other famous peers, Csermak and Lamotta, and
various melodies from the Kuruc period^" such as the Rakoczi
Song and the Rakoczi March. His most notable works include
the Bercsenyi Notaja {Bercsenyi's Song), Hatvagas Verbunkos
{Sword Verbunkos) , Primatialis Lassu {Slow Hungarian Dance)
and many more.
In the twentieth century, Gypsy musicians played in the
major cities of Europe. They were usually heard in
restaurants but artists such as Sandor, Gyorgy and Pali
Lakatos, Bela Babai, Elemer Horvath, Kalman Banyak, Boros
Lajos and Roby Lakatos have also made several recordings and
tours.

Liszt's book. The Gypsy in Music, was not intended for specialists. It vividly describes Gypsy playing
and it is a valuable source to understand how audiences reacted to their music.
" Ibid.. 73.
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The Development of Violin Technique
There are several fiddle techniques that are
specifically associated with Hungarian-Gypsy playing.

In

general, the Hungarian-Gypsy violin technique developed
closely with the classical one, acquiring numerous effects,
bow strokes and mannerisms over the centuries.

A) Vibrato
The Hungarian-Gypsy violinists use a fast and wide vibrato
which can make even bad instruments sound good.

It is a

continuous action and sometimes the thumb leaves the neck
to insure more freedom.

Their vibrato becomes the basis

for grace notes and trills, which are developed from it.
Often Gypsy players start long notes with no vibrato and
then increase intensity going from slow to fast.

B) Trills
The Gypsy trill differs from the standard classical trill.
In the standard trill, the finger that holds the note is
anchored to the string while the trilling finger rapidly
lifts and strikes the string.

In the Gypsy trill, the

The Kuruc period (circa 1703-1711) corresponds to the peasant revolt against the Austrian.
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trilling finger anchors to the finger that holds the main
note.

This rocks both fingers back and forth together,

creating a very effective trill.

When playing a long note,

the Gypsy musicians start with a standard trill, gradually
accelerating and widening into the Gypsy trill.

C) Slides
Slides are also very common and can range from barely
perceptible to very drawn out, particularly when leading to
certain long notes.

In this case, the player sits on the

note of the slide with no inflection, before commencing up
or down on the string, gradually increasing the speed of
the slide and the intensity of vibrato and bow speed.
Slides between two notes can be done with the starting
finger or the arriving finger.
is often introduced by a slide.

A note preceded by a rest
A note followed by a rest

can sometimes end with a downward slide.
shake are also common.

Slides with a

In this effect, the finger vibrates

during the slide creating a shake.

Often called vibrato trill in the classical Western tradition.
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D) Grace Notes
Grace notes are extremely common and are often found in
pairs or groups.

The Gypsies play grace notes like trills

or by widening the vibrato.

Often the first finger is

ornamented by tapping the third or forth fingers.

E) Harmonics
Both artificial and natural harmonics are present in the
Gypsy violin tradition.

Playing a melody or a portion of

it in harmonics is a favorite Gypsy variation.

F) Bow Strokes
The fact that the Hungarian-Gypsy violinists have a
strongly developed right-hand technique distinguishes it
from other ethnic or folk traditions.

From an early age,

Gypsy players study spiccato, sautille as well as ricochet.
In their music they can add flying staccatos and many
stroke combinations.

Technically, they are as developed as

classically trained violinists.
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G) Pizzicatos
Pizzicato is a widely used technique.

Gypsy players use

both the left and right hands to create variety and to
dazzle the audiences.

It is believed to have been part of

the Gypsy tradition since at least 1780.

H) High positions
High notes on the G the E strings are very common.

Players

use the upper range of the strings to play trills,
harmonics, or the main melody in a different range.

Standard Repertoire of Tunes
Hungarian-Gypsy music differs from Hungarian folk
music, although many Hungarian-Gypsy arrangements come from
the famous Hungarian couple dance, the czardas.

The word

czardas means "roadside inn," which was where musicians
often played.

The czardas was the inspiring form for the

classical Hungarian Rhapsody.

In the original Hungarian

tradition it is in two parts, but its Gypsy evolution has
become a three-part form, resembling a medley.

The first

part is a slow tune, called hallgato, which is in
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improvisatory style and very free rhythmically.

Section

two is a verbunkos, a march tempo tune patterned after the
old military recruiting song.
Before the Austro-Hungarian Imperial Army instituted
conscription in 1849, recruiting presentations involving
music were used in order to fill the ranks with Hungarian
village recruits.

Led by their sergeant, about a dozen

hussars, members of the Hungarian light cavalry, would be
involved.

First, the sergeant would dance slowly.

The

subordinate officers would join in with the music and
dancing becoming increasingly energetic, until finally the
youngest soldiers engaged in virtuosi leaps and spurclicking.

Gypsy musicians usually played the accompanying

music.
The style of this verbunkos (which literary means
"recruiting" music), was basically a deliberate fusion of
earlier Hungarian folk music, and elements of the western
European tradition, all played with a Gypsy touch.
The third part, the friss (sometimes called czardas as
well), is played as fast as possible in duple meter.

Dance

partners hold onto each other for dear life as they spin
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around the floor.

The frantically paced climax depicts the

excitement and adventure ahead.
Therefore, the czardas is a type of tune originally
associated with army recruiting ceremonies. For the
Gypsies, the czardas became a medley of different tunes.
Surprisingly, the Italian composer Monti wrote the most
famous czardas.

He was just one of many nineteenth and

early twentieth century composers to have been captivated
by Gypsy music.

It is fitting that many of these works

have been, in turn, assimilated by the Gypsies. Thus, you
are quite likely to hear Gypsy orchestras playing versions
of the Brahms Hungarian Dances, Dinicu's Mora Staccato,
Sarasate's Zlgeunerweisen, Liszt's Hungarian Rhapsodies or
Hxibay' s Hejre Kati.
Gypsy repertoire reflects the popular tunes of the
local area, but simple tunes are transformed into
masterpieces of emotion and technique.

A favorite tune

throughout the world of Gypsy violin playing is The Lark,
where high squeaks, trills and harmonics imitate birdsong.
Widely played traditional ttines include the Hungarian One
Kitten, Two Kittens, the stately Slowly flows the River
Maros and the Romanian Sinai Hora.
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CHAPTER 3
THE USAGE OF HUNGARIAN GYPSY IDIOM IN THE CLASSICAL
TRADITION
Hungarian-Gypsy music has long held an appeal for
western composers.

In fact, "style hongrois" are very old

and specific French words used to describe the musical
attempts by western composers to attain the sound of
Hungarian-Gypsy music since the eighteenth Century.

For

many, the style hongrois long meant the Hungarian-Gypsy
writing of Haydn, Schubert, Liszt and the others whereas
the English phrase "Hungarian style" refers more to
traditional Hungarian folk music.

Hungarian-Gypsy music or

style hongrois is a term applied to the reproduction of
romungro, (Hungarian-Gypsy) music-making in Western
European art music from the mid-eighteenth century to the
early twentieth.

Although Vienna was the principal site of

the style hongrois, romungro music was truly established by
Austro-German composers.

They presented it as exotic, that

is, as existing outside the musical, aesthetic and social
boundaries of the day.
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The Classical Period
Distinctive features of the style hongrois are evident in
the earliest printed imgaresche,^^ from the late 16th
century. Even in the late seventeenth century, Gypsy fiddle
playing can be found occasionally in sources such as
Alessandro Poglietti's Rcssignolo^^ and an anonymous Sonata
Jucunda.

But what truly stimulated the use of the style

hongrois in the last decades of the eighteenth century was
its employment by the Austro-German composers like
Dittersdorf and the brothers Haydn at Hungarian courts.
Adding to its growing popularity was the enthusiastically
received performances of itinerant romungro^'* musicians in
Vienna.

In the works of the Viennese Classicists, the

style hongrois is more often a brief allusion than a formal
and stylistic component of an entire movement.

More fully

developed components of the style hongrois can be found in
the episodes of rondo finales, especially in the music of
Haydn and Mozart.
The style hongrois was also sometimes combined with
other exotic and national styles.

Examples include the

~ A name used ouuide Hungary for a dance in the Hungarian style.
^ [n this cycle of tunes for the keyboard, the Austrian composer and organist of Italian birth Alessandro
Poglietti uses elements from the folk music of particular countries and regions, including Hungary.
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Turkish elements in Mozart's Violin Concerto K 219, and a
central European folksong in Haydn's Symphony No.103.

Haydn
Franz Joseph Haydn was bom in 1732 in eastern Austria
near the Hungarian border.

Throughout his life, he was

exposed to both German and Hungarian culture and music.

He

is probably the first composer to use extensively the style
Hongrois.

In the Austro-Hungarian court of Esterhaza,

where Joseph Haydn wore servant's livery in his role as
royal composer, Gypsy bands played in the courtyard.

Gypsy

bands also traveled from village to village from 1715,
accompanying the "strong" dancing of soldiers who recruited
continuously for Nicolas the Magnificent's military
operations.

Haydn and other classical composers were

influenced by the style of verbunkosbecause it was
favored by the public.

Haydn enjoyed great artistic

freedom during these years under the patronage of the
Esterhaza court, which led him to write brilliant final
movements influenced by folk dances.

Hungarian-Gypsy

These included the
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dazzling tunes and rhythms of the popular rondos "in the
Gypsy style" of the piano trios.

In these finales, in

fact, the fortepiano suggests a cimbalom; it drones in the
manner of the ancient folk hurdy-gurdy, or simply
alternates bass notes and chords in the style of Polka
music. Many are the characteristics that make these works
in style hongrois.

The following example (figure 2) from

the Rondo alia zingarese of his Piano Trio in G major is a
stereotypically Hungarian-Gypsy for the alia zoppa rhythm,^®
and pizzicato alternated with the bow in the violin part.

^ See page 39
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Figure 2.

Haydn's Piano trio in G major (mm. 83-87)
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The Romantic Period
In the nineteenth century, the style hongrois became
very popular and many composers drew on it with command and
eloquence.

Among them, Carl Maria Von Weber, Franz

Schubert, Franz Liszt and Johannes Brahms probably used it
the most and achieved the greatest results.

These

composers went beyond a simple usage and achieved a high
degree of authenticity.

^ See page 61
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The style was applied mainly in the instrumental
music, but occasionally was also utilized in lieder and
operas.

Works such as Brahms's Hungarian Dances became the

"manifesto" of style hongrois and are still extremely
popular today.

Brahms
Johannes Brahms (1833-1897) was a great admirer of
folk and popular music.

While growing up, he played all of

the popular tunes and dance music in the brothels of
Hamburg, the town where he was raised.

Brahms was able to

elevate the craft without sacrificing the traditional style
and charm.

The style hongrois for Brahms was not

necessarily the music of the dark souls as it was for some.
His works in the Gypsy style are often lively and uplifting
and he rarely wrote melancholy works like Schubert and
Liszt.

"In Brahms's lifetime, the context of the style

hongrois can be seen to have undergone a gradual but
profound change.

For Brahms, Hungarian-Gypsy music meant
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Gypsy color and popular culture, not grief or rejection or
ostracism.
The great exodus westward, after the failed 1848
uprising in Hungary, brought several refugee musicians to
Germany.

Among these included the violinist Edward

Remenyi.

Remenyi had studied with Joachim's teacher and

excelled in the Gypsy style.

Brahms most likely attended

two of his concerts in Hamburg where they may have met.
Three years later they went on tour together as a duo.

In

addition to standard classical music, they also performed
gypsy tunes with Brahms probably improvising an
accompaniment on the piano.

Their collaboration was not

only successful, it gave Brahms a first hand look into the
Hungarian-Gypsy world.

Several features of Hungarian music

formed an integral part of Brahms' musical style.

The

Hungarian Dances, arguably the most famous works in style
hongrois, were originally composed between 1852 and 1864.
Most of the dances were not originally by Brahms.

He

collected them, assuming as most everyone else did, that
they were simply folk txines.

He even went as far as

specifically stating that they were arrangements of

^ Jonathan Bellman. The Style Hongrois in the Music of Western Europe (Boston: Northeastern University
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traditional melodies.

In 1869, he offered a Budapest

publisher, Roszavolgyi, a set of ten dances he had
arranged.

Roszavogyi declined, as he felt the music would

be a bad investment.

Brahms' regular publisher, Fritz

Simrock, ended up publishing them, giving Brahms a small
one-time payment.

The Hungarian Dances were a huge success

in Europe making Simrock a fortune.

In 1880, Brahms

composed a second set of dances comprising eleven original
numbers composed "in the Hungarian manner."

Although

Brahms had a reputation for being extremely honest and
forthright, his old friend, Remenyi, accused him of
plagiarism.

Simrock was forced to publicly defend Brahms

on the basis that the dances were never intended to be
passed off as original works of Brahms.

Despite this

petite scandale, the dances proved to be the most popular
of all Brahms' works during his lifetime.
Most of the original piano versions of the Dances have
been orchestrated over the years; three of them (Nos. 1, 3
and 10) by the composer himself, the rest by others.

For

example, the Dance No. 5 (G minor), arranged for orchestra
by the conductor Albert Parlow (1822-1888), is a setting of

Press. 1993), 44.
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the melody Bartfai-Emlek ("Remembrance of Bartfa")
attributed to the German-Hxxngarian bandmaster and composer
of light music Keler-Bela.
Brahms retained a special affection for the Gypsy
fiddlers and their music throughout his life, making
frequent visits to Vienna's amusement park to hear them
play.

He especially appreciated the passion and brilliance

of their performances, although his own approach was still
much anchored in the Western tradition.

In addition to the

Hungarian Dances, Brahms wrote the Variations on a
Hungarian Song (op. 21 no. 1) in 1857 and the 11
Zigeunerlieder Op. 103 in 1887. The Piano Quartet, op. 25
(1861) features a Rondo alia zingarese.

Ravel's Time
After the fall of the Austro-Hungarian Empire in 1918,
the relations between Vienna and Hungary dissolved.

It was

the connection between these two countries that allowed the
style hongrois to flourish and once that connection died,
its influence also waned.

Despite Bartok's early use of

its mannerisms in his Unfinished Symphony and the Violin
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Sonata, he later rejected the style hongrois opting instead
to be influenced by folksongs.

This was a significant

rhetorical gesture in early twentieth century Hungarian
nationalist music.

Unfortunately, that rhetoric involved a

critique of romungro music (rather than of its Western
imitations) and it dealt the deathblow to the style
hongrois and aesthetically denigrated the music that had
inspired it.

In the twentieth century, only occasional

instances of the style hongrois are found in art music. The
style was used mainly in cafe music and cabarets.

Maurice

Ravel's Tzigane, therefore, could be considered an
exception.

At the time Ravel was writing the work (1924),

style hongrois was basically abandoned.
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CHAPTER 4
RELATING TZIGANE TO THE HUNGARIAN GYPSY VIOLIN TRADITION
In writing Tzigane, Ravel went beyond simply drawing on
the style hongrois, as many earlier composers did. Ravel
made a strong effort to get close to the authentic
Hungarian-Gypsy music and violin technique. This chapter
will demonstrate Ravel's achievement in writing a work in
Gypsy style.

Form
Ravel's intention was to compose "a virtuoso piece in
the style of a Hungarian Rhapsody."^®
set musical form.

A rhapsody is not a

It is usually an inspired, rapturous

piece often expressed in an idiosyncratic, improvisational
form.

Tzigane has all these characteristics but it is also

quite structually organized.

The work is divided into

three parts all connected to each other.

After the initial

violin solo cadenza, a "theme and variations" section is
introduced.

This section is followed by a fast finale in

^ Rollo H. Meyers. Ravel: Life & Works (H&vt York: Thomas Yoseloff. I960). 189.
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accelerando that concludes the work. Following this
division, it is easy to relate this work to the csardas,
the popular Gypsy medley form.^®

The csardas is usually

divided into three sections, hallgato, verbunkos and friss,
just as in Tzigane.

Ravel also assigned a different theme

for each section, as if they were three tunes played
together.
In the csardas, the introductory hallgato, is a
soulful, rubato slow number where long notes are stretched,
with a concurrent crescendo and intensification of vibrato.
The long introduction at the beginning of Tzigane (mm 1-58)
functions as a hallgato for solo violin.

The main theme

(theme A, figure 3), is clearly of Gypsy character for its
driving rhythms.

^ Not to be confused with the original czardas of the Hungarian folk tradition which is in two sections.
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Figure 3.

Tzigane, theme A, mm. 1-9.

In this solo introduction, slow sections are contrasted
with virtuoso connecting passages. This is another typical
feature of the hallgato.
The entrance of the piano indicates the end of the
introduction and its cadenza functions as a link to the
second part.

The piano cadenza is probably the least

Gypsy-like moment of the entire work.

It is undoubtedly in

Ravel's own style, with its unusual harmony and
impressionistic color.
The verbunkos is often the middle section of a csardas
medley.

In Ravel's Tzigane, the verbunkos corresponds to

the "theme and variations" middle section (mm. 68-201) that

See page 58.
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follows the initial introduction for solo violin and the
connecting cadenza.

The main theme of this section (theme

B, figure 4) will in fact be the basis for dazzling
variations which will display almost every technical
feature that belongs to both the classical and Gypsy
traditions.

Figure 4.

Tzigane, theme B, mm. 76-90

This section also features of interlude for solo piano
(mm. 150-164) and a small segment (Meno vivo: Grandioso,
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mm. 202-226) with its own theme.

The end of this section

is indicated by the silent bar with fermata in measure 226.
The friss is a fast number and is the final section of
a csardas medley.

In Tzigane, the friss clearly begins

after the silent bar on measure 227.

The main theme of

this section (theme C, figure 5) is marked Moderate.

Figure 5.

Tzigane, theme C, nam. Ill-2.1,S

j'l FT! jjifrffcrrnrn'? r'rf'"r'rff^%f¥°
The friss often starts out slowly, accelerating
deliberately to quicker tempo in the first eight to sixteen
bars.

It can continue to accelerate from there to the end.

Ravel plays with this, introducing other variations of
theme B (from the second section) and presenting theme C

See page 63.
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again in a final accellerando to the end of the work
(figure 6).

Figure 6.

Tzigane, mm. 274-279
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Rhythmic Components
The rhythmic components of Hungarian-Gypsy music are
probably drawn on the Hungarian language^^ and common
ornamental and dance rhythms.

The spondee, a metric foot

consisting of two longs, is a common Hungarian reference.
In Tzigane we find this feature several times, including
measures 211 and 215 (figure 7) in the violin part.

Figure 7.
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The accented short-long is another characteristic
figure, one which is essentially the medieval "Lombard"
rhythm.Examples of this feature abound in Tzigane.

The

first theme (A), from measure 1 to 8, is based on this idea
(figure 8).

As related to the inflections of the language in Hungarian songs.
Reversed dotting, that is. a succession of dotted figures whose short notes are on the beat. It is difficult
to trace any rational origin for this name, which is found in the treatises of both Quantz and J.F. Agricola.
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Figure 8.

Tzigane, mm. 1-8
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Also theme B has the same feature (figure 9)

Figure 9.

Tzigane, mm. 76-91
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The piano presents the same figure at the very and of
the piece (figure 10).
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Figure 10.

Tzigane, mm. 340-341

a
Another characteristic is the accented short-short-long
or the so-called Hungarian anapest.

A great example is

found on measures 270 and 272 (figure 11).
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Figure 11.

Tzigane, mm. 269-272
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One of the most common features of Hungarian-Gypsy
music is the alia zoppa (Italian, "limping") rhythm.

It

consists of a quarter note between two eight notes, or a
half note between two quarters.

In melodic uses, the

syncopation creates attention by virtue of the sudden stop.
In faster music, it produces a typical dance rhythm.

A

melodic usage can be foxind in the Grandioso section (figure

12).
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Figure 12.

Tzigane, mm. 202-209
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This is a section, than features also the Hungarian anapest
in measures 203 and 207.
The choriambus, long-short-short-long is another
important rhythmic pattern used in the Hungarian-Gypsy
tradition and in style hongrois.

Theme B, in its first

appearance in the slow section (figure 13), is perfectly

1
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authentic because the first short is longer than the second,
getting closer to the original inflection.

Figure 13.

Tzigane, mm. 15-20

A triplet near the end of a section is another Gypsysignature.

Tzigane features only one of them, and is an

obvious example (figure 14).

Figure 14.
Accel

Tzigane, mm. 11-14
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The bokazo rhythm is one of the clearest indications of
Hixngarian-Gypsy music. It is often called the bokazo cadence
because it is often used at the end of phrases, as a fast
abrupt interruption of the melody.

Liszt referred to it as

the "Magyar cadence" in his book The Gypsy in Music.
Tzigane presents the bokazo rhythm in the beginning solo
opening (figure 15).

Figure 15. Tzigane, mm. 23-24
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Melodic Elements
The bokazo figure is not only a rhythmical
characteristic but also a melodic element.

In fact, it is a

melodic contour beginning usually with the upper neighbor.
Tzigane contains many examples of bokazo endings.

In the

example no. 16, there is one at measure 19 and one in
measure 22.

" Bellman. The Style Hongrois in the Music of Western Europe, 119.
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Figure 16.

Tzigane, mm. 18-22
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One of the most important melodic elements of the
Hungarian-Gypsy tradition is the augmented second.
Ironically, it is not part of the original Hungarian music,
but it seems rather to come from Turkey or perhaps further
east where it is a very common interval.

The Gypsies use it

anywhere possible, even when it is not part of the melody.
Although it is part of what became to be known as the Gypsy
scale (a harmonic minor scale with a raised forth), the
augmented second is more than an inflection, being very
similar to the "blue" note in jazz.

Balint Sarosi, one of

the greatest experts on Hungarian music, pointed out that
"the augmented second is a virtual requirement of any Gypsy
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performance, regardless of whether the original melody uses
it or not".^^
An example of an augmented second functioning more as
an inflection is found in the melody at mm. 119-127 (figure
17). The interval here is the main color of the theme.

Figure 17.

Tzigane, mm. 119-127
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The Gypsy scale (figure 18) is the basic melodic
characteristic of the entire work.

Figure 18. Gypsy scale
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" Ibid.. 120.
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It contains two augmented seconds and in Tzigane is
constantly present in the sections in minor keys.

The

violin plays it in a two octave range at measure 13 3 (figure
19).

Figure 19.

Tzigane, mm. 133

During the sections in D major, the raised forth is
also another Gypsy touch probably imported from the Gypsy
scale. In figure 6 on page 54 the g sharp is, in fact, a
raised forth.
One of the most typical Hungarian-Gypsy elements is the
Kuruc-fourth, a rebounding figure that alternates between
the fifth scale degree and the tonic.

The famous Rakoczi

Song, antecedent of the more famous Rakoczi March, presents
this feature at the very beginning.

The sound of it evokes

great feeling of Hungarian national pride of the Kuruc
period.

Ravel applies this feature in Tzigane to the violin
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with harmonics in measure 41 and on the piano in measure 103
(Figure 20).

Figure 20. Tzigane, mm. 100-103

Allegro

A characteristic derived from vocal music is the usage
of parallel thirds and sixths which recalls a lament.

This

is descended from parallel interval folk-music styles and
differs from traditional western harmonic thirds and sixths.
Neither pitch is the melody; they are equal and the result
is a unique imitation of a lament or cry.

Tzigane offers
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several example of this feature, including the following
passage (figure 21).

Figure 21. Tzigane, mm. 42-47

Harmonic Characteristics
One of the most striking effects of the Hungarian-Gypsy
music is the non-functional use of harmony and sudden
chordal shifts.

This sort of unusual harmonization may have

grown out of the modality of the folkish tunes they often
played.

Ravel took this feature quite seriously and in the

final friss, he wrote a fantastic and unpredictable chordal
progression (table 2), probeUaly one of the most exciting
moments of the entire work.
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Table 2.

Tzigane, mm. 274-321. Chordal shifting.

/DM

/DM

/DM

/DM

/

/DM

/DM

/CM

/CM

/

/FM

/FM

/BbM

/BbM

/

/Bm

/Bm

/Ebm

/Ebm

/

/EbM

/EbM

/Gm

/Gm

/

/Dm

/Dm

/Dm

/Dm

/

/F#m

/F#m

/F#M

/F#M

/

/Bbm

/AM

/AM

/AM

/

/AM

/CM

/CM

/CM

/

/CM

/EM

/Bm

/G#m

/

/G#m

/G#M Am

/AM

/C#m

/

/Em EM

/Gm Bbm

/ CM

/CM

/

It is a furious passage and each new chord or tonal center
evoke a slightly different emotion.
Another interesting passage, from a harmonic point of
view, is the conclusion of the Grandioso section on the
piano (figure 22).

Here the chords are quite distorted,

perhaps in an attempt to recreate the somewhat out-of-tune
playing Gypsy bands, particularly the cimbalom.
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Figure 22. Tzigane, mm. 218-225
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Instrumental styles
What renders Tzigane so close to the genuine Gypsy
style is Ravel's ability to imitate the Hungarian-Gypsy
bands.

The work is written for violin and piano, but also

for violin and lutheal.^®

Ravel draws on instrumental

technique to make the violin sound Gypsy, but for the piano.

^ See page 77.
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an instrument that doesn't belong to the Hungarian-Gypsy
tradition. Ravel tries to imitate the characteristics and
the sound of the cimbalom.

The Violin
Hungarian-Gypsy violin players possess often an
advanced technique that allows them to perform the most
sophisticated tricks.

Bearing this in mind. Ravel writes a

difficult part for the violin, applying several techniques
that are associated with Hungarian-Gypsy playing (see
chapter 2).

A) Trills
The way Ravel writes the variation of theme B (from the
second section) calls for an attempt to imitate the
Hxingarian-Gypsy trill (figure 23).

Instead of holding one

finger and trilling with the other, both fingers move
creating a very effective trill.
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Figure 23. Tzigane, mm. 192-201
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B) Slides
The long slide at the end of the beginning passage on G
gives the final twist to this section (figure 24) and it is
typical of the Hungarian-Gypsy style.

In this slide, the

player sits on the note of the slide with no inflection,
before commencing and gradually increasing the speed of the
slide.

Figure 24.

Tzigane, mm. 26-28
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A note preceded by a rest is often introduced by a
slide as well. It is common to slide to the G in measure 81
of theme B (figure 4 at page 55).

C) Harmonics
Here Ravel goes beyond the usual usage of Gypsy players and
presents extremely difficult passages with harmonics.

He

also provides a few sections where they are alternated with
regular sounds.

In this regard, the use of harmonics

probably exceeds the technical abilities of most Gypsy
players.

Playing a melody or a portion of it in harmonics

is a favorite Gypsy variation.

E) Bow Strokes
The third section of the work (the friss) is played with
sautille, probably the most common Hxingarian-Gypsy bow
stroke.

There is also a passage with flying staccato in

measure 133. It is a chromatic scale, a scale often used for
technical display.
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F) Pizzicato
With pizzicatos, Ravel probably reaches the greatest degree
of difficulty in the work.

There are passages that

alternate left and right hand pizzicatos and passages that
present awkward left hand pizzicatos.

The following

variation on theme B is one of the most challenging passages
of the entire work (figure 25).
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g) High positions
The initial page of the slow introduction ihallgato) is all
played on the G string, following the Gypsy tradition of
playing the main melodies on the forth string.

h) Forth finger doubling the open strings
This is a common feature of several fiddle traditions, and
is also present in Tzigane.

Figure 26.

Here is an example (figure 26).

Tzigane, mm. 245-246

Mcxlcnito

AcccI
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The Piano
While writing the piano part. Ravel probably had the
cimbalom in mind and wrote a version for lutheal.
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The lutheal is basically a modified grand piano, which
is fitted with a mechanism that causes a buffer to come
down on the strings thereby producing a xinique sound close
to the cimbalom.

At the beginning, the device was named

"jeu de harpe tiree" by its inventor, the Belgian organ
builder, Georges Cloetens.
The keyboard was arranged in two halves and several
stops were available (just like an organ). In the original
score of Tzigane, Ravel indicated four stops, the "clavecin
basse," the "clavecin dessus," the "harpe tiree basse" and
the "harpe tiree dessus."

These registers can also be

operated separately, which means that the left hand can
play in a different register from the right hand. Ravel
figured out a combination of stops that made the modified
piano sound like a cimbalom and therefore utilized the
lutheal to recreate an original Hungarian-Gypsy sound.
The evocations of the cimbalom on the piano involve
frequent use of the sustain pedal as well.

The short

passage for solo piano at measures 100-103 (figure 20, page
68) calls for a sustained pedal throughout.
A typical technical feature played on the cimbalom is
the tremolo. Besides the tremolo passage with the Kuruc-
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fourth (figure 20, page 68) Tzigane presents an imitation
of this effect by rolling octaves,

in the accompaniment to

theme B of the second section (figure 27).

Figure 27. Tzigane, mm. 72-75

i

To be played with both hands.
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CHAPTER 5
CONCLUSIONS
Tzigane occupies a unique place in the violin
literature.

It is a work in Hungarian-Gypsy style written

by a French composer. This mix is explosive and the result
is one of the most astonishing works for violin ever
written.

Jonathan Bellman, an expert of Gypsy music,

describes Tzigane as "...a marvelous recreation of the
Gypsy mood and language filtered through Ravel's own
impressionistic sensibility."^®
This work is unique in many ways.

Ravel not only

draws from the Hungarian-Gypsy tradition, but also writes a
piece in that style while maintaining his own voice.
Consequently, an intimate knowledge of the Hungarian-Gypsy
violin tradition can enhance the quality and the trueness
of a performance of Tzigane.
Following Ravel's indications throughout the piece is
an important key for a successful performance, but Tzigane
can be further enhanced if a "Gypsy touch" is applied.
Although it is not possible to fully recreate the

Bellman. The Style Hong rots in the Music of Western Europe. 217.
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spontaneous approach of an improvising performer, imagining
how a Hungarian-Gypsy might approach Tzigane could render
the work freer and more effective.
Furthermore, playing Tzigeine with a modified piano
which sounds like a cimbalom could be an additional
enhancement.

Ravel was looking for a more authentic sound

when he scored the work for lutheal. Since the lutheal is
not an easy device to locate, a modified piano might be a
good substitute.
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