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Appendi x  2

 A RCH A I C  FO L K  D A N CE S :   KOY L I TSH  TA N TS,  PATSH 
TA N TS,  SH TO K , SH UST E R

In his longer essay on klezmer music, after noting that melodies to be danced as 
either freylekhs or sher were often musically interchangeable, Beregovski concluded 
that “Other dance forms also lacked essential distinctive features in musical terms” 
(2001: 11). We have treated this issue at some length in the chapters on Freylekhs 
and Redl (12), Skotshne (13), and Khosidl (14). It would appear that, in both the 
Jewish South and the Jewish North, the core klezmer dance repertoire tended to 
show subtle stylistic distinctions related to “mood” and “status,” within a broadly 
homogeneous form of instrumental dance music (although somewhat distinctly 
in North and South). Apart from this Jewish core, a large variety of cosmopolitan 
dances would be danced by the upper bourgeoisie, or by somewhat more “modern-
ized” groups of the petit bourgeoisie. Certain co- territorial dances would also be 
danced by the common shtetl Jews, or perhaps even more by village Jews. Within 
this larger picture, however, a small group of dances existed that did not fit neatly 
into any of these categories. By the time of documentation, they were considered 
to be both “old” and “Jewish.” But they differed from the rest of the core klezmer 
dance repertoire because of two not- necessarily related reasons:  1)  they usually 
demanded specific dance steps, which also could take the form of a game or pan-
tomime; and 2) their music was considerably simpler than the vast majority of the 
core dance repertoire. However, this “simplicity” was not of a single type. It could 
comprise a variety of sources, within the general group of stock and determinants 
of the klezmer fusion.

The term archaic is used here to refer to the small known repertoire of instru-
mental melodies for a finite group of folk dances, mainly of Central European origin, 
originating before the nineteenth century. This so- called archaic repertoire differs 
from what I call (a) older European dance music and (b)  the European baroque 
in Chapter 10, in part because there is no trace of older aristocratic styles in this 
repertoire. It is extremely doubtful that the existing manuscript sources will ever 
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be rich enough to furnish anything resembling a linear development encompass-
ing the styles I  call archaic in dialogue with other older European styles, mainly 
of Renaissance and Baroque origin, that usually emanated from the higher social 
classes.

The key terms in this repertoire are: patsh tants (or pleskun), shtok, and shus-
ter. On a purely musical basis I  would assign a few other items, which appear in 
Beregovski or other sources as freylekhs, or on early commercial recordings with no 
title, to this somewhat amorphous category. I also include the term pastukhl, as it 
was used by Galician klezmorim, although the word in this meaning was not appar-
ently documented elsewhere. As we will see below, at least in one interesting case, 
Beregovski’s source employed only the general term freylekhs for a known archaic 
wedding ritual dance.1

While some of these items appear also in other sources, the largest group was 
collected by Beregovski. Although he never had the opportunity to develop any 
interpretation of these items, we are indebted to him for sensing their possible sig-
nificance. As Izaly Zemtsovsky so aptly pointed out (in Slobin 2001: xi), Beregovski 
stressed this issue during his dissertation defense: “If the folklorist does not have 
broad theoretical horizons, he will not know what to record. He will often skip very 
rare and important things” (Beregovskaia 1994: 160).

Koylitsh Tants

Turning to the archaic repertoire, we will first examine Beregovski’s Freylekhs no. 165 
in Example A2.1, as written down by the clarinetist Barkagan. It is part of a group 
of freylekhs in a major key, which Beregovski has grouped as numbers 152 to 168.

The tempo is unusually brisk for a freylekhs, at 168 = 𝅘𝅥, a tempo almost com-
pletely absent from the collection! Barkagan has written, it as one long melody 
of 24 measures, but a quick glance reveals that it actually is composed of three 
equal periods of 8 measures, with each period consisting of an A + B structure.  

1 Beregovski also includes two melodies called beygele, coming from Mesman and Makonovetski, 
respectively. While beygele is a known regional variant for freylekhs, the reason for the archaic 
Ashkenazic style of these tunes (similar to most of Beregovski’s pleskun melodies) is obscure.

Example A2.1 Beregovski Freylekhs no. 165.
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The melodic function of each period can be clearly distinguished: section (1) 
begins with a repeated phrase of the notes D– B– A– G, ending on G. Section (2) 
ascends to G, by way of F natural, ending on G. Section 3 shows a gradual ascend-
ing and descending motion from C to G, then from D to G, but remaining entirely 
within the G to D pentachord. A more symmetrical compositional structure could 
scarcely be imagined, but this melody does not rely on repetition or a folkloric 
modular structure. Apart from the syncopation in each section, the rhythmic for-
mula it uses is not typical of freylekhs. Thus, the tune is much closer to medieval 
Western European dance music than the general freylekhs repertoire. The antiq-
uity and Western origin of its structure becomes more plausible when we observe 
that the tune also appears as the melody for a specific folk custom of European ori-
gin connected with the Ashkenazic wedding. In Nathan Vizonsky’s booklet Jewish 
Folk Dances, published in Chicago in 1942, the same tune is used for the Koylitsh 
[Challah] Dance, here as Example A2.2.

Vizonsky describes the context of the dance as follows:

The bride and the groom, family, relatives and friends, led by the orchestra 
would form a lively and merry procession through the streets on the way to 
the Synagogue. Upon leaving the Synagogue, after the ceremony, a woman 
carrying a Koilitch would dance toward them as a symbol of the desire that 
they would always have good fortune and bread in their home.2

Many Jewish sources attest to the ubiquity of this custom among Ashkenazim. 
A few examples will suffice:

Koyletsh- Tants: a dance of salutation to the bride and bridegroom performed 
by a woman holding a twisted white loaf and salt to wish them abundance.3

[T] he women’s dance (especially the old women’s dance) before the 
bride with khales and with lit candles inserted inside was known in most 

Example A2.2 Koilitsch Tantz from the Vizonsky dance manual, 1942.

2 Vizonsky 1942: 54.
3 Encyclopedia Judaica 1971: 1265– 66)
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communities by the name ‘khales tants,’ meaning ‘the dance with the khales,’ 
which would be danced to accompany the bride and groom to their house or 
to the in- laws house immediately after the departure from the khupe4

When the bride and groom were led back [after the khupe], the klezmer 
were out in front of the wedding- house, to lead the couple with music. One 
of the female in- laws went ahead and snatched from the hand of a watchman 
the large, specially based saffron- challah, and danced backwards opposite the 
couple.5

The dances after the khupe were sometimes included under the general 
name khupe- dance.…Everyone also dances specific dances, such as:  ‘the 
challah dance.’ Already in the Metamim Book [Sefer Metamim] the custom 
is brought, ‘that after the khupe old women dance facing the married couple 
with one challah in their hands.6

These (and other) descriptions agree on the substance and, at times, the significance 
of this dance in the wedding. Each supplies interesting details, such as the dancer 
“snatching” the bread from a watchman in the shtetl Kremenitz in Volhynia, or the 
use of candles (or sometimes an oil lamp) in the bread itself; and most significantly, 
the elderly female dancer moving backwards, facing the married couple. The folk-
lorist Isaac Rivkind supplies the quotation from the medieval Ashkenazic rabbinic 
source, which shows that the custom was long accepted as an Ashkenazic minhag 
(custom). Taking all of this into consideration, it should not come as a great sur-
prise that the custom called for a klezmer melody whose structure recalled medieval 
Germany.7 This is not to claim that every Ashkenazic custom that may be traceable 
to Germany demanded a medieval German melody, but that the survival of such a 
melody (or the later recreation of a related melody) is not implausible. The fact that 
two Ukrainian sources (Beregovski and Kostakowsky) and one Polish/ American 
(Vizonsky) agree on the tune suggests a wide diffusion among Jewish communities 
in Eastern Europe.

4 Friedhaber 1972: 18.
5 Gelernt 1954.
6 Rivkind 1960:  31. I  am indebted to Professor James Loeffler of the University of Virginia, 

who originally compiled these quotations for his unpublished “Lexicon of Klezmer Terminology” 
( Jerusalem, 1997).

7 The appearance of the tune in the Kostakowsky collection, as one of less than half a dozen 
archaic dances, testifies to its antiquity and widespread use, apparently even in America of the 
World War I era. Characteristically, however, Kostakowsky’s version is simplified, lacking the first 
section.
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Pastukhl

A tiny surviving repertoire of dances comes from the opposite cultural pole of the 
Eastern Ashkenazim:  the music of Balkan shepherds. Though it is likely that the 
immediate source of this musical style came through Romanian- speaking shep-
herds, the few surviving tunes are unlike any of the large Moldavian dance reper-
toire and seem more like a generalized impression of Romanian/ Moldavian cimpoi 
bagpipe music, quite possibly with southern Balkan pastoral influences. In two of 
the surviving examples (both incidentally recorded in New York), the violinists use 
the tsvei shtrunes tuning, a scordatura involving lowering the A string to create an 
octave with the e string.

A clear example of this rather obscure genre is Freylekhs no. 4 in the Kostakowsky 
Collection, here as Example A2.3.

Interestingly, Kostakowsky placed this D- major tune directly after his version 
of the koylitsh tants (which he labels simply as a freylekhs), but, as we learn from 
Loeffler (2000), this ancient ritual, like many others, was no longer being performed 
in New York after World War I, or even before. While at first glance the freylekhs 
appears to be a respectable four- section melody (even if in the unusual major key), 
unlike virtually all other klezmer dance repertoire, the melody is modular; that is, 
the piece consists entirely of variations on a single theme, which is seen most simply 
in section (2), measures 3 and 4. The whole tune is no more than an elaboration of 
this melodic nucleus. The only distinction of section (3) (which commences much 
as section 1) is that it remains on the pentachord above F♯, the major third degree 
of the piece. There are no modulations, no pitches are altered, the tonal center never 
shifts, and we see no melodic development. In short, the tune represents a compo-
sitional strategy alien to the overwhelming majority of klezmer dance repertoire. 
A hint at the possible bagpipe origin of the playing is found in the ending cadence  

Example A2.3 Kostakowski Freilachs no. 4.
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of each section, which dips from the tonic (D) to the fourth below (A), again a tech-
nique not found in the core Jewish dance music.

While this particular item was never recorded, related pieces were recorded by 
Abe Schwartz in the 1920s and by Leon Schwartz in the 1980s. In both cases, the 
fiddlers employed the same scordatura and the dance- like melody emerged out of 
a rubato piece under strong Turkish influence— Leon Schwartz’s piece is named 
Terkisher Gebet (Turkish Prayer). Of course, Turkish urban violinists are not in the 
habit of closing their rubato melodies with shepherd’s bagpipe tunes.8 Evidently, 
by the end of the nineteenth century the two non- western exoticisms— archaic 
Western European and Turkish— available to the Ashkenazim had somehow 
blended, perhaps due to the nature of the violin scordatura.

But the Ashkenazim also seem to have made a place for music of this type on a 
deeper cultural level. According to Yermye Hescheles (1910– 2010), former kapel-
mayster of Gline (Galicia), all modulations in dance tunes (he called) khusidl that 
moved to major key were called pastukhl by the klezmorim. This is of course related 
to the better- known use of the term (meaning little shepherd) among Ukrainian Jews, 
implying melodies of either Moldavian or Ukrainian shepherd origin (see Goldin 
1984: 27– 28). But this usage transcended what was known as the pastukhl genre, relat-
ing the tale of the shepherd who had lost his sheep, and was integrated into the core 
Jewish dance tunes that are discussed in the chapters on freylekhs/ redl (12), skotshne 
(13), and khosidl (14). Furthermore, the local Hasidim interpreted this klezmer usage 
as a reference to Dovid HaMelekh (King David), who was the archetype of the shep-
herd among the Jews. Thus, as is well known, the Hasidim subjected all local shepherd 
music (whether Moldavian, Ukrainian, or Hungarian, etc.) to a mystical interpreta-
tion, as somehow being related to the music of the shepherds in ancient Judea. This 
was evidently a way of extracting a Jewish meaning from the surrounding non- Jewish 
culture, similar to the Hebrew/ religious interpretation of non- Jewish song texts, as 
noted by Beregovski in his earliest writings (Irzabekova 2013: 280– 81). While in the 
surviving three- section freylekhs and skotshne repertoire the pastukhl section is fairly 
common, entire tunes built on these principles are rare.

Beregovski includes music for three Central European dances that had been 
adopted by Jews: shtok tants, shuster, and patsh tants (Pleskun).

Shtok Tants

Beregovski translates shtok as tanets s palkoi (dance with a stick). This was apparently 
no longer danced in Beregovski’s generation, but it would seem to be a version of a 

8 An exception is Cemil Bey’s famous Orfeon kemençe recording of the Çoban Taksimi, the “shep-
herd’s improvisation,” followed by a dance tune in the style of the eastern Black Sea region.
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dance/ game once widespread in several countries of Central and Eastern Europe, 
including Germany and Poland. In his 1960 article, Rivkind quoted a poem by the 
Lithuanian badkhn Eliakum Zunser related to the dance, and Dick Crum writes:

The stick game was apparently something like ‘musical chairs’ but without the 
music, and without ‘left- over’ people dropping out. The poem [by Zunser] 
indicates that everybody walks around the chairs; the extra person just ambles 
around the chairs, carrying the stick, then suddenly sits down on one of the 
chairs, probably just leaves the stick on the floor, everybody rushes to find a 
chair and the person who doesn’t get a chair has to take the stick and the game 
starts all over again.9

Evidently, the Jews performed this game with music, as Beregovski includes two 
examples. Shtok no. 217 from the fiddler Gulerman was included in Chapter 10 on 
Old European Components. It, too, differs from much of the klezmer dance rep-
ertoire, by using a European (not Ashkenazic modal) form of minor. Its compo-
sitional structure strongly resembles the other example, in major, from the fiddler 
Makonvetski, shown here as Shtok no. 218 in Example A2.4.

Shtok no. 218 appears to be an archetypical pan- European folkloric dance tune 
composed of four two- measure A  and B antecedent/ consequent (question and 
answer) phrases that is essentially built on a single question and a single answer, 
varied somewhat in each iteration with the exception of the second and fourth B 
sections, and the third and fourth A sections, which are repeated verbatim.

9 The quotation by the noted East European dance researcher and teacher Dick Crum (1928- 
2005) was sent by e- mail to the Jewish dance research Helen Winkler in 2000. We might note that 
Fridhaber (1975) describes a Shtok Tants as performed by Palestinian Hasidim in Meron, Galilee. But 
this dance is a development of the medieval German Totentanz (Dance of Death), known more com-
monly among these Hasidim as Tkhiyas Ha- Meysim (Revival of the Dead). How and where these radi-
cally different folk- plays— both of them current in Germany in earlier centuries— may have become 
combined is unclear. But the music of this Palesitinian Hasidic dance (which has been recorded by 
Hajdu and Mazor) is of Moldavian origin and bears no relation to the Western European music of the 
Shtok Tants.

Example A2.4 Beregovski Shtok no. 218.
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Shuster

We know even less about the dance form called Shuster (shoemaker). Beregovski 
includes two items, both from his major informants Makonovetski (Shuster no. 224, 
Example A2.5a) and Barkagan (Shuster no. 225, Example A2.5b).

Both examples have left the pan- European musical world and are much closer 
to an Ashkenazic musical environment, albeit pared down to essentials. Both tunes 
comprise two short sections in binary, question/ answer form, except section (1) of 
Shuster no. 224, which is a single long phrase with internal repetition (mm. 3 and 
5). But the modal emphasis on the minor sixth and the fourth degrees in Shuster 
no. 224 are typical of Ashkenazic practice in minor, rather than nineteenth- century 
European music. Likewise the rhythmic formulas of both tunes fall squarely within 
known Ashkenazic practice. What is unusual within klezmer repertoire is the brev-
ity of the melodies and the brisk tempos, especially Shuster no. 224 at 138 = 𝅘𝅥. While 
the Jewish version of dance steps is at present unknown, its cultural model was 
apparently German. According to Böhme, Schuster was a “solo dance, in which the 
dancer represents the preparation of a pair of boots…This dance was diffused at 
the end of the eighteenth century in the region around Berlin (Mark). It imitates the 
hand movements of a shoemaker. There is also a song that could be sung during the 
dance” (Böhme1886: 208).

A surviving example of the music to the Schuster comes from the Schwabian 
communities of Transdanubian Hungary (Horak 1961: 14) as Schwabische Turkei 
Schuster in Example A2.6.

Example A2.5a Beregovski Shuster no. 224.

Example A2.5b Beregovski Shuster no. 225.

Example A2.6 Schwabische Turkei Schuster, from Horak, 1961.
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The Schwabische Schuster is built upon a single melodic line, broken into question 
and answer phrases built entirely on alternating C and G major chords. Although 
no words are given in this source, its limited diapason and very simple alterna-
tion of rhythmic values render it easily singable. Thus, although it would seem 
that the Schuster dance had diffused from Prussia southward to the Schwabians 
in Transdanubia and further southeastward to Jews in Ukraine, the Schwabians 
retained a Central European, song- like musical structure for the dance, while in the 
same (or even shorter time) the Jews had dropped the “original” German music 
or song, and adopted a more archaic form of indigenous Ashkenazic instrumental 
dance music.

Patsh Tants

Like the shtok tants and shuster, the patsh tants originated in a German folk envi-
ronment, apparently before the nineteenth century. But unlike the first two dances, 
which were unknown after the First World War in Ukraine, the patsh tants sur-
vived well into the twentieth century. We find it documented in the 1937 Polish 
film version of Ansky’s play Der Dybbuk, and according to my informant Hescheles, 
it was commonly performed at weddings in 1930s Galicia. It appears both in 
Kostakowsky’s Brooklyn publication from 1916 and in Nathan Vizonsky’s Chicago 
publication from 1942. Even more remarkable, it had some currency in America 
after World War II, being fairly well known among Jews from a Yiddishist back-
ground born in the 1940s. Thus, the dance of patsh tants has never been “recon-
structed”— it is alive and well today.

Perhaps similar in this regard to the sher, the patsh tants may have benefitted 
from its identity both as a kind of game featuring group clapping to the beat, and as 
a fairly central part of the women’s role in the wedding celebration. The rhythmic 
clapping that gives the dance its name was taken directly from the German dance 
and necessitated a close correspondence between the music and the dance for at 
least part of the form, which is highly unusual in Yiddish dance.

In Chapter  6 on Dance we described an anonymous painting from the first 
half of the nineteenth century (ca. 1830?), in which two men and one woman are 
seen dancing what appears to be a patsh tants, as a clapping movement is clearly 
depicted. The setting is not a wedding but a Jewish inn where one man and woman 
are depicted in “traditional” costume and another man is dressed in “modern” 
clothes for the time. However, later twentieth- century representations of the patsh 
tants from Poland depict it as an all- female dance, sometimes emphasizing the ritual 
associations of women in the wedding.

According to Hescheles, in Galicia patsh tants was danced by unmarried girls, 
and its playful aspect was emphasized by their having to pay a fine to the klezmorim 
if any one of them missed the beat. Remembering it sixty years later, Hescheles 
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remarked that some of them occasionally missed, even though “it was so simple, 
even a monkey could learn to do it.” But in Poland proper, it seems that patsh tants 
held a more serious place in the wedding. Thus, for example, the 1937 film version 
of Der Dybbuk shows a patsh tants of the matrons at the wedding of the heroine. 
While the choreographer Judith Berg may have altered some details for dramatic 
effect, what she shows is a dignified, sedate matronly dance; and it is used to contrast 
with the wild, orgiastic dancing of the beggars in the courtyard. But this rather ele-
vated depiction of the patsh tants agrees with other Polish representations. Nathan 
Vizonsky from Lodz described it as follows: “This is a wedding dance performed 
by married women, the object being to inaugurate the young bride into their own 
circle” (Vizonsky 1942: 44). Writing in New York in the 1970s, Marsha Seid adds a 
few details to this description:

During the evening there were other dances such as the ‘Dance of Initiation,’ 
now called the Patch Tants (Clap[ing] Dance). This is performed only by 
married women in a circle with the bride in the center. The matrons walk with 
the handerkerchiefs held downward in their hands. During a grand right- and- 
left the bride joins in, thus becoming one of them.10

Thus, at least in some parts of Eastern Europe, the Jews had turned this playful 
German folk dance into a women’s ritual, symbolizing the entry of the new bride 
into the company of the married women. Seid does not give a Yiddish original for 
her “Dance of Initiation,” which is a culturally weighty title, appearing only with 
her. But this name seems to agree both with Vizonsky’s characterization and to the 
manner in which the dance appears in Der Dybbuk. It may be significant that one of 
the patsh tants melodies that Beregovski found in the Mesman klezmer manuscript 
is closely related to the tune recorded by Abe Schwartz in 1920 as Alle in Einem 
(All Together), whose title and far more elaborate music imply a more significant 
moment in the wedding, perhaps something indeed akin to a dance of initiation 
(see below).

However, in regions where Hasidism was less dominant, we might expect that 
patsh tants retained its earlier playful, partly mixed- gender character. It would seem 
that in post- World War II America, the patsh tants survived within two (or perhaps 
three) separate cultural tracks: Orthodox Jews; religiously Conservative landsman-
shaft communities; and left- wing Yiddishists. As with the sher, the patsh tants could 
be more easily adopted and encouraged by left- wing movements by referring to its 
historically secular, mixed- gender roots.

Turning to the music of the patsh tants, we begin with two non- Jewish German 
variants given by Karl Horak, one from Slavonia (Slavonian Patsch Tanz, Example 

10 Berk 1975: 14.
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A2.7a) and the other from Bergland (Patsch Tanz Ofener Bergland, Example A2.7b). 
Despite this geographical dispersal, these are in fact variants of a single tune, whose 
structure shows a remarkable resemblance to the Schwabian melody for schuster.

As can be readily seen, both German versions have the same musical basis, 
emphasizing alternation between F major and G major, with identical rhythmic 
formulas, melodic direction, and scope. Like Schuster, they are based on a single 
question and answer in the first section, followed by a new question and answer for 
the second and third. The third section— when the dancers clap hands with their 
partners— is identical in both tunes.

Beregovski (1987) gives five patsh tants melodies (198– 202), Kostakowsky 
one, Vizonsky one, and two very different tunes appear on early American klezmer 
recordings— one of which is also found in the Sophia Magid Collection. In the film 
Der Dybbuk (1937), another unrelated tune is played, but it is likely that it was a 
melody composed by Hanoch Kon, who composed the score for the film. None of 
the Jewish patsch tants tunes have any connection with the German melodies.

The ten known klezmer notations and recordings represent variants of only three 
melodies. What seems to have been the most common tune for patsh tants appears 
first in the klezmer manuscript compiled by the fiddler Sakhnovski toward the end 
of the nineteenth century in central Ukraine. It is a curiosity that all of Beregovski’s 
examples are given the Slavic name Pleskun, not patsh tants, even though three of his 

Example A2.7a Slavonian Patsch Tanz, from Horak, 1961.

Example A2.7b Patsch Tanz Ofener Bergland.
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five examples were found in klezmer manuscripts where they probably had no title. 
Beregovski never explains this usage, but his editor Goldin writes, “the Jewish dance 
pleskun takes its name from the Ukrainian pleskach, but the music of the dance is dif-
ferent” (Goldin 1984: 15). The contributors of nos. 201 and 202 were Beregovski’s 
fiddler Makonovetski and bassist Knayfl, so he probably used their terminology. 
One might wonder if the name pleskun might have been klezmer- loshen; be that 
as it may, the name pleskun appears in no other source, not even those American 
sources that seem to have been of Ukrainian origin such as Kostakowsky. And for 
both Polish and Galician klezmer, the name was patsh tants and not pleskun.

Patsh Tants no. 198 in Example A2.8 was the dominant tune at the end of the 
nineteenth century, evidently brought to America by the first wave of immigrant 
klezmorim after 1881. Like the German melodies, it is a three- section tune, but one 
of very narrow scope, with the necessary clapping music placed in the second sec-
tion rather than in the third. Musically, it is clearly within the Ashkenazic musical 
language. The first section, in minor, treats the area from the third to the fifth scale 
degrees, before running down the entire pentachord to G. Its use of running six-
teenth notes for this descent marks it as an instrumental tune, unlike the German 
Patschtanz, which could easily be sung. The clapping section displays a degree of 
musical inventiveness or playfulness by transposing the identical phrase downward 
from C to B and finally to G. The tune concludes with a short descending section of 
four measures, commencing with a characteristic syncopation: 𝅘𝅥𝅮— 𝅘𝅥— 𝅘𝅥𝅮.

During the 1930s it would seem that a completely different melody (with its 
variants) dominated the performance of the pleskun/ patsh tants in Ukraine, as the 
variants of the same tune were given to Beregovski by the fiddler Makonovetski 
from Khabno (Patsh Tants no. 201, Example A2.9) and the bassist Knayfl from 
Vinnitsa (Patsh Tants no. 202, Example A2.10).

Clearly, these two contemporary klezmorim from Central Ukraine and Podolia, 
respectively, are presenting variants of the same tune that differ in certain respects. 
Most importantly, Knayfl’s version has a fully independent fourth section consist-
ing of a sequence descending from F to C before concluding on G. His first section 

Example A2.8 Beregovski Patsh Tants no. 198 (Pleskun), section 1.
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is also more developed, in that it utilizes the lower tetrachord from G down to D, 
which is not used by Makonovetski. Both of these variants differ radically from the 
dominant version presented above as Example A2.8, not only in their use of major 
rather than minor (or Freygish), but in the reference of a compositional style that 
I characterize as the “archetypical pan- European folkloric dance tune,” in describ-
ing the Shtok no. 218 in Example A2.4. Of course, the shtok tants does not have the 
clapping section that all patsh tants melodies (both German and Jewish) must have.

This Jewish version of an archetypical Germanic folk dance tune does not resem-
ble the German variants of Patchtanz very closely. However, on closer examination 
the shtok tants tune and Patsh Tants no. 201 appear, if not as variants of a single tune, 
then as first cousins. They present identical melodic direction, rhythmic formulas, 
and compositional technique. This is all the more striking when we realize that the 
source for both shtok and pleskun here was Makonovetski, who originally played 
both of them in D major. The similarity between tunes for different dance genres 
was certainly not a mark of incompetence on Makonovetski’s part; he was, after all, 
one of the finest musicians Beregovski worked with. But perhaps as was the case for 
the koylitsh tants (a dance with old German Ashkenazic roots), there was still a tra-
dition that the patsh tants could be danced to an archetypical “Germanic” melody 
that could also be reused for the shtok tants, a dance that seems to have been more 
or less extinct within Makonovetski’s lifetime. Interestingly, once the Jews emigrated 
to America, the older, probably medieval tune for the koylitsh tants survived while 
the patsh tants was only performed to Jewish melodies without Germanic roots.

Example A2.9 Beregovski Patsh Tants no. 201 (Pleskun).

Example A2.10 Beregovski Patsh Tants no. 202 (Pleskun), section 1.
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The last example of the patsh tants in Example A2.11 has a different musical 
character from both of the previous types. Patsh Tants no. 200 was written out by the 
otherwise unknown klezmer V. Mesman as part of the Ansky Expedition of 1912. 
It was deposited in the St. Petersburg Archive, and Beregovski used six items from 
it for his anthology. We will discuss these items in some detail below, but in general 
this manuscript represents a klezmer repertoire from Ukraine (probably Podolia) 
but of a generation earlier than Beregovski’s collecting work, and in most cases it 
represents a considerably older style.

Beregovski writes it in the modal Freygish key signature— with A♭, B♮ and E♭— so 
we know the piece will resolve itself into some form of G Freygish. Beregovski (and 
perhaps the original manuscript) presents the tune in four sections, but in fact while 
the first four measures repeat, the period to which they belong includes the follow-
ing four measures as well. This also corresponds better to the dance as it is known 
from the other Jewish patsh tants melodies.

While the key signature tells us this is G Freygish, the modal character of this 
piece is revealed by repeated D notes, then E♭, C, and B♮ in the first measure, which 
suggests that the much repeated note D is not the actual finalis but rather the fifth 
degree of a mode that will conclude on G. Indeed, the descending and ascending 
phrases commencing in the third measure already reveal the lower augmented- 
second tetrachord, thus creating the Ahava Rabbo. This modality is confirmed by 
the length of the melodic period, and the clear presentation of two tonal centers, 
with a gradual progression from the higher to the lower one, distinguish this melody 
from the other stylistically Jewish patsh tants tunes— even from the Freygish ver-
sion of the most common tune (Patsh Tants no.  199), which, as we have seen, is 
highly repetitious and based on a simple A + A’ structure. Section (2) of Patsh Tants 
no. 200, with its fanfare- like runs followed by percussive phrases 3 and 4, reveal it to 
be indeed a patsh tants. Beregovski even adds little stars to indicate where the danc-
ers should clap. The final section is just a repeat of the second half of the long initial 

Example A2.11 Beregovski Patsh Tants no. 200 (Pleskun).
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phrase. This was evidently a widely known tune, as a recording by a fiddle kapelye 
appears in the Magid Collection in Petersburg.

Just eight years after the Mesman manuscript was written in Russia, Abe 
Schwartz’s studio orchestra recorded a version of it in New  York, under the title 
Alle in Einem (1920). The ritualistic nature of the dance is reinforced by a very slow 
tempo (74 = 𝅘𝅥 on this recording), which puts it outside the range of a danceable 
tempo for a normal patsh tants and into a tempo more suited for khosidl. On the 
recording, instead of hand clapping we hear the “dancers” shouting “al in eynem!” 
(all together!). Schwartz also added two additional sections, possibly from an oth-
erwise unknown melody for patsh tants. The very length of the tune, together with 
the extremely slow tempo and the ritualized shouting, all impart a more solemn 
mood than what we find in other patsh tants melodies.

This unusual piece seems to combine features of several Jewish dance genres, 
and only the middle “clapping” section recalls the playful nature of the patsh tants. 
The opening section resembles the makhetonim tants/ khosidl, particularly the sub-
genre using rhythmically dense melodies in minor (discussed in Chapter 14). The 
link between makhetonim tants and both of these pieces (Patsh Tants no. 200 and 
Alle In Einam) seem to suggest something more like a Dance of Initiation, as Marsha 
Seid put it, rather than a playful patsh tants. But we may recall that while Vizonsky’s 
dance description coincided somewhat with this more serious interpretation, he— 
or his music arranger Janowski— was content to use the commonly known patsh 
tants in its standard American version.

Conclusion

Due to its fragmentary nature, only a few broad social and musical conclusions can 
be drawn from this “archaic” dance material. On a social level, this material spans 
the opposite poles of the playfully ludic and the solemnly ritualistic. It would seem 
that the mimetic and playful elements in shuster and shtok predominated, while 
patsh tants seems to have evolved from a gregarious, lightly erotic, playful, mixed- 
gender dance— and documented as such among Jews in Poland of the 1830s— to a 
playful dance of the unmarried girls (in early twentieth- century Galicia) to a serious 
dance of initiation for the bride (Poland and parts of Ukraine). The ethnographic 
origin of all of these playful dances in non- Jewish German folk culture, somewhat 
prior to the nineteenth century, requires some explanation. Lacking more abundant 
documentation, the present- day researcher can only posit a means of diffusion simi-
lar to the German scher to the Jewish sher, in the course of the eighteenth century 
or perhaps early nineteenth century (in some cases). However, these dances seem 
to have emanated from a somewhat lower social class than the contra  dance scher.

While co- territorial dances of East European origin were also known, it can-
not be fortuitous that the entire group of ludic dances in the core Ashkenazic 

OUP UNCORRECTED PROOF – REVISES, Sat Jul 23 2016, NEWGEN

9780190244514_Feldman_Klezmer.indb   401 7/25/2016   11:36:30 PM



A p p e n d i x   2 :  A R C H A I C  F O L K  D A N C E S402

      

dance repertoire originated among non- Jewish Germans, and not among Poles, 
Belarusians, or Ukrainians. Indeed, the ancient koylitsh tants was brought to 
America by the Polish dancer Vizonsky, and the patsh tants found several different 
bases of social support among Jews, even in America. The most probable conclusion 
to be drawn would seem to be that just as in the instrumental style of the klezmer 
fusion, and within Ashkenazic dance as well, the Germanic determinant was far 
more influential than any Slavic one. That being said, the musical data suggests that 
probably due to the relative antiquity of the borrowing of the dances, most of the 
music employed by the end of the nineteenth century, was of an Ashkenazic char-
acter, but usually paired down to its essentials. Within this general scheme, a small 
number of items of a somewhat more archaic, Central European character had also 
survived among Jews in Eastern Europe.
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