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SUMMARY

From the second half of the 18entury Roma musicians, the-salled
Gypsy bands became the most frequent representatives of
instrumental folk and popular music not only in Hungary, but to the
same extent in Romania, the Balkans and Turkey, and at many other
places. The Rom (i. e. Gypsnusicians had nothing common with
wandering Romani people. There were also Jewish musicians with the
same function, but to a lesser extent in Hungary till the end of tife 19
century. This kind of music, closely associated with the playing of Gypsy
bands, became gradually the music of the cities as well, because served
as an ideological and emotional framework to the emergence of the
Hungarian nation as a political and cultural entity. During the history,
and the development of this cultural and socidigmomenon clear
differences between rural and urban Gypsy bands emerged concerning
both their performing styles and repertoires as well. Nevertheltsss,
main difference between folk music and popular art music, namely the
rural and urban strindpands peformances does noteside in the
melodic material. Data show that the most importamtifference
between Hungarian folk music of rural tradition and urban one (i. e.
popular songs) is not in the melodies, but in the manner of
performance. The role of Gypsy musicians, both rural and urban, was
the execution, performing in special manner (uding the
harmonization as well), and not the creation, composing music.
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INTRODUCTION

Some terms used in the title require explanationd:irst about the
meaning of Gypsy band. In a few words: a chamber formation of basically
string instruments (violin, viola, bass) as core of the band 683nusicians with
Rom origin, playing the repertoire of other peoples. It is a historically
determined term. The first data, information about string bands of musicians
with Rom origin from the 18 century in the Hungarian Kingdom. The first
ETT xT OOOET ¢ AATA 1 AAAAOh ODPOpiatk®dd xAO O
Czinka, who died in 1772 (Fig. 1). In her youth she had a patron, the G6mor
County landowner Janos Lanyi, who supported financially her education and
her music art as well. Her husband played bass, and there were two other
musicians, her brothers iralw, a second violin akontra, and a cimbalom in the
band. The musicians were usually respected members of the society they
OAOOAAR DOI OEAAA | OOEQ@ganyzedearsd published h
both in German and in English &ypsy Musjcwas the frst monograph 2
frequently quoted by the professional circles that made an attempt to clarify
the basic concepts of Gypsy bands and the music played by them to reveal
their relationship to each other, supported by historical facts and musical
analyses (Fig2. Sérosi 1971, 1978). Despite the internationally acclaimed and
well-known work of S&rosi, it is still not se¥vident for foreigners that Romani
folk music is not the same as Gypsy music, which is the music of majority
people (in our case Hungarians)gsformed by Gypsy musicians.

3001 ¢
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SarosiBalint
CIGANYZENE...

Fig. 2. The book about theo-called Gypsy Music by Balint Sarosi

Secondly concerning the distinction of rural and urban Gypsy bands. If
we take a look at the genres of Hungarian dance and popular music, which
served as sources for Western art music, and composers as the
representatives of the style hongroisin the 19' century, it is obvious to
mention, in chronological order, theverbunkos the csardas’,and the popular

14EA OOAOOA T AAA AU '1 AAUO )gc& ET zYYTh Al
Sajogdmor (Gemer, Slovakia) . L L L
2Theverbunk(from the GermanWerbungh OOAAOOEOI A1 68q EO A | A
new Hungarian style danced solo and collectively. The name derives from the
recruitment of soldiers organised with merrymaking from the mideighteenth

century, though in this early phase neerbunkosstyle can be discerned. Its prehistory

and evolution are reflected in the sources of eighteentbentury dance music, in
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art song (in Hungariannéta)®, and also folk songs according to modern

classification occur as well. The compositions that were based on the musical
characteristics, melodic turns and rhythmic formulas of these genres were

well received by contemporaries and became elements of the d@hg factors

of selfidentification for the Hungarianspeaking community. As Kodaly

commented on the 1%-century production of popular art songs as follows:

0.1 Ai OAOh OEEO xAO OEA EEOOO 1 AOGO APPAA
music that is still perceived as such bh OAOQUT T A AOAT O1F AAU8S
19391982:242)

This kind of music, closely associated with the playing of Gypsy bands,
became gradually the music of the cities as well, because served as an
ideological and emotional framework to the emergence of the Hungarian
nation as a political and cultural entityEvery segment of the society was
imbued with the desire to search, create, or strengthen a national character.
The flourishing of national identity and culture coccurred with the spreading
of a general taste for Romantic music andamong the developing Hagarian
bourgeoisie2 with a predilection for amateur domestic musitaking
(Hausmusik) together with also new, mainly dilettante compositions
conceiving in Hungarian style, mostly in the genres of popular art songs
(nétas), and csardaspieces Parallel with these there was also a rapidly
increasing demand for the performers of this music, namely for Gypsy bands
in Hungarian cities in the first half of the ¥9century. Naturally the playing
mode, and the repertoire of the Gypsy bands serving in the citiesshaltered
over the years compared to the rural onesn the 19" century style hongrois

ungarescaype tunes preserving earlier versions and the early stylistic traits
anticipating the verbunk Comparison of eighteenthand nineteenth-century sources
reveals the gradual nature of the process and the fact that, by the turn of the
nineteenth century, features of theverbunkrecorded in nineteenthcentury historical
sources and the more recent dance tradition were already taking shape. This more
solemn and exalted character of the dance is emphasised by the dotted rhythm and
the slowA J @&ompaniment.

Cséardasanewer dance which was modern and became widely used round the nation.
First appeared in the 1830Jnlike verbunkos cs&das was not a solo dance for men
exclusively, it being a dance for couples in which the ladies could also actively take
partin and yet men still had an opportunity for solo performances. Slow and fglstssu
and friss) csadas soon gained popularity in every layer of society. (See more:
Explanation of dance namek: AHFM 2012) o o L .
3Notameante@ Al OOEOAT U OOI AAl Oi1coe EI (O1 CAOEATH
accompanied by dance: it was sung at the tabjim Hungarian:asztall, that is to say,

it definitely referred to a vocal melody, with text.

magyar nota[Hungarian nota):a separate term for 19- and 20"century popular art
songs, the most dedicated performers of which were the city Gypsy ensembles.
hallgaté[only for listening]: more or less analogous term aféta

The expressiom6étain the earlier Hungarian usage meant an instrumental melody. In
the folk tradition, rural instrumental musicians and village Gypsy violinists up to this
day only use the terrméta and do not use the termdallam(melody). They do not say
about a song that it has a particulamelody, they say instead that the song is
performed on a néta, no matter whether it is a vocal melody with text or an
instrumental melody.
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was influenced by the playing style of city Gypsy musicians with their
distinctive mood, form, and character, but one of the sources of even this kind
of playing technique is likely to have been the uniquely temperamental,
rhapsodic (merrymaking in tears)popular art song, ornéta (Fig. 3)* As the
social background, and the nature of the communities of the cities absolutely
different from that in the villages, the Gypsy bands had to act on new
circumstances, because as professional musicians they lived from the market.

Gypsy Performing Style

Pz » —
// TS
,/,/"” o
T | . . .
Popular (folk-like) Art Music
F Tusi
. Folk Music o | i Dance Music Vocal Songs

Folk Dance \’Ilhlc//. 5&)-c:{||cti .\t:\,\) S!\} le verbunkos nbta

verbunkos _(AABA,AA BALAA A AL ABBA) [w-oofeoomdooooooo | Jasaii—friss (slow & fast)  — hallgato (table song,

csardas (later called: csdrdds) only for listening)

S 2
Style Hongrois

S

Contemporary Sources

— Music Publishing
Folk Plays (Volksschauspiele)

Fig. 3 Chart of the style hongrois and related issugs

DIFFERENCES BETWEEN RURAL AND URBAN GYPSY BANDS

The difference between rural and urban environment was
strengthened later by the folk musicesearch of 26" century made distinction
between urban and peasant folk music, which are perceived from the West as
a virtually undivided folklore. With the scholarly folk music research of Béla
Bartok and Zoltan Kodaly, the discoveyf various archaic styles of Hungarian
folk music, and of the role of the pentatonic scale in it, the image of Hungarian
music became more colourful, and offered new opportunitiesThis process
coincided with a paradigm shift in Western musicg.. the end of a long period,
known as the Romanticism and the much longer period of functional tonality.

4 Characteristics of folk style art Hungarian music in the mid. 19th century were: minor
mode, tunes with wider melodic range, impulsive, rubato character, and stereotypical
melodic and rhythmic phrases, cadences (such as augmented second, dotted rhythm,
the socalledkurucforth, and bokazofigure cadence [a special figure to which both a
rhythm and also a specific contour is associated: a turn beginning with its upper
neighbor]).

5> The figure shows the different effects, elements and aspects that contributed to the
emergence

alnd evolution of thestyle hongrois The arrows show the interactions between the
elements.
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Thus, the issues to study are not just what folk songs (or peasant songs) are
and how they differ from other repertoirs, but also, as Kodaly put it, what "the
folk" sings. Let us add: what do they dance to, what are they entertained with?
If we approach the subject from this direction, then we can only list the very
same, already mentioned genres connecting closely also to Gypsy bands, in
view of the last 150200 years: theverbunkos,the csardas,the néta (i.e.
popular art song), and folk music as defindaly the 20"century research.
If we leave out of consideration the archaic stylistic layers of
Hungarian folk musié, the main difference between folk music and popular
art music, namely the rural and urban strilgands performances does not
reside in the melodic materialA number of folkdance tunes originate from
art music and display melodic sequences, broken chords, or functional
harmonic progressionsMoreover, this kind of melodic material occurs in folk
songs as well. Among the 62 types of descending melodies of major scale in
3UAT AOAE AT A $1T AOUAUGO #AOAizbrer@di 1 £ &1 1
1992:36), several dozens are widespreada@sirdasnelodies, compatible with
functional accompaniments perfectly; also, there are 27 types oéstending
melodies in the minor scale, pseudimlk art songs, bearing the characteristic
features of nota compositions (melodies in the melodic minor scale,
sometimes with augmented seconds’ We can cite a number of folk music
data, originating from art music, which show that the most important
difference between Hungarian folk music of rural tradition and urban popular
songs is not in the melodies, but in the manner of performance. The role of
Gypsy musicians, both rural and urban, was the execution, performing music
in special manner, and notte creation, ®mposing as Balint Sarosi wrote:
Or 8Y OEA ' UPOU -Hordwda fefrdsbnlativdsO OE [ A

of their profession creatively contributed to the preservation and

enrichment of the tradition. What they forwarded was not creation

AOGO OEA EIDPOI OGAIATO T &£# AGAAOQET T8 4EAU

have a decisive say into what the Hungarian musical tradition should

be like. The only musical element usually attributed to them is the scale

(mostly Phrygian) with the augmented second. j 3 UOT OE TPXQ4IWad(

HARMONIZATION PRACTICES OF RURAL GYPSY BANDS

7A OOA OEA OAOI O&I1E EAOITTEUAOQEIT S
intentional folk polyphony, connected to the instrumental performance. The
nature of the instrument itself provides the possibilities of harmonizatiom

5 The pentatonic stylistic layer, considered to be one of the most archaic one of
Hungarian folk music. See: Dobszg$zendrei 1992:36.

" The group of descending minor popular art songs is connected to the fifhifting
descending stylistic block only through a formal way, many of these songs are well
known csardasmelodies, regularly performed in the dance house movement. For
more on the group, see (DobszagSzendrei 1992:36),
http://nepzeneipeldatar.hu/bongeszes/?sid{accessed: 20.03.2024)


http://nepzeneipeldatar.hu/bongeszes/?sid=3
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the case of thebourdoninstruments (bagpipe, hurdygurdy, and zither) giving
a dronebass throughout. Their influence is strong and it appears for example
many times in the works of Bartok and Kodaly. The research, however,
primarily determines the use of chords within instrumeal folk music played
by ensembles based on the practice of string bandstvan Pavai outlined a
detailed compendium of folk harmonization as practiced by instrumental
string orchestras® He proposes, in essence, a series of six criteria to be taken
into consideration to achieve a proper interpretation of folk harmonization
and folk polyphony, respectively. The criteria are as follows (Pavai 2020:322):
1. The authenticity of the musical material to be studied;
2. The principles of harmonization applied at different points of the musical
process;
3. The technical limitations and possibilities of the instruments responsible
for harmony;
4. The nonverbal communication betweeprimasand accompanists (the
adjustment of the accompanying instrumentalists to the intention of the
melody-playing musician to repeat or change tunes);
5. The influence of the formulae of rhythmic accompaniment traditionally
used for the given genre (dance type), and of the pertinent tempo frame,
on harmony;
6. The style, character, and typological specificities of the tune.
A material is considered by Pavai as authentic from a musical point of view, if:
Or 8y OPI 1T OADPI AUET Cch Al A@bPAOEAT AA
who acquired his instrumental knowledge in traditional ways, deems its
harmonic solutions correct, and its variations allowable. On the other hand, he
will identify the chords deviating fron traditional harmonic practice as
i EOOAEAT h OAiI AOEETI ¢ OEAO O O OEAi o6 .
event) they are just as good, justifying, as it were, the ethnographic
AOOEAT OEAEOU 1T &£ OEA | OOEAAI 1z823)i EOOAEAI
When dealing with the topic of authenticity, Pavai examines the
authenticity of the informant (including the quality of the ensemble playing),
the authenticity of the collector, and that of the collection itself. He
emphasizes already at this point that ifolk harmonization (especially within
the old-style) the accompaniment of the violin is generally performed by two
instruments: the kontra viola and the double bass. However, it would be
wrong to consider the accompaniment played by these two instruments a
single harmonic unit, as it is the case in classical art music. The two musicians
do not intend to provide together the harmony and the bass as an integrated
totality.

8 First in his doctoral dissertationA tanczene és interetnikus kapcsolatai az erdélyi
magyar néphagyomanybafDance Music and its Interethnic Connections in the
Hungarian Folk Tradition of Transylvania] from 2004, than in his bo8k erdélyi
magyar népi tanczenglungarian Folk Dance Music in Transylvania] 2012, published in
English 2020.
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In the case of string bands Pavai uses the terooordinated folk
polyphony, which is classified according to harmonization styles, and he
establishes the existence of two types of harmonization in the Transylvanian
practice, as well asheir combinations to various degrees (Pavai 2020:3342,
343345):

1. Melodygoverned harmonization is the most common form in
ensembles of the violigthree-stringed viola ontra)zbass type. The
accompaniment moving in mixtures of parallel major chords, as a special form
of heterophony: the bass, playing the rhythmic scheme of the given dance,
attempts to follow the skeletal notes of the tune, while the kontra plays a
series of mgor chords whose roots correspond to the same skeletal notes.

2. The harmonization based on the validation of functional attractions
known from the classical music. However, not even this kind of harmonization
is realized in a manner that isustomary in the practice of art music. The main
melodic move, reinforcing functional attractions, that is the step from the
Dominant to the Tonic, from the leading note to the fundamental note is
played by all accompanying instruments, and sometimes eventhe melodic
instrument as well.

Harmonization which shadows the melody with major chordsinor
AET OAO AOA 111U OAOAT U OOGAAR 1O 116
they use, they prefer an incomplete seventh chord, the goA1 1 AA OAT 1
(i.e. not functional) seventh chord. Tis type of harmonization aligned with
the ancient manner, and developed from the spirit of monody. These
elements are also demonstrated in the organ accompaniment of uneducated
peasant cantors (Richter 2019:14042)°

9 Considering the manner of peasant cantors performance and accompaniment from
the simplest to the more complex, the following levels can be distinguishetl: Both
hands play the melody in octaves, and it is only sometimes (in most of the cases: at
the cadences) that pitches enriching the harmony appear.

2. The cantors accompany the song with the salled Schusterbass (in English:
shoemaker bass). Some of them fill the octave with a third, others with a fourth. The
movement of the accompaniment is completely parallel to the melody.

3. The Schusterbass type of accompaniment is present at this level, too. The
accompaniment typically uses mixtures of major chords (e. g. 6th chords in the right
hand, octaves enriched with fifths in the left hand).

4. The accompaniment is not based on functional attractions: its brighter sound is the
result of major chords placed at every note of the melody. The congregational hymns
are accompanied either with Schusterbass, or with the harmonization based on major
chords (minor chords are typically absent).

5. In the accompaniment we find both the functional harmonizing and bass
progressions following the melody in a parallel movement.



17

ax
(1Y
-

Bs*% & &= 4 ¥ 4 8 4 % =

B>t & 4 g 4 § % F H

"
o
-
-
v
"
.
e
w

Fig. 4. Melodygoverned harmonization moving in mixtures of parallel major
chords (Pavai 2020:342 [Ex. 112])

As a matter of fact, it is a kind of neutral harmonization from the
melody point of view, inasmuch as the accompaniment does not obscure,
does not reinterpret the characteristics of the melody, it does not force a
foreign harmonization practice onto the nelody. Bartok also used this
method of composing the accompaniment to a pentatonic melody in his opera
Blue Bards Castle (V. door), before he had had experiences of this practice
from folk tradition. According to his collections, he met this practice firsh
1912, in Voiniceni, when he described the thigteinged kontra !

The first shift in this practice towards to the use of harmonies
reflecting functional influences consists in the appearance of the derivatives
of subdominant, dominant, and tonic chords in the cadences. In the Hungarian
dance music tradition of Transylvaa, however, even the saalled functional
harmonization is connected to monophony, aall instrumental parts seek to
intone the main melodic step, from the leading note to the fundamental note.
These harmonization methods in themselves present a specialaur for the
ear accustomed to hearing composed art music, not to speak of the fact that
due to the characteristics of the folk performance practice, the actual sound
results in much more complicated harmonies than the theoretical
construction mirroring the musical thinking of the performers (Fig. 5).

Anyway, two examples demonstrate traditional harmonization of
pentatonic tunes. The first illustrates the tun@djusted mixture of major
chords, with functional progressions or minor chords only used for cadences

10Slow Gypsy dance Performed by Ignac Méacsingd (Naci) and his band. Collected by
"AOOAIT AT ' TAOQUOAEAT OUR 110Ul +Al 1808 38 3

Istvan Pavai. Source: Institute for Musicology, Budapest, AP 624la,

https:)//zti.hungaricana.hu/hu/audio/6623/?t:OO:10:58#rece4tﬁl44(accessed: 20. 03.

2024

1Barték recorded a further encounter with the threestringed kontra in the valley of

the Gorgény (in Romanian: GurghiuRiver in 1914 A good example of this

AAAT T DPATEI AT O DPOAGEO EI "AOOEBEGO OOAT OAOEH!

became the source of the first piece in the series Romanian Folk Dances (1915, BB 68).

Cf. Lampert 2008:1%314.


https://zti.hungaricana.hu/hu/audio/6623/?t=00:10:58#record-46144
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(Fig. 6) while the second is functional harmonization with secondary
dominant seventh chords and diminished harmonies prior to the apg@nce
of new harmonies (Fig7).
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Fig. 6. Tuneadjusted mixture of major chords with functional progressions
or minor chord in the cadences (Table song)

12 Collected by Istvan Pavai. 28. 07. 19934 CAOAT" 1 CUOOAI EA8 O0AOA&

Boros (Turea/Ture, 1913), violin; Janos Czilikka (Ture, 1919), violin; Jdnos Sztojka
(D A fQyalm 1926), threstringed kontra; Gyula Boros (Bogartelke, 1931) bass.
Transcribed by Pal Richter. Source: AHFM 2012NWAL 4 012

13 30 calledtable songz not for dancing, only for singingCollected by Antal Fekete,
Petrilaca de Mures/Magyarpéterlaka. Recording made by Tibor Rostas in Budapest,

oi
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Fig. 7. Functional harmonization with secondary dominant seventh chords
(Hajnalj*4

HARMONIZATION PRACTICES OF URBAN GYPSY BANDS OR"LATE 20
CENTURY

The urban environment requires from a professional musician, to be
well-informed of different genres of popular music of different peoples, to
follow the streams of musical fashions, new styles, to be #ip-date in the
music performing market, including te novelties also in harmonizing
melodies. Since we have recordings with urban Gypsy bands from the
beginning of the 20" century (Fig. 8.), and then from postvar periods, from
the last 50 years, we can compare and study the harmonization practices, the
use of chords in a properly long timeapan on the one part, and from the
nowadays musicians on the other. About the latter practice the Roma kontra

26728. 03. 1989. Performed by Aladar Csiszar (Magyarpéterlaka, 1937), violin, and his
band. Transcribed by Pal Richter. Source: Fekete 2009.

1430 calledmorning song not for dancing, only for singing. Collectetly Istvan Pavai. i
28.07.1993 ACAOAT" 1 CUOOATEA8 OAOMEI Oi AA Aug OAA
Source: Pavai 2005.
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player f OEA (117 07 A %l OAKakanMBEaKos was ihtéiviekel T A h

showing the chords, and accompaniments.

Collector (Pavai): What are the sixth chords?

Bakos: So, there is a D minor chord. And if | put my finger here, | bow the sixth.
Then | have to touch the string crosswise between my two fingers These
are all sixth touched crosswise on the fingerboard

Collector (Péavai): And these sixth chords were already used by the old
musicians earlier?

Bakos: Yes, of course, but it was not so popular that time. When it was brought
into fashion, the old musician could say, that it was already a jdike or
popular dance musidike harmony.

Collector (Pavai): OK, these kinds of chords have come from that genre. But
did they use to play these chords in real old table songs (songs only for
listening)?

Bakos: Not really, they usually played simple minor chords.

Collector (Pavai): What kind of chords, harmonies beside the sixths did come
from the jazz?

Bakos: The minor seventh chords, and we also play already seventh chords
with diminished fifth. We play a B major chord, and then instead of F
sharp, with F. Its sounding is similar to the sixth chords, but it is with
diminished fifth. We also use ninth ards as transition. We use, for
example in A minor a D minor ninth chord, that is with E. As this is also a
sixth chord theoretically, we usually say: D minor sixtfinth chord, and
we play it with B. It is also a delay, but a ninth chord. It can be used f
closing, or many other things.

Collector (Pavai): In the Nyiregyhaza region [Eastern Hungary] is there any
difference between the urban and rural music playing of the string
bands?

Bakos: Yes, there is. The urban music playing, including the whole Budapest,
was created by rural musicians. Because almost all of the musicians are
from rural environment (from 100 musicians only 10 are from Pest). It is
true also today, and earlier timeas well. The earlier musicians of the
countryside became urban musicians, because they were very good.
They imported and introduced novelties, new styles, they became icons.
However, the village musicians remained ruralian, provincial. That means:
they acompany more poorly, they do not put so many harmonies in it,
the play some notes superficially, but they can accompany the piece.
Musicians should develop themselves in the urban practice, following the
stream, knowing everything done before in the genrét is not allowed to
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be down the course. This is no problem down in the country, there. it
comes from the heart yet'®
Transcriptions (Fig. 9, 10, 11) represent chords and harmonization of a
csardastune talked about and played by Kalméan Bakos. Thmarticular
harmonies, tiords with diminished fifth or augmented sixth, taking into
account chordal inversions or rénterpretations, were especially important to
Kodaly (cf.theseA AT 1 AA -ADH IEA AT W6 qh AfCA " AOO&E A

Rubato J =c. 50
T ‘1 —r— — ; -
jé—lk—. *e.,. ) Nei N i
) ® 9 ~ ~® o #J o o L. o :
D minor i’ I V; I

6 7
I I35 # IVH#
Is IV % 4 \% I

Fig. 8. Accompaniment praxis of urban Gypsy band from the beginning of the

20" century*’
I% 2 rE)

diminished
Sitichar 5th chord 9th chord and its resolutions

Fig. 9. Chords used by nowadays in urban accompaniment préxis

15Extract fromthe collection and reco;djng made with Gypsy musician Kalman Bakos, = =
OET 1T A Pl AUAO T £ OE (T1TO0iI"A %l OAT Al A0 &I 1 E
came from Szabolcs County, from near Nyiregyhaza, i.e. the same area where Kodaly
collected the tunes aranged in theK&ll6 Double Dandeom a Gypsy band in 1928.
gBereczky, Domokos, Olsvai, Paksa, Szalay 2019/1¥5)

°The dominant seventh chord with a diminished fifth (in C majorz B D-latzF) was R
EAATL OEAEAA AO_OEA +1 AUl U Al I P8 ITHE Kaldly %01 &
ATTETAT O xAO OOAAOAA ET AAOAEI h ET AT1T1TAAC
Dalos(Dalos 2007:174188).

Y7 Darumadar atnak indu(Crane [bird] is setting off). Composed by Jézsef Doczi,
performed by Pali Farkas and his band. Transcribed by Kata Risk6. Source:
https://gramofononline.hu/1803397207/darumadar_utnak_indfacc. 22. 03. 2024)

18Extract fromthe collection and recording made with Gypsy musician Kalman Bakos, .
OET 1T A Pl AUAO T &£ OEA (1107FA %l OAI Al AGO A
Transcribed by Pal Richter.



https://gramofononline.hu/1803397207/darumadar_utnak_indul
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Fig. 10Harmonization practices of urban Gypsy bands from the end of the
20" century*®

o)
A — ] T
r\‘_\m]I = “II' Lﬂx‘%
oJ 7 B Te
Z
Ol ) { 7] r-
o z | 7
| 1 [
&EC8 X8 O+1 AUIT U AiiET AT 66 Al
CONCLUSIONS

The multipart performing of rural string bands strengthens the
assumption of earlierexperiences of folk music research, there is no real
polyphony in the traditional Hungarian musical thinking and practice in which
the harmonies emerge in a comparatively simple process by actually everyone
involved wishing to present the melody; in the me archaic style of
harmonization the melody is clearly discernible in each instrumental part. The
harmonies do not have autonomous roles, they are not distinct entities, they
merely serve to enrich the sound in such a way that the melody is thrown into
deeper relief. This tendency is actually detectable even in the more recent and
more advanced technique of functional harmonization of folksongs in which
each part aspires to intone the melodically sensitive leading note.

Contrarilyin the practice of urban Gypsy ensembles in which a notable
variant of functional harmonization, often leading to overcomplicated
harmonies can be observedver the end of the 20" century. In the nowadays

9 Melody and viola part (chords) played by Kalman Bako$Source:
ZTlI_DM_2012 11 25), bass part of the score as a feasible variant added and the whole
piece transcribed by Pal Richter.
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performance practiceharmonization is na limited to single chords, but rather
progresses continuously as a harmonic circlirmy the viola; accordingly, the
rigidity and the rhythmic constrainty of the harmonies no longer dictates the
melody. Simultaneously, the use of harmonies is further expanded through
the minor seventh and ninth chords, up to the dominant chords with
diminished fifth intending to follow trendy genres of contemporary popular
music.

$)&%2%. 8% . 42% 02! #4) #), % $
&l 2-18)),/12 $% ,A54!12) 2/-) $
URBAN

INTRODUCERE
UniOAOI ATE A1 11 OET E yrhai infaEd@dp® sehsBlA A O E (
APDOAOCEAE OAOAZL TECal AOA8 _ Tcondtandih OA A (
principaldnET OO0 01 AT OA A D Aconkabdsfca hubdbblAr@ia h  OF
grupede 3l | OUEAEATE AA 1 OECET A Oiilah AAO,

bl bl AOA8 4AO0iI AT OI AOOA AAOAOI ET AO EOO
AAODPOA OOOPA AA 1 OUEAATTE AA T OBCETA
OAAT 1 061 86)))8 O0O0EI O #A Aundsdit, HDfoshba A
AFAET T AOA £AT AEA OTia O0OATEA #UET EAh AAC[
ei avusese un patron, latifundiarulanosLanyi dindistrictul Gomor, care &
OO0OT ET OO £ET AT AEAO TAIA@IA AAE AAHIEO A OIOA AIC
AT E 1T OUEAATTEh AOITATEE AEh AYddAO 1 A
HE 1T A TAIT AAl y1 AAAAAHE O0OOPas - OUEAA
AT 1 O1T EOaT EGA OBDR ADA ®IOEIT 1 OUEAas8 #0OQ0 AAOC
CiganyzenepublicA 04 AOYO y1 CAOI Al ah Acyesy HE y
Musig a fost prima monografie? AOAAOAT 6 AEOAOA ybP AAOA.
AAOA A maAOO 1T y1 AAOAAOA AA A Al AOEEA
TECcCal AHOE #®E | OUEAA ET OAOPOAOAOGa AA A
OPOEEEI EQOa Mk MBAPAOAUROOGIOQEAMIT A | &ECS
Pl FEAA |1 OPOAOBBOAEHE APOAAEAOGA 1T A 1T EOQ/
esteclarDAT 000 O OUERIAE PAHOI ARA ABIAIRE 1AOD AQG
1 a004aOAABAAOOA AET OOi & FEEET AnchzGOUEAA
nostru, maghiai) ET OAODPOAOAO4a AA 1 OUEAATTE 1ECA
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&EC8 8 " 00001 PDOEIi AE AT T AOAaOl AOA AA &
Czink&°

s GYPS
I{v?ic:y

SarosiBalint
CIGANYZENE...

&EC8 T8 #AOGMALOA 6Dk AdrA a004a0AA0Aa OAO

In al doilearand, cupriviie A AEOOET AT EA y1 OOA A& Oi Al
HE OOdAAjrikim spreCAT OOEI A |1 OUEAEE muzk@ EEAOA A
Dl DOIAM@®AR AOD OAOOEO AOADPO OOOOAspeAl OO0 1 ¢
compozitoriAA OA D OA Gtldhéngrbidyg ORAT 1 O1 8)8h AOOA

23 O0A0O0EA OAAI EUAOa AA 11 AAUO )ce §y1 =ZYYT A |
Sajogdomor (Gemer, Slovacia).
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OOAAOGEA ©a TATTEITT &l h vy iverdurddsiEdsakdadh O1 1 1 1
EYT OAAOI bDPimOAEGPBAEE ADOAAOI HE AVYI OAA
T £ 0 AO Al ACEEAEAAOAA 11 AAOT ah AAOA
DA AAOAAOAOEOOEAEI A 1 OUEAAIT Ah y1 01 004
AAAOOT O CAT1 OOE AO &I 66 AET A PDPOEI A
ale factorilor definitoriide autoE AAT OEAZAEAAOA AE AT I EO
i ACEEAOQA&ISA GAG\AA U0 ashert®A A@AAD A b Odaiteded T E A
populare cultednOAAT 1 O1 8)8d n&aoOa y1 AT EAI ah
i AGa A Ol pbulard eDidehtAriaghiare care este in continuare
DAOAADPOOa AA AOAOA AA Oi1 AOCa 1 0i AA AEEA
Il AAOGO OEDP AA 1 OUEAah OOOYT O 1 ACAO:
ITECATEhRh A AAOGATEO OOAPOAO HE |1 OUEAA 1
EAATTT CEA HE ADAJETEXI EBAIODOCA OA AA Al
AOl OOOAI a8 &EAAAOA OACHAR GATAETOIAA BARO Al
crea, sau consolidacaractatl AT ET 1 A1 8 _ 1T £ 1 OEOAA EAAT
A AOGOGO 1TTA ATTATTEOGAT O AO 0aODPYI AEOAA
OT I AT O¥ ké&adielBburgheziei ungarén curs de dezvoltare? cu o

2\/erbunlos(din cuvantul germarwWerbungc OAAOOOAOAQ AOOGA O1 OE!
yi 11701 OOCEI OICAO AAT OAO EIT AEOEAOAI OAO
Ol 1 AATEI T Oh T OCAT EUAOC4A AO DPAOOAAAOER AA 14
FAUa OEI DPOOEA 1 0 @ Aerbbnko80 A0 OREMON WEA GIE A& O]
reflectate Tn sursele muzicii de dans din secolul XVIII, in melodiile dautigarescdn

AAOA OA DPaOOOAAUa OAOOEOI E I AE OAAEE #HE O
dansulverbunkoss #1 | DAOAT EE AO OOOOA AET OAAT 1T AT A
A POl AAOOI 6E #®E Z£ADPOOI Aah 1 A oOukidAOAA

y1T OACEOOOAOGA y1 OOOOA AET OAAT 1 O1 8)8 HE

DOET Aa! ERODaBAOAAOAO 1 AE OT1TAIT ®E 1 AE Ag,
OEOi 601 bOT AGAO ®#E AAJAAT I DPATEAI AT 601 1ATO
Csarddg O1 AAT O T AE 110 ®E i1 AAOT AAOA A AEO

APpaooOO PAT 00O POEI A A A@duniokcsadasvurd urddan® A A AT
AoAl OOEOG PAT OO0 AaOAATEh ZEET A O1 AAT O DA
Ei bl EAA AAOEOh EAO AAaOAAT EE AOAAO O1 OOHE 1
(lassurtfiss), csardasdDl A AYHROECAO y1 AOOYT A bPi bpdl AOE
(Pentru mai multe detalii a se vede&xplanation of dance namek: AHFM 2012)

2Notay T OAT T A AgAl OOEO nAYT OAA OT AAT 6 y1 1 ACE
AOA AAT T PAT EAO AA AAT Od esdaliviny 1A0PAE AdA G AA OGA
iTA AAOO 1T A 1T 1T AITTAEA Oi AAl an AO OAgpOs

Magyarnota[nétai ACEEAOayq O1 OAOIi AT OAPAOAO DPAT O
OAATT AT A 8)8 HE 88h AE A4aOiI O EI OAOPOATE AZ
Hallgator AT AO AA AOAOI OAOYd O1 OAOI Ainsth AE | O1 O
Cuvantulnétah AHA AOI AOA A 11T O0EO0 I A y1 AADOODOOEH
OOAAETEA A1 Ai 1 OEAah ET OO00I Al OEROEE OOOAI
zilele noastre doar termenuhdtaHE T O  @d&l&x(melodle). Ei nu spun despre

Ol AY1 OAA AamebhdeAEI OAVOI g0al i A AAncaldi®@A Aa
Aa AOGOA 1T 1T AT T AEA OI AAla AO OA@dO OAG 1 1Al
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DOAAEI AAT EA DAT OO0 O -unbe@dbuAdoriestid(Bakigmusik OUE AEE
yi DbOAOT & A0 diétdnisie ddhdepute inistll Ehar, majoritatea

ingenul cantecelor populare culte (6taO q | AUZicii Aecsardasin paralel cu

AAAOGOAA AQGEOOA ylyli OXOEAITAA EAOA T4 OABDAA GE AOA A
AAOAOA AOAOGAYT Aa AA ET OAOPOATE AE AAAOOA
%OEAAT Oh 11T AOI AA ET OAOPOAOAOA HE OAPAOOD
I OA mAchi@bat dea lungul anilor iPAT | BPAOAT EA AO AAT A OOOA
XIX style hongroisA &1 00 ET &£ O0AT 1 A0 AA OOEI 61 AA |
I E CAA EOD | farBarREA A D A &8, dar una din sursele chiar

HE A AAAOOOE OOEI AA OAETEAa EiI OAODPOAOAOD
saunétah A O DAIEACOB I DAOATI AT O OADPOI AEA AAOA Db
I AAOEI E8B8l § REACKO YABAODI O1 AEAT HE 1 AODOO,
sunt complet diferite de cele de lasate, trupelt A T ECAT E OOKRAOEAO 054
yi DPOAEOOAOE TIER AAI ACAAAuBA OOHEAARABEAE
AAAA AA 1T ZAOAA DEAT A8

Gypsy Performing Style

f ‘\\
’ \\
= : ; Popular (folk-like) Art Music
Folk Music Dance Music Vocal Songs
Folk Dance Music So-called New Style | : verbunkos nota
verbunkos (AABA, AA BA,AA A A, ABBA) 4 """" lassi—friss (slow & fast) hallgato (table song,
— csardas (later called: csardas) only for listening)

Style Hongrois
=

Contemporary Sources

- Music Publishing
Folk Plays (Volksschauspiele)

Fig. 3 Chart of the style hongrois and related issu&s

ZCaracteristicile muzicii culte maghiare 7n stil folcloric de la mijlocul secolului XIX erau:

iTA TETTORh TATTAEE AO OACEOOOO 1 AT T AEA 1 AE A
i ATT AEAA HE OEOI EAA OOAOAT OEPAh AMAAART AHAAODI
T O1 E QA kuAubAED OBE C O O hokakdk A ATAEELDIO& OPAAEAT & 1 A AAC
AOYO6 O1 OEOGIih AYO ®HE O Ai1 06060 OPAAEEAEAJ Ol
y1 OAAEL AGavyQs e e ,
*&ECOOA AOAOa AEEZAOEOAT A AEAAOAR Al Al A1 OA HE
AOT T OT EA OOEI O1l OE EiTCOITEO8 34aCATEIA AOAOa EI
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$) & %2 WTREPARAFURILBES ) ' IRURALE¥) 52" 1 . %

$EAZAOATTA AET OOA 1T AAEOI O0OO60AI #HE C
AAOAAOAOAA 1 OUEAEE A1 A1 T OEAA mufica OAAI
Al 1Al T OEAa OOAAT a HE 1 4a0ail AAOGAah DA A
folcloric unitar. 0 OET ET OAOI AAEOI AAOAAOAOEE |
A A O £a 1 (BolA" MO G'gdiian IKbBAly, descoperirea unor diverse stiluri

Ei ACET AA 1 OUEAEE | ACEEAOA A AAOATEO 1 ¢
Il AAOO POT AAO A ATETAEO AO 1T OAEERé AAOA
AET A1 01 O1T AE 1 O1 CE DPAOEI AAA AOT T OAOGOA
DAOET AAA A 1 OUEAEE OI1T Al &O1TATEITTAI A8
suntdoar ce anumed A b O Aclinfete® folcloricg OAO AYT OAAAT A 1 ¢
AOIi AEZAOa AA Al ODT AAPAODAUOBEhAAEAWMEDA
DOOAIT AAaOCAx /M GAMA Uaad BAA ADAICGODAMBAIT 00/
AET AAAAOO4a AEOAAT EAh bDPOOAI AT AO 0a A
i ATT EJOOOYA O 1 ACAOA # dinpéardpecivadimibrilidey AA T F
200 de ani:verbunkos,csardas,nétaj Ea8A8 AYT OAA DI pOi AO
Al 1 AT OEAa AHA AOI A &I 60 AAEET EOa AA
$AAa 1 adai 1A 1T DAOOA OOOAOOOEI A 00
maghiare’h DOET AEDAT A AEZAOAT T a4 AET OOA 1 0L
AOhO&E AT Oi A ET OAOPOAOAOAA AAAOGOT OA A
urbaneh 1T O AT T 00a&a yi1 1 AOGAOEAI O1 1T A1 T AEAS
provindin mUEAA AOI O4 # Emebdicd ddidudaipegiade S&uA1 1T A
DOl COAOGEE AOI TMaifndldace®mQip de imatéribinklbdk apare

HE y1 AYT OAAAT A &1 Al T OEAAdescahdezdinOOA A,
CAIl & | Aif Cadedogul Tipurilorde Cantece Folclorice intocmitle
Szendrei H Bobszay (DobszaySzendrei 1992:36), catevaeci sunt larg
0a0DPbYT AEOA daékdadpéfect dbmpatibilk Au acompaniamente

AOT AT ETT AT An AA oXifuli defrelddiidbsceAdaiehQA T A Q A
i ETT Oah AYT OAAAEI 1ANGTTORE A BDIOA BMAOA DOAL

~ s L o~z

~ s oz o~

25Stratul stilistic pentatonic, considerat a fi unul dintre cele mai vechi din muzica

Al 1 Al T OE ARobsZdySzAr0rai 899535.d,

% 00pOI AA AYi OAAA AA AOOa pi bbbl Ada TETTO
descendent ctOAEETI AAOA AA -“nOniod Ornal, Anule dintrg T OO
aceste cantece fiind melodii de csardas bine cunoscute, interpretate regulat in

i ERAAOAA AAAREBOA A AEAT OBOA ET & O ALEE AA¢
(DobszagSzendrei 1992:36)http://nepzeneipeldatar.hu/bongeszes/?sid=8accesat:
20.03.2024)


http://nepzeneipeldatar.hu/bongeszes/?sid=3

p>2

I1T006a y1 1T AT TAEER.2AE GIT 1OV HEBMAGA EAA CF
al OAh AYO HE AA 1T A OAOh AOGA AgAAOI
Adba OPAAEAI ah HE 10 AOAAT EAR AT I DI UE]
Or 8Y | OUEART T EEl EGAAAR EGRO BADMAIUART OAT
ai profesiei lor dea lungul timpului,au contribuit in mod creativ la
AT OAOOGAOAA #HE yi Al C@dmBv@aleAnu@@AAET EAES
AOAAT EAh AE DPAOZAATET T AOAA ET OAODPOAOAOE
AOOYT O AAAEOEO AAOPOA AOI AO OOAAOGE (
i ACEEAOa&a8 3ET OO0l AI AIi AT O i OUEAAT AAOA
estescaraA A OMOBICAEA T GAA OT8\6A i AWEOGE TPXQqd>Wd

tat de

—Q —_—)
> 2 O

mh

02'#4)Y#) $% '2-/.):12% !, % &/ 2-18)),/2 %
&1 11T O0EI OAOI AT O1I nAOIiTTEUAOA Eii1AIT OEA
PITEAITEA &£ 1A T OEAa ETOATTEITAOaRh 1 ACAO
T AOOOA ET OO00I AT 601 OE 1 £AOa bl OEAEI EOA
instrumentelor cu burduff AET BT ER AEEOI T A4 HE T EOAO4&aQh
Ol AAT I PATEAIT AT O y1 OACEOOOOI COAOG8 )1 A&
AgAi bl 6h AA 1 01 6A TOE y1 1 0O0AOaAaOEI A 1 OE
AAOAOI ET & y1 BDOEI O O YchdAll nfck dldoticA OAA  AA]
instrumentale cantate de ansambluri pe baza practicii interpretative a
Al OI AT EET | GstvaA Ravah b Mtodinkk &in compendiu detaliat al
AOiITTEUAOEE &I 1AITOEAA AHA AOI AOGOA bpO
instrumentale de coardé8 %1 HPOT BOT Ah y1 AOGAT T ah 1 OACc
OOAAQGE 1 OAOGA y1 AT 1 OEAARAOAOA PAT OO0 A 1T AT
A1 Al TOEAA HE OAOPAAOEO A DPITEAITEAE A1,
1. Autenticitatea materialului muzical studiat;
2. Principiile de armonizare aplicate in diferite puncte ale procesului muzical;
3. ,Eil EORAGEEAA ®E bDi OEAEI EOATEI A ET 0000 Al
4 #1711 O1 EAAOAA 11 POEORAREI AATyIIBDOAEAOT OE | A
ET 00001 AT OAT EOOAT T O AA AAT I BDAT EAIT AT O 1A
melodia de a repeta sau schimba melodiile);
5. )1 &£ OATTA &£ Oi 01 A1T1 0 AA AAT I PAT EAI AT O C
CAT 01 AAO j OEPOI AA AAT 60q HE A AAAOOI OE

6. 30EI 6i h AAOAAOAODOI HE OPAAEAZEAEOAT EiI A ¢

51 | AOGAOEAI 1 OUEAATI AOOGA AiI 1 OEAAOAO A

nr8y I A OAEOAAOAR &1 [ OUEAEATa AA OAO
AT AYT AEO AOT T HOETTAI A ET 006001 A1 OAT A PA I
22 T P OEdodrat, iitald A tanczene és interetnikus kapcsolatai az erdélyi

magyar néphagyomanyban - OUEAA AA AAT O HE Ai1TAQGEOI EI A Of
pi DOl AOa | ACEEAO4& AET 4 0AT OF erdekiimBgkarnépi ET TP P of
tanczener - OUEAA AA AAT O PipOIi AO 1 ACEEAM AET 4 0AI
1 EIl AA AT cl Avua y1 TPTPS
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AOI T TEAA Ai OAAOA HDAOMGAE AN EEA AD AGKG ARG B
ART OAGOEI A AAOA OA AAAO AA 1A DPOAAOEA
OAi AOAYT A Aa nbAl 000 AEG j DATI 000 AAT O
66160 1A AAI AA AOI AR EOOOE &R KOAME AAH 4
Oi Il OTEEI T O | OUEAAIBBOAHEOABS j OUOAE TF

#YT A TA Al 1 £001 6ai  AGo (bGNEAT Ad Al BEAOX
autenticitatea informatorului (inclusiv calitateaE T O A O PaOsArGbiuIOIE E

AAAAT 66AAUa EADPOOI Aa yi AOITTEUAOAA
AAT I PAT EAI A1 601 OET OEE AOOA AQAAOOAO
conrafE AT 1T OOAAAOOI 8 41 OOHEhRh AO &£E COA+f
AAAOOAO AA AAAOCOBABG Oa ERBIOCOO®d A NGO Al
AdGi A AAUOGI y1 1 OQUEAA Al AGEA4 fifidabag #
yi DOAOT &4 Hashicd uh BtAINiteE E

T AAUOGI &I OIATEEITTO AA 1 adiénkOER 0
pi b0l AOa MIADLBAT AGGA Al ACGEEZEAAO4 AOba
""" A A Al da OEDPOOE AA
ET A 1 1z842,843348)E £A OE O A
TAGa AA TAITTAEA AC
OOAEzbasAT OUE

a y1 Ai AOOAAOD

a

[

DOAAOGI #HE ATI AET ATE

1. ' Oi TT EUAOAA CcOOAO
ansamblurile de tip OETzZ0G4& 1 & A
AT T PAT EAI AT 601 OA 1 EH
I &£ O0i a OpAAEATl a AA EAOAOT AITEAGd AAO
AAOh y1 AAAOAa Oa OOi AUA 11 OAIl Ara OAEAI
AYi 6a 1T OAOEA AA AAT OAOOE 1| AET OA A1,
note scheletice.

2.1 O TT EUAOAA AAUAOa DA OAI EAAOAA AOO
i OUEAA Al AGEAas #0 O1I AGA AAAOGOAAR 1
OAAT EUAO y1 1 AT EAOA 1T AErRT OEGa y1 DOA,
i ATTAEAah AAOA wODADERDAI MIOOAAEEERI] X
$TTETATO0a 1A 41TTEAah AA 1T A T10A AA A
AYT OAOa AA O1 AOGA ET 60001 AT OAT A AA AR
instrumentul melodic.

1 O TTEUAOAA A AwlAdiaAd acdpdurdntjirdaCoaduri
minore OA A&l ldbar&edOBRAO AAIT T A j &EC8 dQ8 $AAZ
i AET Oh DOAZEZAOa O1 AAT OA AA OADPOEIi & ET 7
nAT 1T O EBABO 1j0 A&OT AT ETT Al Qestein Achrééu OED
i AT EAOA @lrdedpt@iira i dezvoltat din spiritul monodiei. Aceste
elemente suntb O A U A inGadompduiamentull A T OCOT AET Ad T &
T A A A GRichter 2019:140142)%

O >

%1 OYT A _y1 OAAAQA 1 AL EAOA AA EI QAODPOAOAOA H
AR 1A AAl T AE OEIBPI O 1A AAl T AE AllDPIAGH O
i YETE AYI O&_ 1 AlTAEA y1 1TAOAOCAR EAO g1 OIA
AAOA yiI AT cal AOA AOITTEA8 Taumth$cubt®dass. 1 O |
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&EC8 ®8 ! O TTEUAOAA CO&AiwdmasizaurideA 1 AT T AE
acorduri majore paralele (Pavai 2020:342 [Ex. 12£2])
$A EADOh AOOA O1 &A1l AA AOIT1TEUAOA 1
i AlTT AEAER y1 1 a000A yi1 AAOA AALI PAT EAT,
ET OAOPOAOGAAUA AAOAADQAAOOOBAEIN Al AEIREKEAED
AA AOIiTTEUAOA OOOCaET a8 "AOOeE A A& 11O0EO

compunere a acompaniamentului unei melodii pentatonicén opera lui

#AOOAI Oi" ACOGARRIAIADIOOE | A AET AAA OHaqh y1 AE]
DOAAOGEAE y1 OOAAETEA A1 AT OEAa8 $O6pa A
PDAT 60O POEI A AAOA A Ndk&Ocndd Gebchstniah a4 y1 =V

cu trei coarde ¥

PrimaAOT 1 YT EAAAAOO4 DOAAOEA&a y1 OPOA A&l
OAElI AAOa ET & OATT AT A £O01T AT HEdordubilbrle AT T 004
OOAAT T ET AT Oah ATYyIET ARAAT HES OIT EADHAAET EA
i ACEEAOA AET 40AT7T OElNl OAEBAHh AOI OOEBEW OAE EEDHD
estel A C de@rbnofonie, deoarecetoate instrumentel A AAOO4&a Oa ET O
DOET AEPAT A OOA OBHADIINAEIAMGNEARINATARATTI&AAS | AAOC
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Transcris de Istvan Pavai. Sursa: Institutul de MusicolgogRudapesta, AP 6241a,

https://zti.hungaricana.hu/hu/audio/6623/?t=00:10:58#receté144 (accesat:
20.03.2024)

Bartokl Ny NBIAAGNI G 2 Ef4GN nydNtyANDrgédgz O2y G NI d
My f A Y o:IGurghiiiv H9LAUN bun exemplu al acestei practici interpretative in

transcrierea luBartéka melodiei dirvoinicenicare a devenit sursa primei piese din seria
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https://zti.hungaricana.hu/hu/audio/6623/?t=00:10:58#record-46144
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AA AOITTEUAOA DPOAUET 64 DPOET AT A y1 OAI
I AERISOEDAGAa | OUEAa AdOI 6a Al ipdOGah AA
AAOT OEO4 AAOAAOAOEOOEAEI T O POAAQEAEE
produce armonii mult mai complicate decat constraul teoretic care O A £1 AA O 4
CYT AEOAA | OUEAAT & A _TETOABADATARIUKO Ajfl &
AAT 11T OO0OAAUa AOITTEUAOAA OOAAETEITAI &
El OOO0AAUA Ai AOOGAADI AEOOOAC padresiii A1 1T A
AOT ATETT AT A OAO AAT OAOOE 1 ETT OA OOEI EUL
AA Al AT EI AA AOOA AOIT1TEUAOA &EO1T ATEIT £

HE AOiTTEE AEiETI OAOGA yi1 AET OAA ADPAOET EA
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1926), kontra cu trei corzi; Gyula Boros (Bogartelke, 1931), contralbeanscris de Pal

Richter. Sursa: AHFM 2012: nr. MNA1 4 012
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21 Humitul # YT OA A  -Adpentrd daas, doar pentru cantat. Cules de Antal =
&AEAOAh O0OAOOEI AAA AA - OOAHT- ACUAODI OAOI AEAS8
Budapesta, 2628 martie 1989. Interpretat de Aladar Csiszar (Magyarpéterlaka, 1937),

OEIT AOah HE AIEQ® AIAEA VDA @ EAGOIA@®BO 30004ad &AEAOA
31 gAumitul # YT OAA A A-nd et daks) Hoar pentru cantat. Cules de . .~

)y OO0OUT OUOAES8 Ti 8PQ8xYYY8 "aCAOAT"T CUOOAI EA8
o0UI 2EAEOAO08 30004ad OUOAE TPPXS8
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PRACTICI DE ARMONIZARE A 2 - | § )URBANEDE ROMDIN ULTIMA

*5-A4!1' 4% ! 3%#/,5,5) 88

- AAEOI OOAAT AAOA AA 1 A Ol 1 OUEAEA
AAOPOA AEAZAOEOA CAT OOE AA [ OGUEAa bi bpoOI
AOOAT OAT A 1T AARE 1 OQUEAAT Ah TTEI A OOEI Oc

i OUEAAT ah EITIABIOOEYT ADONMITIOBDAAOAA 1T AT T A
y1 OACE@&EOO&uBNEBOedelay I AADOOOI OAAT T OI OE
APT E AET DPAOET AAAT A Pl OOAAT EAAR AET Ol
practicile de armonizare, utilizarea acordurilornfr-| DAOET AAa AA
Al OAOPOT Uadbl AOCARh PA AA T PAOOAR HE DO/
DAOOA8 $AOPOA AAAAOOa Oihtétet 14 comr@®dinA OE A 4 |
AT OAI1 Al Oli pi pOI AO Al I'T OAT A1 O1 OE (11
AAT OABOEI A B#E AAT i PAT EAI AT OA1 A8

#01 Acadl O j OUOAEQq #A OO01T O AAT OAOOEIT A
"AET 0 $AAERh AOOA O1 AAT OA AA OA TETTO
OAgOA8 ' OO1T AE OOAAOEA y1 AOOAERAU AACAC
#O1l AGaolUGAEQYd ¥E A klaDdlSieEEMA AOUEAADA E
AaOOYTE | AE AAI Ol Oe

"AET Od $Ah AET daalde dptedad lavretndatacebadCaAd0 A
auAEOT O 1T A 11 MaMaDOVEBADIOBRAAO ODPOT A A

AOi TTEA AOAI &l a Oinuddh popdansE AUUOI OAO AO

i ATEOGA O6a Z£EA AT AO AOAOI OAOAQe

Bakos: Nu chiar, de obicei cantau acorduri minore simple.

#0l AgoOo@WIOGAEQd #A AT AA AAT OAOOEh AA AC
din jazz?

"AET O0g ! AT OAOGOEI A T ETTOA AA OAPOEI ah

OAPOEI a ADAFNOEAGE8 # Y1 O0ai O1 AAT OA yi

FAAEAUR AO &A8 301 A6OI A OEI EI A0 AO Al
AOET 6a 1T EA&a8 &ili1OEIi #BE AAI OAOOE AA
AgAi 1 6h g1 A TETTO O1 AAT OA AA 111 a

HE AAAOOA AOCOAhOCAADOAOCEANIT AEARA BDA@OAA R d
nl Tl 2 A 1 ET 1 OSirngor Ester B Y O Hadekedid Bl O A

T T 1 Roate fi folosit pentru incheiere, sau multe alie

#01 Acadl O j 0OUOAEQd _1 OACEOT AA . UpOAC
AEEAOAT T a4 y1 AA1I 61 y1 AAOA AY1I Oa OAOA~
"AET 0 $Ah AGEOOa8 - OUEAA AA 1T A 1T OA#fh

AA [ Qudelddted 0AT OOO Aa APOI APA OITE 1 OUI
i AET PP AA [ QUEAAT 1% AA MDA GO ardl OA UAEET
AAT O1 68 - QUEAATTEE AA AAI O1 6Oh AA 1T A OA
Aa AOAO &£ AOOA AOT E8 wE AO Ei bi OOAO HE
OEi AT 1 OOE8 41 OOHEh | OUEAAT 6061 AA 1 A OA
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AAT I PAT EAU4A 1T AE DPOI 606h 160
OOPAOEEAEATI h AAO bI O AATI EA DPEAOA88 - ¢
POAAOEAA OOAAT ah [ AOCYIAL ABath RO YATAEGIGA HE
OAOPAAOCEOh MT® TAESD ABODAGEDI 1 @4 A 1T DOT Al Al a 1A
vine din ininé,

Transcrierile (FigY h Ph 3>q OADOAUET Oai AAT OADO
cséardas cantat de Kalman Bakos. Armoniile particulare, acordurilecoE T O &
AEIi ET OAOa OAO OA@QOA |1 AET 0a AOci AT 6A0ah |
acordurilor sau reinterpretrile, au fost deosebit de importante pentru Kodaly
i AES OAHEEDOOI nAT T ETAT O +1 AUPUOGQ HE " AOOGE
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&EC8 18 4ED AA AAI i DbATEAI AT O OOAAT A Ol
Tnceputul secolului X36
ey 4 | | - {
oy 342 4 1L«
Siehan g:i?ﬁ'ﬂ?d 9th chord and its resolutions
Fig.9.! AT OAOOE &I 11 OEOA stiuvdeadcompdniartehti AT A 1T 1T A<
urban®’
9 EGNI & RAY Odzf SAISNBF UA nyNBIA&GNI NBF NBIFEAT
ny FT2NXNIGAL F2f Oft 2NAON | lyal Yot dz dzA | 2y SR
LINEGAYS RAY RAAGNAROGdzZ {TFo62ft0azx RS tNy3IN be
cules melodiile aranjate 1Kall6 Double Dand®@ S f | dzy GF NI ¥ GA3INySad ny
Domokos, Olsyai, Paksa, Szalay 2019408b) ~a o o a4
®1 AT OAOGI  AA ATT EI Al Oa AO OADOE] a z8kRe AO AOE] C
bemolz& AQ. A &I 00 EAAT OEEZEAAO AA AT 1 EI Ay OA +1 AUI
28).$1 1 ET AT OA +1T AUIT U A £ 00 AAOAI EAOa I AT T Aol
Kodaly, conform Iui Anna Dalos (Dalos 2007:£188). R R L |
3% Darumadar Gtnak induf - AAAOA + DPAOGaOAY bl Ol ArOAQ8 #1 1 B
ET OAODOAOAOa AA O0AITE &AOEAO #®E OOODPA OAB
https://gramofononline.hu/1803397207/darumadar_utnak_indfacc. 22. 03, 2024) | o
TPOOAO  AEL Al 1 AATEA HE y1 OACEOOOAOAA OAAI E!
OEIlTT 1 EOO Al £l O ATEAE AZ£I'1 AT T OEAA A AT OAIl Al C

Transcris de Pal Richter.


https://gramofononline.hu/1803397207/darumadar_utnak_indul
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Fig. 100 OAAOEAE AA AOi 11 EUAOA AfinadM OAZEDOE |
secolului X%
y % | |
S z e 3
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Fig.1In $1 1 ET AT O#E +OTAWIWEET A AE
CONCLUZII

YT OAOPOAOGAOAA A OIAITTEEN Iasufiiercd | A OA /
AGPAOCEATTAI T O AT OAOETI AOA AT A AAOAAOA4OE
OAAT & y1 <CcYT AEOAA HE DPOAAOEAA [ OBUEAAI ;
apar ntrOT DHOT AAO OA1 AGEO OEIi PIi & PDPOET Al
prezentamelodia; Tn stilul mai arhaic de armonizare, melodia este daO A EAE | &
yi EEAAAOA DAOOA EIT 06001 AT 6A1 a8 1 Oi 11
AT OEOGal E AEOOEIT AGAR AT A OAOOAOGA Al AO
i ATTAEA Oa MEEARA AYOE ARA TIEABD ab AIEADT A8 | AA
AADO AAOAAOAAEI &4 AEEAO HE y1 OAETEAA |
AOT ATEITT AT & A AYI OAAAT T O PIi pdI AOA yi1 A
OAT OEAEi &4 1 Al T AEAas

I T A Ai1OOAOR y1 DOAAOGEAA Al OAI A
y

bi AOA T AGAOOA 1T OAOEAT 6a 11 OAAEI &4 AA
la armonii super complicatel A O &Y OHE O O Hea. inAphatticabde OE A
ET OAOPOAOAOA AA AOOAUEh AOITTEUAOAA T ¢
DOi COAOAAU4 AiI 1 OET 006 AA O1 AAOA AOIITTE
AT 1T O00YTI CAOAA OEOI EAAUA AAQ@IITTAERBI 011 @&
OOEI EUAOAA AOITTEEIT O ADOEI ApDErathéda b
®0AOOAA [ AllAEAa HE OEila jAAl OAGOEQ E]
©4) _$- _TPZT_33> TXQah DAOOAA_AAO A PAOOEOOOI
PDEAOa OOAT OAOEOG& AA o0oUI 2EAEOAOS
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byt a 1T A AAT OAOE O AADiORT GGA OROT ETT YT A Oa

genuriil A TAEa | OUEAA DPi bOI Ada Ai1 OAlI Pi OAT a8
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