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SUMMARY 

From the second half of the 18th century Roma musicians, the so-called 
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. Gypsy) musicians 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 the 19th 
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 social phenomenon clear 
differences between rural and urban Gypsy bands emerged concerning 
both their performing styles and repertoires as well. Nevertheless, the 
main difference between folk music and popular art music, namely the 
rural and urban string-bands performances does not reside in the 
melodic material. Data show that the most important difference 
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 (including the 
harmonization as well), and not the creation, composing music. 

REZUMAT 

$ÉÎ Á ÄÏÕÁ ÊÕÍáÔÁÔÅ Á ÓÅÃÏÌÕÌÕÉ ÁÌ 86)))-lea, muzicienii romi, ÃÕÎÏÓÃÕĪÉ 
ÓÕÂ ÄÅÎÕÍÉÒÅÁ ÄÅ ÌáÕÔÁÒÉȟ au devenit cei mai ÆÒÅÃÖÅÎĪÉ ÒÅÐÒÅÚÅÎÔÁÎĪÉ ai 
ÍÕÚÉÃÉÉ ÐÏÐÕÌÁÒÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ĦÉ ÄÅ ÄÉÖÅÒÔÉÓÍÅÎÔ ÎÕ ÎÕÍÁÉ ÿÎ 5ÎÇÁÒÉÁ, 
ÃÉ ÿÎ ÁÃÅÅÁĦÉ ÍáÓÕÒá ÿÎ 2ÏÍÝÎÉÁȟ "ÁÌÃÁÎÉ ĦÉ 4ÕÒÃÉÁ ĦÉ ÿÎ ÍÕÌÔÅ ÁÌÔÅ ÌÏÃÕÒÉȢ 
Muzicienii romi (i. e. ĪÉÇÁÎÉɊ ÎÕ ÁÖÅÁÕ ÎÉÍÉÃ ÿÎ ÃÏÍÕÎ ÃÕ ÐÏÐÕÌÁĪÉÉÌe de 
romi nomazi. Existau ĦÉ ÍÕÚÉÃÉÅÎÉ ÅÖÒÅÉ ÃÕ ÁÃÅÌÁĦÉ ÒÏÌȟ ÄÁÒ ÿÎÔÒ-Ï ÍÁÉ  ÍÉÃá 
ÍáÓÕÒá ÿÎ 5ÎÇÁÒÉÁ ÐÝÎá ÌÁ ÆÉÎÁÌÕÌ ÓÅÃÏÌÕÌÕÉ ÁÌ 8)8-lea. Acest tip de 
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ÍÕÚÉÃáȟ ÓÔÒÝÎÓ ÌÅÇÁÔá ÄÅ activitatea ÔÁÒÁÆÕÒÉÌÏÒ ÄÅ ĪÉÇÁÎÉȟ Á ÄÅÖÅÎÉÔ 
ÔÒÅÐÔÁÔ ĦÉ ÍÕÚÉÃÁ ÏÒÁĦÅÌÏÒȟ ÿÎÔÒÕÃÝÔ ÓÅÒÖÅÁ ÄÒÅÐÔ ÃÁÄÒÕ ÉÄÅÏÌÏÇÉÃ ĦÉ 
ÅÍÏĪÉÏÎÁÌ ÐÅÎÔÒÕ consolidarea ÎÁĪÉÕÎÉÉ ÕÎÇÁÒÅ ÃÁ ÅÎÔÉÔÁÔÅ ÐÏÌÉÔÉÃá ĦÉ 
ÃÕÌÔÕÒÁÌáȢ 0Å ÐÁÒÃÕÒÓÕÌ ÉÓÔÏÒÉÅÉ ĦÉ Á ÄÅÚÖÏÌÔáÒÉÉ ÁÃÅÓÔÕÉ ÆÅÎÏÍÅÎ ÃÕÌÔÕÒÁÌ 
ĦÉ ÓÏÃÉÁÌ ÁÕ ÁÐáÒÕÔ ÄÉÆÅÒÅÎĪÅ ÃÌÁÒÅ ÿÎÔÒÅ ÔÁÒÁÆÕÒÉÌÅ ĪÉÇáÎÅĦÔÉ ÒÕÒÁÌÅĦÉ 
ÕÒÂÁÎÅȟ ÁÔÝÔ ÿÎ ÐÒÉÖÉÎĪÁ ÓÔÉÌÕÌÕÉ ÉÎÔÅÒÐÒÅÔÁÔÉÖȟ ÃÝÔ ĦÉ Á ÒÅÐÅÒÔÏÒÉÉÌor. 
4ÏÔÕĦÉȟ ÐÒÉÎÃÉÐÁÌÁ ÄÉÆÅÒÅÎĪá ÿÎÔÒÅ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒá ĦÉ ÍÕÚÉÃÁ ÄÅ ÁÒÔá 
ÐÏÐÕÌÁÒáȟ ÒÅÓÐectiv ÿÎÔÒÅ ÉÎÔÅÒÐÒÅÔáÒÉÌÅ ÌáÕÔÁÒÉÌÏÒ ÒÕÒÁÌÉ ĦÉ ÕÒÂÁÎÉȟ ÎÕ 
ÒÅÚÉÄá ÿÎ ÍÁÔÅÒÉÁÌÕÌ ÍÅÌÏÄÉÃȢ $ÁÔÅÌÅ ÁÒÁÔá Ãá ÄÉÆÅÒÅÎĪÁ ÃÅÁ ÍÁÉ 
ÉÍÐÏÒÔÁÎÔá ÿÎÔÒe ÍÕÚÉÃÁ ÆÏÌÃÌÏÒÉÃá ÍÁÇÈÉÁÒá ÄÅ ÔÒÁÄÉĪÉÅ ÒÕÒÁÌá ĦÉ ÃÅÁ 
ÕÒÂÁÎá (ÁÄÉÃá ÃÝÎÔÅÃÅÌÅ ÄÅ ÄÉÖÅÒÔÉÓÍÅÎÔɊ ÎÕ ÓÅ ÁÆÌá ÿÎ ÍÅÌÏÄÉÉȟ ÃÉ ÿÎ 
ÍÁÎÉÅÒÁ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅȢ 2ÏÌÕÌ ÍÕÚÉÃÁÎĪÉÌÏÒ ĪÉÇÁÎÉȟ ÆÉÅ ÅÉ ÒÕÒÁÌÉ ÓÁÕ 
ÕÒÂÁÎÉȟ ÅÒÁ ÅØÅÃÕĪÉÁȟ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÿÎÔÒ-Ï ÍÁÎÉÅÒá ÓÐÅÃÉÁÌá ɉÉÎÃÌÕÚÝÎÄ ĦÉ 
ÁÒÍÏÎÉÚÁÒÅÁɊȟ ĦÉ ÎÕ ÃÒÅÁÒÅÁȟ compunerea muzicii 

 
Keywords 
18thɀ19th century Hungarian music, folk music, popular music, popular art song, 
Gypsy music, harmonization 

INTRODUCTION 

Some terms used in the title require explanations. First 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 of 3-8 musicians 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 18th century in the Hungarian Kingdom. The first 
ËÎÏ×Î ÓÔÒÉÎÇ ÂÁÎÄ ÌÅÁÄÅÒȟ ȰÐÒþÍÜÓȱ ×ÁÓ ÔÈÅ ÆÁÍÏÕÓ 2ÏÍÁÎÉ ×ÏÍÁÎȟ 0anka 
Czinka, who died in 1772 (Fig. 1). In her youth she had a patron, the Gömör 
County landowner János Lányi, who supported financially her education and 
her music art as well. Her husband played bass, and there were two other 
musicians, her brothers in law, a second violin as kontra, and a cimbalom in the 
band. The musicians were usually respected members of the society they 
ÓÅÒÖÅÄȟ ÐÒÏÖÉÄÅÄ ÍÕÓÉÃȢ #ÅÒÔÁÉÎÌÙȟ 3ÜÒÏÓÉȭÓ ÂÏÏË Cigányzene, also published 
both in German and in English as Gypsy Music, was the first monograph ɂ
frequently quoted by the professional circlesɂthat 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 (Fig. 2. Sárosi 1971, 1978). Despite the internationally acclaimed and 
well-known work of Sárosi, it is still not self-evident for foreigners that Romani 
folk music is not the same as Gypsy music, which is the music of majority 
people (in our case Hungarians) performed by Gypsy musicians. 
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Fig. 1. The bust of the first known string band leader Panna Czinka1 

 

 
Fig. 2. The book about the so-called Gypsy Music by Bálint Sárosi 

 
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 hongrois in the 19th century, it is obvious to 
mention, in chronological order, the verbunkos, the csárdás,2 and the popular 

 
1 4ÈÅ ÓÔÁÔÕÅ ÍÁÄÅ ÂÙ !ÌÁÄÜÒ )Çĕ ÉÎ ΣΫΫΤȟ ÁÎÄ ×ÁÓ ÅÒÅÃÔÅÄ ÉÎ #ÚÉÎËÁȭÓ ÎÁÔÉÖÅ ÖÉÌÌÁÇÅȟ ÉÎ 
Sajógömör (Gemer, Slovakia)  
2 The verbunk (from the German Werbungȟ ȬÒÅÃÒÕÉÔÍÅÎÔȭɊ ÉÓ Á ÍÁÌÅ ÄÁÎÃÅ ÔÙÐÅ ÉÎ ÔÈÅ 
new Hungarian style danced solo and collectively. The name derives from the 
recruitment of soldiers organised with merry-making from the mid-eighteenth 
century, though in this early phase no verbunkos style can be discerned. Its prehistory 
and evolution are reflected in the sources of eighteenth-century dance music, in 
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art song (in Hungarian nóta)3, 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 defining factors 
of self-identification for the Hungarian-speaking community. As Kodály 
commented on the 19th-century production of popular art songs as follows: 
Ȱ.Ï ÄÏÕÂÔȟ ÔÈÉÓ ×ÁÓ ÔÈÅ ÆÉÒÓÔ ÍÁÓÓ ÁÐÐÅÁÒÁÎÃÅ ÏÆ Á ÃÌÅÁÒÌÙ (ÕÎÇÁÒÉÁÎ ÐÏÐÕÌÁÒ 
music that is still perceived as such by ÅÖÅÒÙÏÎÅ ÅÖÅÎ ÔÏÄÁÙȢȱ ɉ+ÏÄÜÌÙ 
1939/1982:242) 

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 entity. Every segment of the society was 
imbued with the desire to search, create, or strengthen a national character. 
The flourishing of national identity and culture co-occurred with the spreading 
of a general taste for Romantic music andɂamong the developing Hungarian 
bourgeoisieɂwith a predilection for amateur domestic music-making 
(Hausmusik), together with also new, mainly dilettante compositions 
conceiving in Hungarian style, mostly in the genres of popular art songs 
(nótas), and csárdás pieces. 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 19th century. Naturally the playing 
mode, and the repertoire of the Gypsy bands serving in the cities has altered 
over the years compared to the rural ones. In the 19th century style hongrois 

 
ungaresca-type tunes preserving earlier versions and the early stylistic traits 
anticipating the verbunk. Comparison of eighteenth- and nineteenth-century sources 
reveals the gradual nature of the process and the fact that, by the turn of the 
nineteenth century, features of the verbunk recorded in nineteenth-century 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 slow ÄĴÖě accompaniment.  
Csárdás: a newer dance which was modern and became widely used round the nation. 
First appeared in the 1830. Unlike verbunkos, csárdás was not a solo dance for men 
exclusively, it being a dance for couples in which the ladies could also actively take 
part in and yet men still had an opportunity for solo performances. Slow and fast (lassú 
and friss) csárdás soon gained popularity in every layer of society. (See more: 
Explanation of dance names. In: AHFM 2012) 
3 Nóta meant eØÃÌÕÓÉÖÅÌÙ ȰÖÏÃÁÌ ÓÏÎÇȱ ÉÎ (ÕÎÇÁÒÉÁÎȟ ×ÈÉÃÈ ÉÎ ÍÏÓÔ ÃÁÓÅÓ ×ÁÓ ÎÏÔ 
accompanied by dance: it was sung at the table [in Hungarian: asztali], that is to say, 
it definitely referred to a vocal melody, with text. 
magyar nóta [Hungarian nóta]: a separate term for 19th- and 20th-century popular art 
songs, the most dedicated performers of which were the city Gypsy ensembles. 
hallgató [only for listening]: more or less analogous term of nóta 
The expression nóta in 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 term nóta and do not use the term dallam (melody). They do not say 
about a song that it has a particular melody, they say instead that the song is 
performed on a nóta, 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 (merry-making in tears) popular art song, or nóta (Fig. 3).4 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. 

 
Fig. 3. Chart of the style hongrois and related issues5 

DIFFERENCES BETWEEN RURAL AND URBAN GYPSY BANDS 

The difference between rural and urban environment was 
strengthened later by the folk music research of 20th 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 
Bartók and Zoltán Kodály, the discovery of 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 opportunities. This process 
coincided with a paradigm shift in Western music, i. e. 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 so-called kuruc forth, and bokázó figure 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 
and evolution of the style 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 Kodály 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 150ɀ200 years: the verbunkos, the csárdás, the nóta (i.e. 
popular art song), and folk music as defined by the 20th-century research. 

If we leave out of consideration the archaic stylistic layers of 
Hungarian folk music6, the main difference between folk music and popular 
art music, namely the rural and urban string-bands performances does not 
reside in the melodic material. A number of folk-dance tunes originate from 
art music and display melodic sequences, broken chords, or functional 
harmonic progressions. Moreover, this kind of melodic material occurs in folk 
songs as well. Among the 62 types of descending melodies of major scale in 
3ÚÅÎÄÒÅÉ ÁÎÄ $ÏÂÓÚÁÙȭÓ #ÁÔÁÌÏÇÕÅ ÏÆ &ÏÌËÓÏÎÇ 4ÙÐÅÓ ɉ$ÏÂÓÚÁÙɀSzendrei 
1992:36), several dozens are widespread as csárdás melodies, compatible with 
functional accompaniments perfectly; also, there are 27 types of descending 
melodies in the minor scale, pseudo-folk art songs, bearing the characteristic 
features of nóta compositions (melodies in the melodic minor scale, 
sometimes with augmented seconds).7 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 not the creation, composing as Bálint Sárosi wrote: 

ȰɍȣɎ ÔÈÅ 'ÙÐÓÙ ÍÕÓÉÃÉÁÎÓ ÁÓ ÔÉÍÅ-honoured representatives 
of their profession creatively contributed to the preservation and 
enrichment of the tradition. What they forwarded was not creation 
ÂÕÔ ÔÈÅ ÉÍÐÒÏÖÅÍÅÎÔ ÏÆ ÅØÅÃÕÔÉÏÎȢ 4ÈÅÙ ÄÉÄ ÎÏÔ ȬÁÄÄȭȟ ÔÈÅÙ ÄÉÄ ÎÏt 
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.ȱ ɉ3ÜÒÏÓÉ ΤΡΣΩȡΣΨΦɊ 

HARMONIZATION PRACTICES OF RURAL GYPSY BANDS 

7Å ÕÓÅ ÔÈÅ ÔÅÒÍ ȰÆÏÌË ÈÁÒÍÏÎÉÚÁÔÉÏÎȱ ÆÏÒ ÖÁÒÉÏÕÓ ÐÈÅÎÏÍÅÎÁ ÏÆ 
intentional folk polyphony, connected to the instrumental performance. The 
nature of the instrument itself provides the possibilities of harmonization in 

 
6 The pentatonic stylistic layer, considered to be one of the most archaic one of 
Hungarian folk music. See: DobszayɀSzendrei 1992:36. 
7 The group of descending minor popular art songs is connected to the fifth-shifting 
descending stylistic block only through a formal way, many of these songs are well-
known csárdás melodies, regularly performed in the dance house movement. For 
more on the group, see: (DobszayςSzendrei 1992:36),  
http://nepzeneipeldatar.hu/bongeszes/?sid=3 (accessed: 20.03.2024) 

http://nepzeneipeldatar.hu/bongeszes/?sid=3
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the case of the bourdon-instruments (bagpipe, hurdy-gurdy, and zither) giving 
a drone-bass throughout. Their influence is strong and it appears for example 
many times in the works of Bartók and Kodály. The research, however, 
primarily determines the use of chords within instrumental folk music played 
by ensembles based on the practice of string bands. István Pávai outlined a 
detailed compendium of folk harmonization as practiced by instrumental 
string orchestras.8 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 (Pávai 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 between prímás and 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 Pávai as authentic from a musical point of view, if: 
ȰɍȣɎ ÕÐÏÎ ÒÅÐÌÁÙÉÎÇȟ ÁÎ ÅØÐÅÒÉÅÎÃÅÄ ÁÎÄ ÔÁÌÅÎÔÅÄ ÖÉÌÌÁÇÅ ÍÕÓÉÃÉÁÎȟ 

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 from traditional harmonic practice as 
ÍÉÓÔÁËÅÎȟ ÒÅÍÁÒËÉÎÇ ÔÈÁÔ ȰÆÏÒ ÔÈÅÍȱ ɉÆÏÒ ÔÈÅ ÄÁÎÃÅÒÓ ÏÒ ÐÁÒÔÉÃÉÐÁÎÔÓ ÁÔ ÔÈÅ 
event) they are just as good, justifying, as it were, the ethnographic 
ÁÕÔÈÅÎÔÉÃÉÔÙ ÏÆ ÔÈÅ ÍÕÓÉÃÁÌÌÙ ÍÉÓÔÁËÅÎ ÓÏÌÕÔÉÏÎÓȢȱ ɉ0ÜÖÁÉ ΤΡΤΡȡΥΤΤɀ323) 

When dealing with the topic of authenticity, Pávai 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 in folk 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 as 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 dissertation A tánczene és interetnikus kapcsolatai az erdélyi 
magyar néphagyományban [Dance Music and its Interethnic Connections in the 
Hungarian Folk Tradition of Transylvania] from 2004, than in his book Az erdélyi 
magyar népi tánczene [Hungarian Folk Dance Music in Transylvania] 2012, published in 
English 2020. 
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In the case of string bands Pávai uses the term coordinated 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 as their combinations to various degrees (Pávai 2020:341ɀ342, 
343ɀ345): 

1. Melody-governed harmonization is the most common form in 
ensembles of the violinɀthree-stringed viola (kontra)ɀbass 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 major 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 is customary 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 even by the melodic 
instrument as well. 

Harmonization which shadows the melody with major chords minor 
ÃÈÏÒÄÓ ÁÒÅ ÏÎÌÙ ÒÁÒÅÌÙ ÕÓÅÄȟ ÏÒ ÎÏÔ ÁÔ ÁÌÌ ɉ&ÉÇȢ ΦɊȢ )Æ ÉÔȭÓ ÎÏÔ ÔÈÅ ÍÁÊÏÒ ÔÒÉÁÄ ÔÈÁÔ 
they use, they prefer an incomplete seventh chord, the so-ÃÁÌÌÅÄ ȰÃÏÎÓÏÎÁÎÔȱ 
(i.e. not functional) seventh chord. This 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 2019:140ɀ142).9 

 
9 Considering the manner of peasant cantors performance and accompaniment from 
the simplest to the more complex, the following levels can be distinguished: 1. 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 so-called 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. 
 



ETHNOMOUSIKOLOGION   Nr. 3 (2/2023 )       17 
 

 
Fig. 4. Melody-governed harmonization moving in mixtures of parallel major 

chords (Pávai 2020:342 [Ex. 112])10 
  
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 re-interpret the characteristics of the melody, it does not force a 
foreign harmonization practice onto the melody. Bartók 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 first in 
1912, in Voiniceni, when he described the three-stringed kontra.11 

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 Transylvania, however, even the so-called functional 
harmonization is connected to monophony, as all instrumental parts seek to 
intone the main melodic step, from the leading note to the fundamental note. 
These harmonization methods in themselves present a special colour 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 tune-adjusted mixture of major 
chords, with functional progressions or minor chords only used for cadences 

 
10 Slow Gypsy dance  Performed by Ignác Mácsingó (Náci) and his band. Collected by 
"ÅÒÔÁÌÁÎ !ÎÄÒÜÓÆÁÌÖÙȟ :ÏÌÔÜÎ +ÁÌÌĕÓȢ ΣΣȢ ΣΫΨΥȢ 0áÌÁÔÃÁ ɉ-ÁÇÙÁÒÐÁÌÁÔËÁɊȢ 4ÒÁÎÓÃÒÉÂÅÄ ÂÙ 
István Pávai. Source: Institute for Musicology, Budapest, AP 6241a, 
https://zti.hungaricana.hu/hu/audio/6623/?t=00:10:58#record-46144 (accessed: 20. 03. 
2024) 
11 Bartók recorded a further encounter with the three-stringed kontra in the valley of 
the Görgény (in Romanian: Gurghiu) River in 1914. A good example of this 
ÁÃÃÏÍÐÁÎÉÍÅÎÔ ÐÒÁØÉÓ ÉÎ "ÁÒÔĕËȭÓ ÔÒÁÎÓÃÒÉÐÔÉÏÎ ÏÆ ÔÈÅ ÍÅÌÏÄÙ ÆÒÏÍ 6ÏÉÎÉÃÅÎÉ ×ÈÉÃÈ 
became the source of the first piece in the series Romanian Folk Dances (1915, BB 68). 
Cf. Lampert 2008:113ɀ114.  

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 appearance 
of new harmonies (Fig. 7). 

Fig. 5. Functional harmonization (Legényes male dance)12 
 

 
Fig. 6. Tune-adjusted mixture of major chords with functional progressions 

or minor chord in the cadences (Table song)13 
 

12 Collected by István Pávai. 28. 07. 1993. "áÇÁÒÁȾ"ÏÇÜÒÔÅÌËÅȢ 0ÅÒÆÏÒÍÅÄ ÂÙ 3ÁÍÕ 
Boros (Turea/Türe, 1913), violin; János Czilika (Türe, 1919), violin; János Sztojka 
(DƛƭŇǳκGyalu, 1926), three-stringed kontra; Gyula Boros (Bogártelke, 1931), bass. 
Transcribed by Pál Richter. Source: AHFM 2012: no. MNA1_4_012 
13 So called table song ɀ not for dancing, only for singing. Collected by Antal Fekete, 
Petrilaca de Mures/Magyarpéterlaka. Recording made by Tibor Rostás in Budapest, 

 

vbscript:dal(%221_4_012%22)
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Fig. 7. Functional harmonization with secondary dominant seventh chords 

(Hajnali)14 

HARMONIZATION PRACTICES OF URBAN GYPSY BANDS OF LATE 20th 
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 up-to-date in the 
music performing market, including the novelties also in harmonizing 
melodies. Since we have recordings with urban Gypsy bands from the 
beginning of the 20th century (Fig. 8.), and then from post-war periods, from 
the last 50 years, we can compare and study the harmonization practices, the 
use of chords in a properly long time-span on the one part, and from the 
nowadays musicians on the other. About the latter practice the Roma kontra 

 
26ɀ28. 03. 1989. Performed by Aladár Csiszár (Magyarpéterlaka, 1937), violin, and his 
band. Transcribed by Pál Richter. Source: Fekete 2009. 
14 So called morning song ɀ not for dancing, only for singing. Collected by István Pávai. 
28. 07. 1993. "áÇÁÒÁȾ"ÏÇÜÒÔÅÌËÅȢ 0ÅÒÆÏÒÍÅÄ ÂÙȡ ÓÅÅ &ÉÇȢ ΧȢ 4ÒÁÎÓÃÒÉÂÅÄ ÂÙ 0ÜÌ 2ÉÃÈÔÅÒȢ 
Source: Pávai 2005. 
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player of ÔÈÅ (ÏÎÖïÄ %ÎÓÅÍÂÌÅȭÓ ÆÏÌË ÂÁÎÄȟ Kálmán Bakos was interviewed 
showing the chords, and accompaniments.  

Collector (Pávai): What are the sixth chords? 
Bakos: So, there is a D minor chord. And if I put my finger here, I bow the sixth. 

Then I have to touch the string crosswise between my two fingers These 
are all sixth touched crosswise on the fingerboard 

Collector (Pávai): 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 jazz-like or 
popular dance music-like harmony. 

Collector (Pávai): 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 (Pávai): 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 chords 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 sixth-ninth chord, and 
we play it with B. It is also a delay, but a ninth chord. It can be used for 
closing, or many other things. 

Collector (Pávai): In the Nyíregyháza 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 time as 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 accompany 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 genre, it 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.15 

Transcriptions (Fig. 9, 10, 11) represent chords and harmonization of a 
csárdás tune talked about and played by Kálmán Bakos. The particular 
harmonies, chords with diminished fifth or augmented sixth, taking into 
account chordal inversions or re-interpretations, were especially important to 
Kodály (cf. the so-ÃÁÌÌÅÄ Ȱ+ÏÄÜÌÙ-ÄÏÍÉÎÁÎÔȱɊȟ ÁÎÄ "ÁÒÔĕË ÁÓ ×ÅÌÌȢ16 

 

Fig. 8. Accompaniment praxis of urban Gypsy band from the beginning of the 
20th century17 

 
Fig. 9. Chords used by nowadays in urban accompaniment praxis18 

 
15 Extract from the collection and recording made with Gypsy musician Kálmán Bakos, 
ÖÉÏÌÁ ÐÌÁÙÅÒ ÏÆ ÔÈÅ (ÏÎÖïÄ %ÎÓÅÍÂÌÅȭÓ ÆÏÌË ÂÁÎÄ ɉ3ÏÕÒÃÅȡ :4)ͺ$-ͺΤΡΣΤͺΣΣͺΤΧɊȢ "ÁËÏÓ 
came from Szabolcs County, from near Nyíregyháza, i.e. the same area where Kodály 
collected the tunes arranged in the Kálló Double Dance from a Gypsy band in 1928. 
(Bereczky, Domokos, Olsvai, Paksa, Szalay 2019:405-406.) 
16 The dominant seventh chord with a diminished fifth (in C major: GɀBɀD-flatɀF) was 
ÉÄÅÎÔÉÆÉÅÄ ÁÓ ÔÈÅ +ÏÄÜÌÙ ÄÏÍÉÎÁÎÔ ÂÙ %ÒÎě ,ÅÎÄÖÁÉ ɉ,ÅÎÄÖÁÉ ΣΫΩΧȡΣΫɀ28). The Kodály 
ÄÏÍÉÎÁÎÔ ×ÁÓ ÔÒÅÁÔÅÄ ÉÎ ÄÅÔÁÉÌȟ ÉÎ ÃÏÎÎÅÃÔÉÏÎ ×ÉÔÈ +ÏÄÜÌÙȭÓ ÕÓÅ ÏÆ ÈÁÒÍÏÎÉÅÓ ÂÙ !ÎÎÁ 
Dalos (Dalos 2007:170ɀ188). 
17 Darumadár útnak indul (Crane [bird] is setting off). Composed by József Dóczi, 
performed by Pali Farkas and his band. Transcribed by Kata Riskó. Source: 
https://gramofononline.hu/1803397207/darumadar_utnak_indul (acc. 22. 03. 2024) 
18 Extract from the collection and recording made with Gypsy musician Kálmán Bakos, 
ÖÉÏÌÁ ÐÌÁÙÅÒ ÏÆ ÔÈÅ (ÏÎÖïÄ %ÎÓÅÍÂÌÅȭÓ ÆÏÌË ÂÁÎÄ ɉ3ÏÕÒÃÅȡ :4)ͺ$-ͺΤΡΣΤͺΣΣͺΤΧɊȢ 
Transcribed by Pál Richter. 

https://gramofononline.hu/1803397207/darumadar_utnak_indul
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Fig. 10. Harmonization practices of urban Gypsy bands from the end of the 

20th century19  

 
&ÉÇȢ ΣΣȢ Ȱ+ÏÄÜÌÙ ÄÏÍÉÎÁÎÔȱ ÁÎÄ ÉÔÓ ÓÏÌÕÔÉÏÎÓ 

 
 
CONCLUSIONS 
The multipart performing of rural string bands strengthens the 

assumption of earlier experiences 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 more 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. 

Contrarily in the practice of urban Gypsy ensembles in which a notable 
variant of functional harmonization, often leading to overcomplicated 
harmonies can be observed over the end of the 20th century. In the nowadays 

 
19 Melody and viola part (chords) played by Kálmán Bakos (Source: 
ZTI_DM_2012_11_25), bass part of the score as a feasible variant added and the whole 
piece transcribed by Pál Richter. 
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performance practice harmonization is not limited to single chords, but rather 
progresses continuously as a harmonic circling on 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%.§% _.42% 02!#4)#),% $% !2-/.):!2% !,% 
&/2-!§)),/2 $% ,A54!2) 2/-) $). -%$)5, 252!, ¥) 

URBAN 

INTRODUCERE 

Unii ÔÅÒÍÅÎÉ ÆÏÌÏÓÉĪÉ ÿÎ ÔÉÔÌÕ ÎÅÃÅÓÉÔá ÅØÐÌÉÃÁĪÉÉ, mai întâi despre sensul 
ÅØÐÒÅÓÉÅÉ ÔÁÒÁÆ ĪÉÇáÎÅÓÃȢ _Î ÃÝÔÅÖÁ ÃÕÖÉÎÔÅȡ Ï ÆÏÒÍÁĪÉÅ ÄÅ ÃÁÍÅÒá constând în 
principal din ÉÎÓÔÒÕÍÅÎÔÅ ÃÕ ÃÏÁÒÄÅ ɉÖÉÏÁÒáȟ ÖÉÏÌá, contrabas) ca nucleu al unei 
grupe de 3-Ϊ ÍÕÚÉÃÉÅÎÉ ÄÅ ÏÒÉÇÉÎÅ ÒÏÍáȟ ÃÁÒÅ ÉÎÔÅÒÐÒÅÔÅÁÚá ÒÅÐÅÒÔÏÒÉÕÌ ÁÌÔÏÒ 
ÐÏÐÏÁÒÅȢ 4ÅÒÍÅÎÕÌ ÅÓÔÅ ÄÅÔÅÒÍÉÎÁÔ ÉÓÔÏÒÉÃȢ 0ÒÉÍÅÌÅ ÄÁÔÅȟ ÐÒÉÍÅÌÅ ÉÎÆÏÒÍÁĪÉÉ 
ÄÅÓÐÒÅ ÔÒÕÐÅ ÄÅ ÍÕÚÉÃÁÎĪÉ ÄÅ ÏÒÉÇÉÎÅ ÒÏÍá ÄÉÎ 2ÅÇÁÔÕÌ 5ÎÇÁÒÉÅÉ ÐÒÏÖÉÎ ÄÉn 
ÓÅÃÏÌÕÌ 86)))Ȣ 0ÒÉÍÕÌ ĦÅÆ ÄÅ ÔÒÕÐá ÄÅ ÃÏÁÒÄÅ ɉȵÐÒÉÍÁĦȰɊ cunoscut, a fost 
ÆÁÉÍÏÁÓÁ ÆÅÍÅÉÅ ÒÏÍá 0ÁÎËÁ #ÚÉÎËÁȟ ÃÁÒÅ Á ÍÕÒÉÔ ÿÎ ΣΩΩΤ ɉ&ÉÇȢ ΣɊȢ _Î ÔÉÎÅÒÅĪÅÁ 
ei avusese un patron, latifundiarul János Lányi din districtul Gömör, care i-a 
ÓÕÓĪÉÎÕÔ ÆÉÎÁÎÃÉÁÒ ÅÄÕÃÁĪÉÁ ĦÉ ÁÒÔÁ ÍÕÚÉÃÁÌáȢ 3ÏĪÕÌ ÅÉ ÃÝÎÔÁ ÌÁ ÃÏÎÔÒÁÂÁÓȟ ĦÉ ÿÎÃá 
ÄÏÉ ÍÕÚÉÃÁÎĪÉȟ ÃÕÍÎÁĪÉÉ ÅÉȟ ÃÝÎÔÁÕ ÌÁ Ï Á ÄÏÕÁ ÖÉÏÁÒá ÃÁÒÅ ÓÅÒÖÅÁ ÄÒÅÐÔ contra 
ĦÉ ÌÁ ĪÁÍÂÁÌ ÿÎ ÁÃÅÅÁĦÉ ÔÒÕÐáȢ -ÕÚÉÃÁÎĪÉÉ ÅÒÁÕ ÄÅ ÏÂÉÃÅÉ ÍÅÍÂÒÉ ÒÅÓÐÅÃÔÁĪÉ ÁÉ 
ÃÏÍÕÎÉÔáĪÉÉ ÐÅ ÃÁÒÅ Ï ÓÅÒÖÅÁÕ ÐÒÉÎ ÍÕÚÉÃáȢ #Õ ÃÅÒÔÉÔÕÄÉÎÅȟ ÃÁÒÔÅÁ ÌÕÉ 3ÜÒÏÓÉ, 
Cigányzene, publicÁÔá ÁÔÝÔ ÿÎ ÇÅÒÍÁÎáȟ ÃÝÔ ĦÉ ÿÎ ÅÎÇÌÅÚáȟ ÃÕ ÔÉÔÌÕÌ ÄÅ Gypsy 
Music, a fost prima monografie ɂÆÒÅÃÖÅÎÔ ÃÉÔÁÔá ÿÎ ÃÅÒÃÕÒÉÌÅ ÐÒÏÆÅÓÉÏÎÉÓÔÅ ɂ
ÃÁÒÅ Á ÆáÃÕÔ Ï ÿÎÃÅÒÃÁÒÅ ÄÅ Á ÃÌÁÒÉÆÉÃÁ ÃÏÎÃÅÐÔÅÌÅ ÄÅ ÂÁÚá ÁÌÅ ÔÁÒÁÆÕÒÉÌÏÒ 
ĪÉÇáÎÅĦÔÉ ĦÉ ÍÕÚÉÃÁ ÉÎÔÅÒÐÒÅÔÁÔá ÄÅ ÁÃÅĦÔÉÁ ÐÅÎÔÒÕ Á ÒÅÖÅÌÁ ÒÅÌÁĪÉÉÌÅ ÄÉÎÔÒÅ ÅÉȟ 
ÓÐÒÉÊÉÎÉÔá ÄÅ ÆÁÐÔÅ ÉÓÔÏÒÉÃÅ ĦÉ ÁÎÁÌÉÚÅ ÍÕÚÉÃÁÌÅ ɉ&ÉÇȢ ΤȢ 3ÜÒÏÓÉ ΣΫΩΣȟ ΣΫΩΪɊȢ _Î 
ÐÏÆÉÄÁ ÌÕÃÒáÒÉÉ ÂÉÎÅ-ÃÕÎÏÓÃÕÔÅ ĦÉ ÁÐÒÅÃÉÁÔÅ ÌÁ ÎÉÖÅÌ ÍÏÎÄÉÁÌ Á ÌÕÉ 3ÜÒÏÓÉȟ ÿÎÃá ÎÕ 
este clar ÐÅÎÔÒÕ ÓÔÒáÉÎÉ Ãá ÍÕÚÉÃÁ ÐÏÐÕÌÁÒá ÒÏÍá ÎÕ ÅÓÔÅ ÁÃÅÅÁĦÉ ÃÕ ÍÕÚÉÃÁ 
ÌáÕÔáÒÅÁÓÃáȟ ÁÃÅÁÓÔÁ ÄÉÎ ÕÒÍá ÆÉÉÎÄ ÍÕÚÉÃÁ ÕÎÕÉ ÐÏÐÏÒ ÍÁÊÏÒÉÔÁÒ ɉîn cazul 
nostru, maghiarii) ÉÎÔÅÒÐÒÅÔÁÔá ÄÅ ÍÕÚÉÃÁÎĪÉ ĪÉÇÁÎÉȢ  
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&ÉÇȢ ΣȢ "ÕÓÔÕÌ ÐÒÉÍÅÉ ÃÏÎÄÕÃáÔÏÁÒÅ ÄÅ ÆÏÒÍÁĪÉÅ ÄÅ ÌáÕÔÁÒÉ ÃÕÎÏÓÃÕÔÅȟ 0ÁÎÎÁ 
Czinka20 

 

 
 

&ÉÇȢ ΤȢ #ÁÒÔÅÁ ÄÅÓÐÒÅ ÁĦÁ-ÎÕÍÉÔÁ ÍÕÚÉÃá ÌáÕÔáÒÅÁÓÃá ÓÃÒÉÓá ÄÅ "ÜÌÉÎÔ 3ÜÒÏÓÉ 
 
În al doilea rând, cu privire ÌÁ ÄÉÓÔÉÎÃĪÉÁ ÿÎÔÒÅ ÆÏÒÍÁĪÉÉÌÅ ÄÅ ÌáÕÔÁÒÉ ÒÕÒÁÌÅ 

ĦÉ ÕÒÂÁÎÅ, dÁÃá privim spre ÇÅÎÕÒÉÌÅ ÍÕÚÉÃÉÉ ÍÁÇÈÉÁÒÅ ÄÅ ÄÁÎÓ ĦÉ muzica 
ÐÏÐÕÌÁÒáȟ ÃÁÒÅ ÁÕ ÓÅÒÖÉÔ ÄÒÅÐÔ ÓÕÒÓÅ ÐÅÎÔÒÕ ÍÕÚÉÃÁ ÃÕÌÔá ÏÃÃÉÄÅÎÔÁÌáȟ ĦÉ spre 
compozitori ÃÁ ÒÅÐÒÅÚÅÎÔÁÎĪÉ ÁÉ style hongrois ÿÎ ÓÅÃÏÌÕÌ 8)8ȟ ÅÓÔÅ ÅÖÉÄÅÎÔ Ãá 

 
20 3ÔÁÔÕÉÁ ÒÅÁÌÉÚÁÔá ÄÅ !ÌÁÄÜÒ )Çĕ ÿÎ ΣΫΫΤ Á ÆÏÓÔ ÒÉÄÉÃÁÔá ÿÎ ÓÁÔÕÌ ÎÁÔÁÌ ÁÌ ÌÕÉ #ÚÉÎËÁȟ 
Sajógömör (Gemer, Slovacia). 
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ÔÒÅÂÕÉÅ Óá ÍÅÎĪÉÏÎáÍȟ ÿÎ ÏÒÄÉÎÅ ÃÒÏÎÏÌÏÇÉÃáȟ ÄÁÎÓÕÒÉÌÅ verbunkos ĦÉ csárdás21 
ĦÉ ÃÝÎÔÅÃÕÌ ÐÏÐÕÌÁÒ ÄÅ ÁÒÔá (în ÍÁÇÈÉÁÒá nóta)22ȟ ÐÒÅÃÕÍ ĦÉ ÃÝÎÔÅÃÅ ÆÏÌÃÌÏÒÉÃÅ, 
ÃÏÎÆÏÒÍ ÃÕ ÃÌÁÓÉÆÉÃÁÒÅÁ ÍÏÄÅÒÎáȟ ÃÁÒÅ ÁÐÁÒ ÄÅ ÁÓÅÍÅÎÅÁȢ #ÏÍÐÏÚÉĪÉÉÌÅ ÂÁÚÁÔÅ 
ÐÅ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÅ ÍÕÚÉÃÁÌÅȟ ÿÎÔÏÒÓáÔÕÒÉÌÅ ÍÅÌÏÄÉÃÅ ĦÉ ÆÏÒÍÕÌÅÌÅ ÒÉÔÍÉÃÅ ÁÌÅ 
ÁÃÅÓÔÏÒ ÇÅÎÕÒÉ ÁÕ ÆÏÓÔ ÂÉÎÅ ÐÒÉÍÉÔÅ ÄÅ ÃÏÎÔÅÍÐÏÒÁÎÉ ĦÉ ÁÕ ÄÅÖÅÎÉÔ ÅÌÅÍÅÎÔÅ 
ale factorilor definitorii de auto-ÉÄÅÎÔÉÆÉÃÁÒÅ ÁÉ ÃÏÍÕÎÉÔáĪÉÉ ÖÏÒÂÉÔÏÁÒÅ ÄÅ ÌÉÍÂá 
ÍÁÇÈÉÁÒáȢ +ÏÄÜÌÙ ÏÂÓÅÒÖÁ ÕÒÍáÔÏÁÒÅÌÅ aspecte ÄÅÓÐÒÅ ÐÒÏÄÕÃĪÉÁ ÄÅ cântece 
populare culte din ÓÅÃÏÌÕÌ 8)8ȡ ȵ&áÒá ÿÎÄÏÉÁÌáȟ ÁÃÅÁÓÔÁ Á ÆÏÓÔ ÐÒÉÍÁ ÁÐÁÒÉĪÉÅ ÿÎ 
ÍÁÓá Á ÕÎÅÉ ÍÕÚÉÃÉ populare evident maghiare, care este în continuare 
ÐÅÒÃÅÐÕÔá ÃÁ ÁÔÁÒÅ ÄÅ ÔÏÁÔá ÌÕÍÅÁ ÃÈÉÁÒ ĦÉ ÿÎ ÐÒÅÚÅÎÔȢȱ ɉ+ÏÄÜÌÙ ΣΫΥΫȾΣΫΪΤȡΤΦΤɊ 

!ÃÅÓÔ ÔÉÐ ÄÅ ÍÕÚÉÃáȟ ÓÔÒÝÎÓ ÌÅÇÁÔá ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÆÏÒÍÁĪÉÉÌÏÒ ÄÅ 
ĪÉÇÁÎÉȟ Á ÄÅÖÅÎÉÔ ÔÒÅÐÔÁÔ ĦÉ ÍÕÚÉÃÁ ÏÒÁĦÅÌÏÒȟ ÐÅÎÔÒÕ Ãá Á ÓÅÒÖÉÔ ÄÒÅÐÔ ÃÁÄÒÕ 
ÉÄÅÏÌÏÇÉÃ ĦÉ ÅÍÏĪÉÏÎÁÌ ÐÅÎÔÒÕ ÁÐÁÒÉĪÉÁ ÎÁĪÉÕÎÉÉ ÕÎÇÁÒÅ ÃÁ ÅÎÔÉÔÁÔÅ ÐÏÌÉÔÉÃá ĦÉ 
ÃÕÌÔÕÒÁÌáȢ &ÉÅÃÁÒÅ ÓÅÇÍÅÎÔ ÁÌ ÓÏÃÉÅÔáĪÉÉ Á ÆÏÓÔ ÿÍÂÉÂÁt ÄÅ ÄÏÒÉÎĪÁ ÄÅ Á ÃÅÒÃÅÔÁȟ 
crea, sau consolida caracterul ÎÁĪÉÏÎÁÌȢ _ÎÆÌÏÒÉÒÅÁ ÉÄÅÎÔÉÔáĪÉÉ ĦÉ ÃÕÌÔÕÒÉÉ ÎÁĪÉÏÎÁÌÅ 
Á ÁÖÕÔ ÌÏÃ ÃÏÎÃÏÍÉÔÅÎÔ ÃÕ ÒáÓÐÝÎÄÉÒÅÁ ÕÎÅÉ ÐÒÅÆÅÒÉÎĪÅ ÇÅÎÅÒÁÌÅ ÐÅÎÔÒÕ ÍÕÚÉÃÁ 
ÒÏÍÁÎÔÉÃá ĦÉ ɂ în cadrul burgheziei ungare în curs de dezvoltare ɂ cu o 

 
21Verbunkos (din cuvântul german Werbung Ͼ ÒÅÃÒÕÔÁÒÅɊ ÅÓÔÅ ÕÎ ÔÉÐ ÄÅ ÄÁÎÓ ÂáÒÂáÔÅÓÃ 
ÿÎ ÎÏÕÌ ÓÔÉÌ ÕÎÇÁÒ ÄÁÎÓÁÔ ÉÎÄÉÖÉÄÕÁÌ ÓÁÕ ÿÎ ÇÒÕÐȢ .ÕÍÅÌÅ ÄÅÒÉÖá ÄÅ ÌÁ ÒÅÃÒÕÔÁÒÅÁ 
ÓÏÌÄÁĪÉÌÏÒȟ ÏÒÇÁÎÉÚÁÔá ÃÕ ÐÅÔÒÅÃÅÒÉȟ ÄÅ ÌÁ ÍÉÊÌÏÃÕÌ ÓÅÃÏÌÕÌÕÉ 86)))ȟ ÃÕ ÔÏÁÔÅ Ãá ÿÎ ÁÃÅÁÓÔá 
ÆÁÚá ÔÉÍÐÕÒÉÅ ÎÕ ÓÅ ÐÏÁÔÅ ÄÉÓÃÅÒÎÅ ÕÎ Ótil verbunkosȢ 0ÒÅÉÓÔÏÒÉÁ ĦÉ ÅÖÏÌÕĪÉÁ ÓÁ ÓÕÎÔ 
reflectate în sursele muzicii de dans din secolul XVIII, în melodiile de tip ungaresca în 
ÃÁÒÅ ÓÅ ÐáÓÔÒÅÁÚá ÖÅÒÓÉÕÎÉ ÍÁÉ ÖÅÃÈÉ ĦÉ ÔÒáÓáÔÕÒÉÌÅ ÓÔÉÌÉÓÔÉÃÅ ÔÉÍÐÕÒÉÉ ÃÁÒÅ ÁÎÔÉÃÉÐÅÁÚá 
dansul verbunkosȢ #ÏÍÐÁÒÁĪÉÉ ÃÕ ÓÕÒÓÅ ÄÉÎ ÓÅÃÏÌÅÌÅ 86))) ĦÉ 8)8 ÒÅÌÅÖá ÎÁÔÕÒÁ ÇÒÁÄÕÁÌá 
Á ÐÒÏÃÅÓÕÌÕÉ ĦÉ ÆÁÐÔÕÌ Ãáȟ ÌÁ ÔÒÅÃÅÒÅÁ ÿÎÓÐÒÅ ÓÅÃÏÌÕÌ 8)8ȟ ÔÒáÓáÔÕÒÉ ÄÅ verbunkos 
ÿÎÒÅÇÉÓÔÒÁÔÅ ÿÎ ÓÕÒÓÅ ÄÉÎ ÓÅÃÏÌÕÌ 8)8 ĦÉ ÿÎ ÔÒÁÄÉĪÉÁ ÄÅ ÄÁÎÓ ÍÁÉ ÒÅÃÅÎÔá ÿÎÃÅÐÅÁÕ ÄÅÊÁ Óá 
ÐÒÉÎÄá ÆÏÒÍáȢ !ÃÅÓÔ ÃÁÒÁÃÔÅÒ ÍÁÉ ÓÏÌÅÍÎ ĦÉ ÍÁÉ ÅØÁÌÔÁÔ ÁÌ ÄÁÎÓÕÌÕÉ ÅÓÔÅ ÅÖÉÄÅÎĪÉÁÔ ÄÅ 
ÒÉÔÍÕÌ ÐÕÎÃÔÁÔ ĦÉ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÌÅÎÔ ÌÁ ÄĴÖě. 
Csárdásȡ ÕÎ ÄÁÎÓ ÍÁÉ ÎÏÕ ĦÉ ÍÏÄÅÒÎ ÃÁÒÅ Á ÁÊÕÎÓ Óá ÆÉÅ ÕÔÉÌÉÚÁÔ ÐÅ ÓÃÁÒá ÌÁÒÇá ÿÎ ĪÁÒáȟ 
ÁÐáÒÕÔ ÐÅÎÔÒÕ ÐÒÉÍÁ ÄÁÔá ÿÎ ΣΪΥΡȢ 3ÐÒÅ ÄÅÏÓÅÂÉÒÅ ÄÅ verbunkos, csárdás nu era un dans 
ÅØÃÌÕÓÉÖ ÐÅÎÔÒÕ ÂáÒÂÁĪÉȟ ÆÉÉÎÄ ÕÎ ÄÁÎÓ ÐÅÎÔÒÕ ÃÕÐÌÕÒÉ ÿÎ ÃÁÒÅ ĦÉ ÄÏÁÍÎÅÌÅ ÓÅ ÐÕÔÅÁÕ 
ÉÍÐÌÉÃÁ ÁÃÔÉÖȟ ÉÁÒ ÂáÒÂÁĪÉÉ ÁÖÅÁÕ ÔÏÔÕĦÉ ÏÃÁÚÉÁ ÐÅÎÔÒÕ ÉÎÔÅÒÐÒÅÔáÒÉ ÓÏÌÉÓÔÉÃÅȢ _ÎÃÅÔ ĦÉ ÒÁÐÉÄ 
(lassú ĦÉ friss), csárdás-ÕÌ Á ÃÝĦÔÉÇÁÔ ÿÎ ÃÕÒÝÎÄ ÐÏÐÕÌÁÒÉÔÁÔÅ ÿÎ ÔÏÁÔÅ ÓÔÒÁÔÕÒÉÌÅ ÓÏÃÉÅÔáĪÉÉȢ 
(Pentru mai multe detalii a se vedea: Explanation of dance names. În: AHFM 2012) 
22Nóta ÿÎÓÅÍÎÁ ÅØÃÌÕÓÉÖ ȵÃÝÎÔÅÃ ÖÏÃÁÌȱ ÿÎ ÍÁÇÈÉÁÒáȟ ÃÁÒÅ ÿÎ ÍÁÊÏÒÉÔÁÔÅÁ ÃÁÚÕÒÉÌÏÒ ÎÕ 
ÅÒÁ ÁÃÏÍÐÁÎÉÁÔ ÄÅ ÄÁÎÓȡ ÓÅ ÃÝÎÔÁ ÌÁ ÍÁÓá ɍÿÎ ÍÁÇÈÉÁÒáȡ asztaliɎȟ ÁÄÉÃá ÓÅ ÒÅÆÅÒÅÁ ÿÎ 
ÍÏÄ ÃÅÒÔ ÌÁ Ï ÍÅÌÏÄÉÅ ÖÏÃÁÌáȟ ÃÕ ÔÅØÔȢ  
Magyarnóta [nóta ÍÁÇÈÉÁÒáɎȡ ÕÎ ÔÅÒÍÅÎ ÓÅÐÁÒÁÔ ÐÅÎÔÒÕ ÃÝÎÔÅÃÅ ÐÏÐÕÌÁÒÅ ÃÕÌÔÅ ÄÉÎ 
ÓÅÃÏÌÅÌÅ 8)8 ĦÉ 88ȟ ÁÉ ÃáÒÏÒ ÉÎÔÅÒÐÒÅĪÉ ÄÅÄÉÃÁĪÉ ÅÒÁÕ ÁÎÓÁÍÂÌÕÒÉÌÅ ÄÅ ĪÉÇÁÎÉȢ  
Hallgató ɍÄÏÁÒ ÄÅ ÁÓÃÕÌÔÁÔɎȡ ÕÎ ÔÅÒÍÅÎ ÍÁÉ ÍÕÌÔ ÓÁÕ ÍÁÉ ÐÕĪÉÎ ÁÎÁÌÏÇ ÐÅÎÔÒÕ nóta. 
Cuvântul nótaȟ ÁĦÁ ÃÕÍ ÅÒÁ ÆÏÌÏÓÉÔ ÌÁ ÿÎÃÅÐÕÔÕÒÉȟ ÿÎÓÅÍÎÁ Ï ÍÅÌÏÄÉÅ ÉÎÓÔÒÕÍÅÎÔÁÌáȢ _Î 
ÔÒÁÄÉĪÉÁ ÆÏÌÃÌÏÒÉÃáȟ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÉ ÒÕÒÁÌÉ ĦÉ ÖÉÏÌÏÎÉĦÔÉÉ ĪÉÇÁÎÉ ÄÅ ÌÁ ÓÁÔÅ ÆÏÌÏÓÅÓÃ ÐÝÎá ÿÎ 
zilele noastre doar termenul nóta ĦÉ ÎÕ ÔÅÒÍÅÎÕÌ dallam (melodie). Ei nu spun despre 
ÕÎ ÃÝÎÔÅÃ Ãá ÁÒÅ Ï ÁÎÕÍÉÔá melodie,ÃÉ ÓÐÕÎ ÿÎ ÌÏÃ ÄÅ ÁÓÔÁ Ãá ÅÓÔÅ ÃÝÎÔÁÔ ÐÅ Ï nóta, fie 
Ãá ÅÓÔÅ Ï ÍÅÌÏÄÉÅ ÖÏÃÁÌá ÃÕ ÔÅØÔ ÓÁÕ Ï ÍÅÌÏÄÉÅ ÉÎÓÔÒÕÍÅÎÔÁÌáȢ 
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ÐÒÅÄÉÌÅÃĪÉÅ ÐÅÎÔÒÕ ÐÒÁÃÔÉÃÁÒÅÁ ÍÕÚÉÃÉÉ ÿÎÔÒ-un cadru domestic (Hausmusik), 
ÿÍÐÒÅÕÎá ÃÕ ÃÏÍÐÏÚÉĪÉÉ ÎÏÉȟ diletantiste, concepute în stil ungar, majoritatea 
în genul cântecelor populare culte (nótaÓɊ ĦÉ Ál muzicii de csárdás. În paralel cu 
ÁÃÅÓÔÅÁ ÅØÉÓÔÁ ÿÎ ÏÒÁĦÅÌÅ ÄÉÎ 5ÎÇÁÒÉÁ, ÿÎ ÐÒÉÍÁ ÊÕÍáÔÁÔÅ Á ÓÅÃÏÌÕÌÕÉ 8)8, o 
ÃÅÒÅÒÅ ÃÒÅÓÃÝÎÄá ÄÅ ÉÎÔÅÒÐÒÅĪÉ ÁÉ ÁÃÅÓÔÅÉ ÍÕÚÉÃÉȟ ĦÉ ÁÎÕÍÅ ÄÅ ÔÒÕÐÅ ÄÅ ĪÉÇÁÎÉȢ 
%ÖÉÄÅÎÔȟ ÍÏÄÕÌ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ĦÉ ÒÅÐÅÒÔÏÒÉÕÌ ÔÒÕÐÅÌÏÒ ÄÅ ĪÉÇÁÎÉ ÃÁÒÅ ÃÝÎÔÁÕ ÿÎ 
ÏÒÁĦÅ Ó-a schimbat de-a lungul anilor în ÃÏÍÐÁÒÁĪÉÅ ÃÕ ÃÅÌÅ ÒÕÒÁÌÅȢ _Î ÓÅÃÏÌÕÌ 
XIX style hongrois Á ÆÏÓÔ ÉÎÆÌÕÅÎĪÁÔ ÄÅ ÓÔÉÌÕÌ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ÁÌ ÍÕÚÉÃÁÎĪÉÌÏÒ 
ĪÉÇÁÎÉ cu ÄÉÓÐÏÚÉĪÉÁ, forma ĦÉ ÃÁÒÁÃÔÅÒÕÌ ÓáÕ distincte, dar una din sursele chiar 
ĦÉ Á ÁÃÅÓÔÕÉ ÓÔÉÌ ÄÅ ÔÅÈÎÉÃá ÉÎÔÅÒÐÒÅÔÁÔÉÖá Á ÆÏÓÔ ÐÒÏÂÁÂÉÌ ÃÝÎÔÅÃÕÌ ÐÏÐÕÌÁÒ ÃÕÌÔȟ 
sau nótaȟ ÃÕ ÁÌ ÓáÕ ÕÎÉÃ ÔÅÍÐÅÒÁÍÅÎÔ ÒÁÐÓÏÄÉÃ ÃÁÒÅ ÐÕÔÅÁ ÉÍÐÒÅÓÉÏÎÁ ÐÝÎá ÌÁ 
ÌÁÃÒÉÍÉȣȢȢ ɉ&ÉÇȢ ΥɊȢ23 _ÎÔÒÕÃÝÔ ÃÁÄÒÕÌ ÓÏÃÉÁÌ ĦÉ ÎÁÔÕÒÁ ÃÏÍÕÎÉÔáĪÉÌÏÒ ÄÅ ÌÁ ÏÒÁĦÅ 
sunt complet diferite de cele de la sate, trupele ÄÅ ĪÉÇÁÎÉ ÔÒÅÂÕÉÁÕ Óá ÌÕÃÒÅÚÅ în 
ÿÍÐÒÅÊÕÒáÒÉ ÎÏÉȟ ÄÅÏÁÒÅÃÅ ÃÁ ÍÕÚÉÃÁÎĪÉ ÐÒÏÆÅÓÉÏÎÉĦÔÉ ÔÒÅÂÕÉÁu Óá ÔÒáÉÁÓÃá ÄÉÎ 
ÃÅÅÁ ÃÅ ÏÆÅÒÅÁ ÐÉÁĪÁȢ 

 
Fig. 3. Chart of the style hongrois and related issues24 

 

 
23Caracteristicile muzicii culte maghiare în stil folcloric de la mijlocul secolului XIX erau: 
ÍÏÄ ÍÉÎÏÒȟ ÍÅÌÏÄÉÉ ÃÕ ÒÅÇÉÓÔÒÕ ÍÅÌÏÄÉÃ ÍÁÉ ÅØÔÉÎÓȟ ÃÁÒÁÃÔÅÒ ÉÍÐÕÌÓÉÖȟ ÒÕÂÁÔÏ ĦÉ ÆÒÁÚÅ 
ÍÅÌÏÄÉÃÅ ĦÉ ÒÉÔÍÉÃÅ ÓÔÅÒÅÏÔÉÐÅȟ ÃÁÄÅÎĪÅ ɉÃÕÍ ÁÒ ÆÉ ÓÅÃÕÎÄÁ ÍáÒÉÔáȟ ÒÉÔÍÕÌ ÐÕÎÃÔÁÔȟ ÁĦÁ-
ÎÕÍÉÔÁ ÃÖÁÒÔá kuruc ĦÉ ÆÉÇÕÒÁ ÃÁÄÅÎĪÉÁÌá bokázó ɍÏ ÆÉÇÕÒá ÓÐÅÃÉÁÌá ÌÁ ÃÁÒÅ ÓÕÎÔ ÁÓÏÃÉÁÔÅ 
ÁÔÝÔ ÕÎ ÒÉÔÍȟ ÃÝÔ ĦÉ ÕÎ ÃÏÎÔÕÒ ÓÐÅÃÉÆÉÃȡ ÕÎ ÇÒÕÐÅÔ ÃÁÒÅ ÿÎÃÅÐÅ ÃÕ  ÎÏÔÁ ÓÕÐÅÒÉÏÁÒá 
ÿÎÖÅÃÉÎÁÔáɎɊȢ  
24 &ÉÇÕÒÁ ÁÒÁÔá ÄÉÆÅÒÉÔÅÌÅ ÅÆÅÃÔÅȟ ÅÌÅÍÅÎÔÅ ĦÉ ÁÓÐÅÃÔÅ ÃÁÒÅ ÁÕ ÃÏÎÔÒÉÂÕÉÔ ÌÁ ÁÐÁÒÉĪÉÁ ĦÉ 
ÅÖÏÌÕĪÉÁ ÓÔÉÌÕÌÕÉ ÈÏÎÇÒÏÉÓȢ 3áÇÅĪÉÌÅ ÁÒÁÔá ÉÎÔÅÒÁÃĪÉÕÎÉÌÅ ÄÉÎÔÒÅ ÅÌÅÍÅÎÔÅȢ 



ETHNOMOUSIKOLOGION   Nr. 3 (2/2023 )       27 
 
$)&%2%.§% ÎNTRE TARAFURILE DE §)'!.) RURALE ¥) 52"!.% 

$ÉÆÅÒÅÎĪÁ ÄÉÎÔÒÅ ÍÅÄÉÕÌ ÒÕÒÁÌ ĦÉ ÕÒÂÁÎ Á ÆÏÓÔ ÃÏÎÓÏÌÉÄÁÔá ÕÌÔÅÒÉÏÒ ÄÅ 
ÃÅÒÃÅÔÁÒÅÁ ÍÕÚÉÃÉÉ ÆÏÌÃÌÏÒÉÃÅ ÄÉÎ ÓÅÃÏÌÕÌ 88ȟ ÃÁÒÅ Á ÆáÃÕÔ ÄÉÓÔÉÎÃĪÉÁ ÿÎÔÒÅ muzica 
ÆÏÌÃÌÏÒÉÃá ÕÒÂÁÎá ĦÉ ĪáÒáÎÅÁÓÃáȟ ÐÅ ÃÁÒÅ /ÃÃÉÄÅÎÔÕÌ ÌÅ ÐÅÒÃÅÐÅ ÃÁ ÐÅ ÕÎ ÔÏÔ 
folcloric unitar. 0ÒÉÎ ÉÎÔÅÒÍÅÄÉÕÌ ÃÅÒÃÅÔáÒÉÉ ÍÕÚÉÃÁÌÅ ÆÏÌÃÌÏÒÉÃÅ ĦÔÉÉÎĪÉÆÉÃÅ 
ÄÅÓÆáĦÕÒÁÔÅ ÄÅ Béla "ÁÒÔĕË ĦÉ Zoltán Kodály, descoperirea unor diverse stiluri 
arhaice ale ÍÕÚÉÃÉÉ ÆÏÌÃÌÏÒÉÃÅ ÍÁÇÈÉÁÒÅ ĦÉ Á ÒÏÌÕÌÕÉ ÓÃáÒÉi pentatonice în aceasta, 
ÉÍÁÇÉÎÅÁ ÍÕÚÉÃÉÉ ÍÁÇÈÉÁÒÅ Á ÄÅÖÅÎÉÔ ÍÁÉ ÃÏÌÏÒÁÔá ĦÉ Á ÏÆÅÒÉÔ ÎÏÉ ÏÐÏÒÔÕÎÉÔáĪÉȢ 
!ÃÅÓÔ ÐÒÏÃÅÓ Á ÃÏÉÎÃÉÓ ÃÕ Ï ÓÃÈÉÍÂÁÒÅ ÄÅ ÐÁÒÁÄÉÇÍá ÿÎ ÍÕÚÉÃÁ ÏÃÃÉÄÅÎÔÁÌáȟ i.e. 
ÆÉÎÁÌÕÌ ÕÎÅÉ ÌÕÎÇÉ ÐÅÒÉÏÁÄÅ ÃÕÎÏÓÃÕÔÅ ÄÒÅÐÔ 2ÏÍÁÎÔÉÓÍ ĦÉ Á ÍÕÌÔ ÍÁÉ ÅØÔÉÎÓÅÉ 
ÐÅÒÉÏÁÄÅ Á ÍÕÚÉÃÉÉ ÔÏÎÁÌ ÆÕÎÃĪÉÏÎÁÌÅȢ !ÓÔÆÅÌȟ ÁÓÐÅÃÔÅÌÅ ÃÁÒÅ ÔÒÅÂÕÉÅ ÓÔÕÄÉÁÔÅ ÎÕ 
sunt doar ce anume ÒÅÐÒÅÚÉÎÔá cântecele folclorice ɉÓÁÕ ÃÝÎÔÅÃÅÌÅ ĪáÒáÎÅĦÔÉɊ ĦÉ 
ÃÕÍ ÄÉÆÅÒá ÄÅ ÁÌÔÅ ÒÅÐÅÒÔÏÒÉÉȟ ÃÉ ĦÉȟ ÃÕÍ ÓÐÕÎÅÁ +ÏÄÜÌÙȟ ÃÅ ÃÝÎÔá ȵÐÏÐÏÒÕÌȰȢ !ÉÃÉ 
ÐÕÔÅÍ ÁÄáÕÇÁȡ ÐÅ ÃÅ ÍÕÚÉÃá ÄÁÎÓÅÁÚáȟ ÃÕÍ ÐÅÔÒÅÃ? $ÁÃá ÁÂÏÒÄáÍ ÓÕÂÉÅÃÔÕÌ 
ÄÉÎ ÁÃÅÁÓÔá ÄÉÒÅÃĪÉÅȟ ÐÕÔÅÍ ÄÏÁÒ Óá ÅÎÕÍÅÒáÍ ÄÉÎ ÎÏÕ ÁÃÅÌÅÁĦÉ ÇÅÎÕÒÉ ÄÅÊÁ 
ÍÅÎĪÉÏÎÁÔÅ, ÓÔÒÝÎÓ ÌÅÇÁÔÅ ĦÉ ÄÅ ÔÒÕÐÅÌÅ ÄÅ ĪÉÇÁÎÉȟ din perspectiva ultimilor 150ɀ
200 de ani: verbunkos, csárdás, nóta ɉÉȢÅȢ ÃÝÎÔÅÃ ÐÏÐÕÌÁÒ ÃÕÌÔɊ ĦÉ ÍÕÚÉÃá 
ÆÏÌÃÌÏÒÉÃá ÁĦÁ ÃÕÍ Á ÆÏÓÔ ÄÅÆÉÎÉÔá ÄÅ ÃÅÒÃÅÔÁÒÅÁ ÓÅÃÏÌÕÌÕÉ 88Ȣ 
$ÁÃá ÌáÓáÍ ÌÁ Ï ÐÁÒÔÅ ÓÔÒÁÔÕÒÉÌÅ ÓÔÉÌÉÓÔÉÃÅ ÁÒÈÁÉÃÅ ÁÌÅ ÍÕÚÉÃÉÉ ÆÏÌÃÌÏÒÉÃÅ 
maghiare25ȟ ÐÒÉÎÃÉÐÁÌÁ ÄÉÆÅÒÅÎĪá ÄÉÎÔÒÅ ÍÕÚÉÃÁ ÆÏÌÃÌÏÒÉÃá ĦÉ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒá 
ÃÕÌÔáȟ ĦÉ ÁÎÕÍÅ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÁÃÅÓÔÏÒÁ ÄÅ ÃáÔÒÅ ÆÏÒÍÁĪÉÉ ÄÅ ÃÏÁÒÄÅ ÒÕÒÁÌÅ ĦÉ 
urbaneȟ ÎÕ ÃÏÎÓÔá ÿÎ ÍÁÔÅÒÉÁÌÕÌ ÍÅÌÏÄÉÃȢ / ÓÅÒÉÅ ÄÅ ÍÅÌÏÄÉÉ ÆÏÌÃÌÏÒÉÃÅ ÄÅ ÊÏÃ 
provin din  muÚÉÃÁ ÃÕÌÔá ĦÉ ÐÒÅÚÉÎÔá ÓÅÃÖÅÎĪÅ melodice, acorduri arpegiate, sau 
ÐÒÏÇÒÅÓÉÉ ÁÒÍÏÎÉÃÅ ÆÕÎÃĪÉÏÎÁÌÅȢ Mai mult, acest tip de material melodic apare 
ĦÉ ÿÎ ÃÝÎÔÅÃÅÌÅ ÆÏÌÃÌÏÒÉÃÅȢ 0ÒÉÎÔÒÅ ÃÅÌÅ ΨΤ ÄÅ ÔÉÐÕÒÉ ÄÅ ÍÅÌÏÄÉÉ descendente în 
ÇÁÍá ÍÁÊÏÒá din Catalogul Tipurilor de Cântece Folclorice întocmit de 
Szendrei ĦÉ Dobszay (DobszayɀSzendrei 1992:36), câteva zeci sunt larg 
ÒáÓÐÝÎÄÉÔÅ ÃÁ ÍÅÌÏÄÉÉ ÄÅ csárdás, perfect compatibile cu acompaniamentele 
ÆÕÎÃĪÉÏÎÁÌÅȠ ÄÅ ÁÓÅÍÅÎÅÁȟ ÅØÉÓÔá ΤΩ Äe tipuri de melodii descendente în ÇÁÍá 
ÍÉÎÏÒáȟ ÃÝÎÔÅÃÅ ÃÕÌÔÅ ÐÓÅÕÄÏ-ÆÏÌÃÌÏÒÉÃÅȟ ÃÁÒÅ ÐÒÅÚÉÎÔá ÔÒáÓáÔÕÒÉÌÅ 
ÃÁÒÁÃÔÅÒÉÓÔÉÃÅ ÁÌÅ ÃÏÍÐÏÚÉĪÉÉÌÏÒ nóta (melodii în gama ÍÉÎÏÒáȟ ÕÎÅÏÒÉ ÃÕ 
ÓÅÃÕÎÄÅ ÍáÒÉÔÅ).26 Putem cita o serie de date despÒÅ ÍÕÚÉÃÁ ÆÏÌÃÌÏÒÉÃáȟ 
originare ÄÉÎ ÍÕÚÉÃÁ ÃÕÌÔáȟ ÃÁÒÅ ÄÅÍÏÎÓÔÒÅÁÚá Ãá ÄÉÆÅÒÅÎĪÁ ÃÅÁ ÍÁÉ ÉÍÐÏÒÔÁÎÔá 
ÿÎÔÒÅ ÍÕÚÉÃÁ ÆÏÌÃÌÏÒÉÃá ÍÁÇÈÉÁÒá ÄÅ ÔÒÁÄÉĪÉÅ ÒÕÒÁÌá ĦÉ ÃÝÎÔÅÃÅÌÅ populare urbane 

 
25Stratul stilistic pentatonic, considerat a fi unul dintre cele mai vechi din muzica 
ÆÏÌÃÌÏÒÉÃá ÕÎÇÁÒáȢ 6Ȣȡ DobszayɀSzendrei 1992:36. 
26'ÒÕÐÕÌ ÄÅ ÃÝÎÔÅÃÅ ÄÅ ÁÒÔá ÐÏÐÕÌÁÒá ÍÉÎÏÒ ÄÅÓÃÅÎÄÅÎÔ ÅÓÔÅ ÃÏÎÅÃÔÁÔ ÌÁ ÂÌÏÃÕÌ ÓÔÉÌÉÓÔÉÃ 

descendent cu ÓÃÈÉÍÂÁÒÅ ÄÅ ÃÖÉÎÔá ÄÏÁÒ ÿÎÔÒ-un mod formal, multe dintre 
aceste cântece fiind melodii de csárdás bine cunoscute, interpretate regulat în 
ÍÉĦÃÁÒÅÁ ÃÁÓÅÉ ÄÅ ÄÁÎÓȢ  0ÅÎÔÒÕ ÍÁÉ ÍÕÌÔÅ ÉÎÆÏÒÍÁĪÉÉ ÄÅÓÐÒÅ ÁÃÅÓÔ ÇÒÕÐȟ Á ÓÅ ÖÅÄÅÁ: 

(DobszayςSzendrei 1992:36), http://nepzeneipeldatar.hu/bongeszes/?sid=3 (accesat: 
20.03.2024) 

http://nepzeneipeldatar.hu/bongeszes/?sid=3
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ÎÕ ÃÏÎÓÔá ÿÎ ÍÅÌÏÄÉÉȟ ÃÉ ÿÎ ÍÁÎÉÅÒÁ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ. 2ÏÌÕÌ ÍÕÚÉÃÁÎĪÉÌÏÒ ĪÉgani, 
atât de la ÏÒÁĦȟ ÃÝÔ ĦÉ ÄÅ ÌÁ ÓÁÔȟ ÅÒÁ ÅØÅÃÕĪÉÁȟ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÍÕÚÉÃÉÉ ÿÎÔÒ-o 
ÍÁÎÉÅÒá ÓÐÅÃÉÁÌáȟ ĦÉ ÎÕ ÃÒÅÁĪÉÁȟ ÃÏÍÐÏÚÉĪÉÁȟ ÁĦÁ ÃÕÍ Á ÓÃÒÉÓ "ÜÌÉÎÔ 3ÜÒÏÓÉȡ 

ȰɍȣɎ ÍÕÚÉÃÁÎĪÉÉ ĪÉÇÁÎÉ, ÿÎ ÃÁÌÉÔÁÔÅ ÄÅ ÒÅÐÒÅÚÅÎÔÁÎĪÉ ÒÅÓÐÅÃÔÁĪÉ 
ai profesiei lor de-a lungul timpului, au contribuit în mod creativ la 
ÃÏÎÓÅÒÖÁÒÅÁ ĦÉ ÿÍÂÏÇáĪÉÒÅÁ ÔÒÁÄÉĪÉÅÉȢ #ÅÅÁ ÃÅ promovau ei nu era 
ÃÒÅÁĪÉÁȟ ÃÉ ÐÅÒÆÅÃĪÉÏÎÁÒÅÁ ÉÎÔÅÒÐÒÅÔáÒÉÉȢ %É ÎÕ ȬÁÄáÕÇÁÕȭȟ ÎÕ ÁÖÅÁÕ ÕÎ 
ÃÕÖÝÎÔ ÄÅÃÉÓÉÖ ÄÅÓÐÒÅ ÃÕÍ ÁÒ ÔÒÅÂÕÉ Óá ÁÒÁÔÅ ÔÒÁÄÉĪÉÁ ÍÕÚÉÃÁÌá 
ÍÁÇÈÉÁÒáȢ 3ÉÎÇÕÒÕÌ ÅÌÅÍÅÎÔ ÍÕÚÉÃÁÌ ÃÁÒÅ ÌÉ ÓÅ ÁÔÒÉÂÕÉÅ ÿÎ ÍÏÄ ÏÂÉĦÎÕÉÔ 
este scara (ÄÅ ÒÅÇÕÌá ÆÒÉÇÉÁÎáɊ ÃÕ ÓÅÃÕÎÄÁ ÍáÒÉÔáȢȱ ɉ3ÜÒÏÓÉ ΤΡΣΩȡΣΨΦɊ 

02!#4)#) $% !2-/.):!2% !,% &/2-!§)),/2 $% ,A54!2) 252!,% 

&ÏÌÏÓÉÍ ÔÅÒÍÅÎÕÌ ȵÁÒÍÏÎÉÚÁÒÅ ÆÏÌÃÌÏÒÉÃáȱ ÐÅÎÔÒÕ ÄÉÖÅÒÓÅ ÆÅÎÏÍÅÎÅ ÄÅ 
ÐÏÌÉÆÏÎÉÅ ÆÏÌÃÌÏÒÉÃá ÉÎÔÅÎĪÉÏÎÁÔáȟ ÌÅÇÁÔá ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÉÎÓÔÒÕÍÅÎÔÁÌáȢ _ÎÓáĦÉ 
ÎÁÔÕÒÁ ÉÎÓÔÒÕÍÅÎÔÕÌÕÉ ÏÆÅÒá ÐÏÓÉÂÉÌÉÔÁÔÅÁ ÄÅ ÁÒÍÏÎÉÚÁÒÅ ÿÎ ÃÁÚÕÌ 
instrumentelor cu burduf ɉÃÉÍÐÏÉȟ ÃÈÉÒÏÎÄá ĦÉ ĪÉÔÅÒáɊȟ ÏÆÅÒÉÎÄ ÿÎ ÐÅÒÍÁÎÅÎĪá 
ÕÎ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÿÎ ÒÅÇÉÓÔÒÕÌ ÇÒÁÖȢ )ÎÆÌÕÅÎĪÁ ÌÏÒ ÅÓÔÅ ÐÕÔÅÒÎÉÃá ĦÉ ÁÐÁÒÅȟ ÄÅ 
ÅØÅÍÐÌÕȟ ÄÅ ÍÕÌÔÅ ÏÒÉ ÿÎ ÌÕÃÒáÒÉÌÅ ÌÕÉ "ÁÒÔĕË ĦÉ +ÏÄÜÌÙȢ 4ÏÔÕĦÉȟ ÃÅÒÃÅÔÁÒÅÁ 
ÄÅÔÅÒÍÉÎá ÿÎ ÐÒÉÍÕÌ ÒÝÎÄ ÕÔÉÌÉÚÁÒÅÁ ÁÃÏÒÄÕÒÉÌÏÒ ÿÎ cadrul muzicii folclorice 
instrumentale cântate de ansambluri pe baza practicii interpretative a 
ÆÏÒÍÁĪÉÉÌÏÒ ÄÅ ÃÏÁÒÄÅȢ István Pávai a întocmit un compendiu detaliat al 
ÁÒÍÏÎÉÚáÒÉÉ ÆÏÌÃÌÏÒÉÃÅ ÁĦÁ ÃÕÍ ÅÓÔÅ ÐÒÁÃÔÉÃÁÔá ÁÃÅÁÓÔÁ ÄÅ ÏÒÃÈÅÓÔÒÅÌÅ 
instrumentale de coarde27Ȣ %Ì ÐÒÏÐÕÎÅȟ ÿÎ ÅÓÅÎĪáȟ Ï ÓÅÒÉÅ ÄÅ ĦÁÓÅ ÃÒÉÔÅÒÉÉ ÃÁÒÅ ÁÒ 
ÔÒÅÂÕÉ ÌÕÁÔÅ ÿÎ ÃÏÎÓÉÄÅÒÁÒÅ ÐÅÎÔÒÕ Á ÏÂĪÉÎÅ Ï ÉÎÔÅÒÐÒÅÔÁÒÅ ÃÏÒÅÃÔá Á ÁÒÍÏÎÉÉÌÏÒ 
ÆÏÌÃÌÏÒÉÃÅ ĦÉ ÒÅÓÐÅÃÔÉÖ Á ÐÏÌÉÆÏÎÉÅÉ ÆÏÌÃÌÏÒÉÃÅȟ ĦÉ ÁÎÕÍÅ ɉ0ÜÖÁÉ ΤΡΤΡȡΥΤΤɊȡ 
1. Autenticitatea materialului muzical studiat; 
2. Principiile de armonizare aplicate în diferite puncte ale procesului muzical; 
3. ,ÉÍÉÔáÒÉÌÅ ÔÅÈÎÉÃÅ ĦÉ ÐÏÓÉÂÉÌÉÔáĪÉÌÅ ÉÎÓÔÒÕÍÅÎÔÅÌÏÒ ÒÅÓÐÏÎÓÁÂÉÌÅ ÄÅ ÁÒÍÏÎÉÅȠ 
4. #ÏÍÕÎÉÃÁÒÅÁ ÎÏÎÖÅÒÂÁÌá ÿÎÔÒÅ ÐÒÉÍÁĦ ĦÉ ÁÃÏÍÐÁÎÉÁÔÏÒÉ ɉÁÊÕÓÔÁÒÅÁ 
ÉÎÓÔÒÕÍÅÎÔÁÌÉÓÔÅÌÏÒ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÌÁ ÉÎÔÅÎĪÉÁ ÍÕÚÉÃÉÁÎÕÌÕÉ ÃÁÒÅ ÃÝÎÔá 
melodia de a repeta sau schimba melodiile); 

5. )ÎÆÌÕÅÎĪÁ ÆÏÒÍÕÌÅÌÏÒ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÒÉÔÍÉÃ ÔÒÁÄÉĪÉÏÎÁÌ ÕÔÉÌÉÚÁÔÅ ÐÅÎÔÒÕ 
ÇÅÎÕÌ ÄÁÔ ɉÔÉÐÕÌ ÄÅ ÄÁÎÓɊ ĦÉ Á ÃÁÄÒÕÌÕÉ ÄÅ ÔÅÍÐÏ ÐÅÒÔÉÎÅÎÔ ÁÓÕÐÒÁ ÁÒÍÏÎÉÅÉȠ 

6. 3ÔÉÌÕÌȟ ÃÁÒÁÃÔÅÒÕÌ ĦÉ ÓÐÅÃÉÆÉÃÉÔáĪÉÌÅ ÔÉÐÏÌÏÇÉÃÅ ÁÌÅ ÍÅÌÏÄÉÅÉȢ 
5Î ÍÁÔÅÒÉÁÌ ÍÕÚÉÃÁÌ ÅÓÔÅ ÃÏÎÓÉÄÅÒÁÔ ÄÅ 0ÜÖÁÉ ÁÕÔÅÎÔÉÃ ÄÁÃáȡ 
ȵɍȣɎ ÌÁ ÒÅÊÕÃÁÒÅȟ ÕÎ ÍÕÚÉÃÉÁÎ ÄÅ ÓÁÔ ÅØÐÅÒÉÍÅÎÔÁÔ ĦÉ ÔÁÌÅÎÔÁÔȟ ÃÁÒÅ ĦÉ-a 

ÄÏÂÝÎÄÉÔ ÃÕÎÏĦÔÉÎĪÅÌÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÐÅ ÃáÉ ÔÒÁÄÉĪÉÏÎÁÌÅȟ ÃÏÎÓÉÄÅÒá ÓÏÌÕĪÉÉÌÅ 

 
27 _Î ÐÒÉÍÕÌ ÓáÕ doctorat, intitulat A tánczene és interetnikus kapcsolatai az erdélyi 

magyar néphagyományban ɍ-ÕÚÉÃÁ ÄÅ ÄÁÎÓ ĦÉ ÃÏÎÅØÉÕÎÉÌÅ ÓÁÌÅ ÉÎÔÅÒÅÔÎÉÃÅ ÿÎ ÔÒÁÄÉĪÉÁ 
ÐÏÐÕÌÁÒá ÍÁÇÈÉÁÒá ÄÉÎ 4ÒÁÎÓÉÌÖÁÎÉÁɎ ÄÉÎ ΤΡΡΦȟ ÁÐÏÉ ÿÎ ÃÁÒÔÅÁ ÓÁ Az erdélyi magyar népi 

tánczene ɍ-ÕÚÉÃÁ ÄÅ ÄÁÎÓ ÐÏÐÕÌÁÒ ÍÁÇÈÉÁÒ ÄÉÎ 4ÒÁÎÓÉÌÖÁÎÉÁɎ ÄÉÎ ΤΡΣΤȟ ÐÕÂÌÉÃÁÔá în 
ÌÉÍÂÁ ÅÎÇÌÅÚá ÿÎ ΤΡΤΡȢ 
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ÁÒÍÏÎÉÃÅ ÃÏÒÅÃÔÅ ĦÉ ÖÁÒÉÁĪÉÉÌÅ ÓÁÌÅ ÐÅÒÍÉÓÅȢ 0Å ÄÅ ÁÌÔá ÐÁÒÔÅȟ ÅÌ ÖÁ ÉÄÅÎÔÉÆÉÃÁ 
ÁÃÏÒÄÕÒÉÌÅ ÃÁÒÅ ÓÅ ÁÂÁÔ ÄÅ ÌÁ ÐÒÁÃÔÉÃÁ ÁÒÍÏÎÉÃá ÔÒÁÄÉĪÉÏÎÁÌá ÃÁ ÆÉÉÎÄ ÇÒÅĦÉÔÅȟ 
ÒÅÍÁÒÃÝÎÄ Ãá ȵÐÅÎÔÒÕ ÅÉȱ ɉÐÅÎÔÒÕ ÄÁÎÓÁÔÏÒÉ ÓÁÕ ÐÁÒÔÉÃÉÐÁÎĪÉÉ ÌÁ ÅÖÅÎÉÍÅÎÔɊ 
ÓÕÎÔ ÌÁ ÆÅÌ ÄÅ ÂÕÎÅȟ ÊÕÓÔÉÆÉÃÝÎÄȟ ÁĦÁ ÃÕÍ ÁÒ ÆÉȟ ÁÕÔÅÎÔÉÃÉÔÁÔÅÁ ÅÔÎÏÇÒÁÆÉÃá Á 
ÓÏÌÕĪÉÉÌÏÒ ÍÕÚÉÃÁÌ ÇÒÅĦÉÔÅȢȱ ɉ0ÜÖÁÉ ΤΡΤΡȡΥΤΤɀ323) 

#ÝÎÄ ÎÅ ÃÏÎÆÒÕÎÔáÍ ÃÕ ÐÒÏÂÌÅÍÁ ÁÕÔÅÎÔÉÃÉÔáĪÉÉȟ 0ÜÖÁÉ ÅØÁÍÉÎÅÁÚá 
autenticitatea informatorului (inclusiv calitatea ÉÎÔÅÒÐÒÅÔáÒÉÉ ansamblului), 
ÁÕÔÅÎÔÉÃÉÔÁÔÅÁ ÃÕÌÅÇáÔÏÒÕÌÕÉ ĦÉ ÐÅ ÃÅÁ Á ÃÏÌÅÃĪÉÅÉ ÿÎÓáĦÉȢ $ÅÊÁ ÿÎ ÁÃÅÓÔ ÐÕÎÃÔ 
ÁÃÃÅÎÔÕÅÁÚá ÆÁÐÔÕÌ Ãá ÿÎ ÁÒÍÏÎÉÚÁÒÅÁ ÆÏÌÃÌÏÒÉÃá ɉÍÁÉ ÁÌÅÓ ÿÎ ÖÅÃÈÉÕÌ ÓÔÉÌɊ 
ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÖÉÏÒÉÉ ÅÓÔÅ ÅØÅÃÕÔÁÔ ÿÎÄÅÏÂĦÔÅ ÄÅ ÄÏÕá ÉÎÓÔÒÕÍÅÎÔÅȡ ÖÉÏÌÁ 
contra ĦÉ ÃÏÎÔÒÁÂÁÓÕÌȢ 4ÏÔÕĦÉȟ ÁÒ ÆÉ ÇÒÅĦÉÔ Óá ÃÏÎÓÉÄÅÒáÍ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ 
ÅØÅÃÕÔÁÔ ÄÅ ÁÃÅÓÔÅ ÄÏÕá ÉÎÓÔÒÕÍÅÎÔÅ ÄÒÅÐÔ Ï ÓÉÎÇÕÒá ÕÎÉÔÁÔÅ ÁÒÍÏÎÉÃáȟ ÁĦÁ 
ÃÕÍ Å ÃÁÚÕÌ ÿÎ ÍÕÚÉÃÁ ÃÌÁÓÉÃá ÃÕÌÔáȢ #ÅÉ ÄÏÉ ÍÕÚÉÃÉÅÎÉ ÎÕ ÁÕ ÉÎÔÅÎĪÉÁ ÄÅ Á furniza 
ÿÍÐÒÅÕÎá ÁÒÍÏÎÉÁ ĦÉ basul ca un tot unitar. 

_Î ÃÁÚÕÌ ÆÏÒÍÁĪÉÉÌÏÒ ÄÅ ÌáÕÔÁÒÉȟ 0ÜÖÁÉ ÆÏÌÏÓÅĦÔÅ ÔÅÒÍÅÎÕÌ ÄÅ polifonie 
ÐÏÐÕÌÁÒá ÃÏÏÒÄÏÎÁÔáȟ ÃÁÒÅ ÅÓÔÅ ÃÌÁÓÉÆÉÃÁÔá ÄÕÐá ÓÔÉÌÕÒÉÌÅ ÄÅ ÁÒÍÏÎÉÚÁÒÅȟ ĦÉ ÅÌ 
ÓÔÁÂÉÌÅĦÔÅ ÅØÉÓÔÅÎĪÁ Á ÄÏÕá ÔÉÐÕÒÉ ÄÅ ÁÒÍÏÎÉÚÁÒÅ ÿÎ ÐÒÁÃÔÉÃÁ ÔÒÁÎÓÉÌÖáÎÅÁÎáȟ 
ÐÒÅÃÕÍ ĦÉ ÃÏÍÂÉÎÁĪÉÉÌÅ ÌÏÒ ÿÎ ÄÉÆÅÒÉÔÅ ÇÒÁÄÅ ɉ0ÜÖÁÉ ΤΡΤΡȡΥΦΣɀ342, 343ɀ345): 
1. !ÒÍÏÎÉÚÁÒÅÁ ÇÕÖÅÒÎÁÔá ÄÅ ÍÅÌÏÄÉÅ ÅÓÔÅ ÃÅÁ ÍÁÉ ÃÏÍÕÎá ÆÏÒÍá ÿÎ 

ansamblurile de tip ÖÉÏÁÒáɀÖÉÏÌá ÃÕ ÔÒÅÉ ÃÏÒÚÉ ɉÃÏÎÔÒáɊɀbas. 
!ÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÓÅ ÍÉĦÃá ÿÎ ÁÍÅÓÔÅÃÕÒÉ ÄÅ ÁÃÏÒÄÕÒÉ ÍÁÊÏÒÅ ÐÁÒÁÌÅÌÅȟ ÃÁ 
Ï ÆÏÒÍá ÓÐÅÃÉÁÌá ÄÅ ÈÅÔÅÒÏÆÏÎÉÅȡ ÂÁÓÕÌȟ ÃÝÎÔÝÎÄ ÓÃÈÅÍÁ ÒÉÔÍÉÃá Á ÄÁÎÓÕÌÕÉ 
ÄÁÔȟ ÿÎÃÅÁÒÃá Óá ÕÒÍÅÚÅ ÎÏÔÅÌÅ ÓÃÈÅÌÅÔÉÃÅ ÁÌÅ ÍÅÌÏÄÉÅÉȟ ÿÎ ÔÉÍÐ ÃÅ ÃÏÎtra 
ÃÝÎÔá Ï ÓÅÒÉÅ ÄÅ ÁÃÏÒÄÕÒÉ ÍÁÊÏÒÅ ÁÌÅ ÃáÒÏÒ ÒáÄáÃÉÎÉ ÃÏÒÅÓÐÕÎÄ ÁÃÅÌÏÒÁĦÉ 
note scheletice. 

2. !ÒÍÏÎÉÚÁÒÅÁ ÂÁÚÁÔá ÐÅ ÖÁÌÉÄÁÒÅÁ ÁÔÒÁÃĪÉÉÌÏÒ ÆÕÎÃĪÉÏÎÁÌÅ ÃÕÎÏÓÃÕÔÅ ÄÉÎ 
ÍÕÚÉÃÁ ÃÌÁÓÉÃáȢ #Õ ÔÏÁÔÅ ÁÃÅÓÔÅÁȟ ÎÉÃÉ ÁÃÅÓÔ ÔÉÐ ÄÅ ÁÒÍÏÎÉÚÁÒÅ ÎÕ ÅÓÔÅ 
ÒÅÁÌÉÚÁÔ ÿÎ ÍÁÎÉÅÒÁ ÏÂÉĦÎÕÉÔá ÿÎ ÐÒÁÃÔÉÃÁ ÍÕÚÉÃÉÉ ÄÅ ÁÒÔáȢ -ÉĦÃÁÒÅÁ ÐÒÉÎÃÉÐÁÌá 
ÍÅÌÏÄÉÃáȟ ÃÁÒÅ ÿÎÔáÒÅĦÔÅ ÁÔÒÁÃĪÉÉÌÅ ÆÕÎÃĪÉÏÎÁÌÅȟ ÁÄÉÃá ÔÒÅÃÅÒÅÁ ÄÅ ÌÁ 
$ÏÍÉÎÁÎÔá ÌÁ 4ÏÎÉÃáȟ ÄÅ ÌÁ ÎÏÔÁ ÄÅ ÃÏÎÄÕÃÅÒÅ ÌÁ ÎÏÔÁ ÆÕÎÄÁÍÅÎÔÁÌáȟ ÅÓÔÅ 
ÃÝÎÔÁÔá ÄÅ ÔÏÁÔÅ ÉÎÓÔÒÕÍÅÎÔÅÌÅ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ĦÉȟ ÕÎÅÏÒÉȟ ÃÈÉÁÒ ĦÉ ÄÅ 
instrumentul melodic. 
!ÒÍÏÎÉÚÁÒÅÁ ÃÁÒÅ ÃÏÍÐÌÅÔÅÁÚá melodia cu acorduri majore, acorduri 

minore ÓÅ ÆÏÌÏÓÅĦÔÅ doar rareori ÓÁÕ ÄÅÌÏÃ ɉ&ÉÇȢ ΦɊȢ $ÁÃá ÎÕ ÆÏÌÏÓÅÓÃ ÔÒÉÓÏÎÕÌ 
ÍÁÊÏÒȟ ÐÒÅÆÅÒá ÕÎ ÁÃÏÒÄ ÄÅ ÓÅÐÔÉÍá ÉÎÃÏÍÐÌÅÔȟ ÁĦÁ ÎÕÍÉÔÕÌ ÁÃÏÒÄ ÄÅ ÓÅÐÔÉÍá 
ȵÃÏÎÓÏÎÁÎÔȰ ɉÉȢÅȢ ÎÕ ÆÕÎÃĪÉÏÎÁÌɊȢ !ÃÅÓÔ ÔÉÐ ÄÅ ÁÒÍÏÎÉÚÁÒÅ este în acord cu 
ÍÁÎÉÅÒÁ ÓÔÒáÖÅÃÈÅ de interpretare Ħi dezvoltat din spiritul monodiei. Aceste 
elemente sunt ÐÒÅÚÅÎÔÅ ĦÉ în acompaniamentul ÌÁ ÏÒÇá ÁÌ ÃÁÎÔÏÒÉÌÏÒ ĪáÒÁÎÉ 
ÎÅÅÄÕÃÁĪÉ (Richter 2019:140ɀ142).28 

 
28 !ÖÝÎÄ ÿÎ ÖÅÄÅÒÅ ÍÁÎÉÅÒÁ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ĦÉ ÁÃÏÍÐÁÎÉÁÍÅÎÔ Á ÃÝÎÔáÒÅĪÉÌÏÒ ÄÅ ÐÅĦÔÅȟ 
ÄÅ ÌÁ ÃÅÌ ÍÁÉ ÓÉÍÐÌÕ ÌÁ ÃÅÌ ÍÁÉ ÃÏÍÐÌÅØȟ ÓÅ ÐÏÔ ÄÉÓÔÉÎÇÅ ÕÒÍáÔÏÁÒÅÌÅ ÎÉÖÅÌÕÒÉȡ ΣȢ !ÍÂÅÌÅ 
ÍÝÉÎÉ ÃÝÎÔá ÍÅÌÏÄÉÁ ÿÎ ÏÃÔÁÖÅȟ ÉÁÒ ÿÎ ÕÎÅÌÅ ÃÁÚÕÒÉ ɉÄÅ ÏÂÉÃÅÉ ÌÁ ÃÁÄÅÎĪÅɊ ÁÐÁÒ ÎÏÔÅÌe 
ÃÁÒÅ ÿÍÂÏÇáĪÅÓÃ ÁÒÍÏÎÉÁȢ ΤȢ #ÁÎÔÏÒÉÉ ÿÎÓÏĪÅÓÃ ÃÝÎÔÅÃÕÌ ÃÕ ÁĦÁ-numitul Schusterbass. 
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&ÉÇȢ ΦȢ !ÒÍÏÎÉÚÁÒÅÁ ÇÕÖÅÒÎÁÔá ÄÅ ÍÅÌÏÄÉÅȟ ÍÉĦÃÝÎÄÕ-se în amestecuri de 
acorduri majore paralele (Pávai 2020:342 [Ex. 112])29 

 
$Å ÆÁÐÔȟ ÅÓÔÅ ÕÎ ÆÅÌ ÄÅ ÁÒÍÏÎÉÚÁÒÅ ÎÅÕÔÒá ÄÉÎ ÐÕÎÃÔÕÌ ÄÅ ÖÅÄÅÒÅ ÁÌ 

ÍÅÌÏÄÉÅÉȟ ÿÎ ÍáÓÕÒÁ ÿÎ ÃÁÒÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÎÕ ÏÂÓÃÕÒÉÚÅÁÚáȟ ÎÕ ÒÅ-
ÉÎÔÅÒÐÒÅÔÅÁÚá ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÅ ÍÅÌÏÄÉÅÉȟ ÎÕ impune ÁÓÕÐÒÁ ÍÅÌÏÄÉÅÉ Ï ÐÒÁÃÔÉÃá 
ÄÅ ÁÒÍÏÎÉÚÁÒÅ ÓÔÒáÉÎáȢ "ÁÒÔĕË Á ÆÏÌÏÓÉÔ ÄÅ ÁÓÅÍÅÎÅÁ ÁÃÅÁÓÔá ÍÅÔÏÄá ÄÅ 
compunere a acompaniamentului unei melodii pentatonice în opera lui 
#ÁÓÔÅÌÕÌ 0ÒÉÎĪÕÌÕÉ "ÁÒÂá-!ÌÂÁÓÔÒá ɉÁ ÃÉÎÃÅÁ ÕĦáɊȟ ÿÎÁÉÎÔÅ Óá ÆÉ ÿÎÔÝÌÎÉÔ ÁÃÅÓÔÅ 
ÐÒÁÃÔÉÃÉ ÿÎ ÔÒÁÄÉĪÉÁ ÆÏÌÃÌÏÒÉÃáȢ $ÕÐá ÃÕÍ ÒÅÉÅÓÅ ÄÉÎ ÃÕÌÅÇÅÒÉÌÅ ÌÕÉȟ Á ÿÎÔÝÌÎÉÔ 
ÐÅÎÔÒÕ ÐÒÉÍÁ ÄÁÔá ÁÃÅÁÓÔá ÐÒÁÃÔÉÃá ÿÎ ΣΫΣΤȟ ÿÎ Voiniceni, când a descris contra 
cu trei coarde. 30 

Prima ÅÖÏÌÕĪÉÅ ÿÎ ÁÃÅÁÓÔá ÐÒÁÃÔÉÃá ÿÎÓÐÒÅ ÆÏÌÏÓÉÒÅÁ ÁÒÍÏÎÉÉÌÏÒ ÃÁÒÅ 
ÒÅÆÌÅÃÔá ÉÎÆÌÕÅÎĪÅÌÅ ÆÕÎÃĪÉÏÎÁÌÅ ÃÏÎÓÔá ÿÎ ÁÐÁÒÉĪÉÁ ÄÅÒÉÖÁÔÅÌÏÒ acordurilor de 
ÓÕÂÄÏÍÉÎÁÎÔáȟ ÄÏÍÉÎÁÎÔá ĦÉ ÔÏÎÉÃá ÿÎ ÃÁÄÅÎĪÅȢ _Î ÔÒÁÄÉĪÉÁ ÍÕÚÉÃÉÉ ÄÅ ÊÏÃ 
ÍÁÇÈÉÁÒÅ ÄÉÎ 4ÒÁÎÓÉÌÖÁÎÉÁȟ ÔÏÔÕĦÉȟ ÃÈÉÁÒ ĦÉ ÁĦÁ-ÎÕÍÉÔÁ ÁÒÍÏÎÉÚÁÒÅ ÆÕÎÃĪÉÏÎÁÌá 
este ÌÅÇÁÔá de monofonie, deoarece toate instrumenteÌÅ ÃÁÕÔá Óá ÉÎÔÏÎÅÚÅ 
ÐÒÉÎÃÉÐÁÌÁ ÔÒÅÁÐÔá ÍÅÌÏÄÉÃáȟ ÄÅ ÌÁ ÓÕÂÔÏÎÉÃá ÌÁ ÆÕÎÄÁÍÅÎÔÁÌáȢ !ÃÅÓÔÅ ÍÅÔÏÄÅ 

 
5ÎÉÉ ÄÉÎÔÒÅ ÅÉ ÕÍÐÌÕ ÏÃÔÁÖÁ ÃÕ Ï ÔÅÒĪáȟ ÁÌĪÉÉ ÃÕ Ï ÃÖÁÒÔáȢ -ÉĦÃÁÒÅÁ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌÕÉ 
ÅÓÔÅ ÃÏÍÐÌÅÔ ÐÁÒÁÌÅÌá ÃÕ ÍÅÌÏÄÉÁȢ ΥȢ4ÉÐÕÌ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ 3ÃÈÕÓÔÅÒÂÁÓÓ ÅÓÔÅ 
ÐÒÅÚÅÎÔ ĦÉ ÌÁ ÁÃÅÓÔ ÎÉÖÅÌȢ !ÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÆÏÌÏÓÅĦÔÅ ÿÎ ÍÏÄ ÔÉÐÉÃ ÁÍÅÓÔÅÃÕÒÉ ÄÅ 
acorduri majoÒÅ ɉÄÅ ÅØÅÍÐÌÕȟ ÁÃÏÒÄÕÒÉ ÄÅ ÓÅØÔá ÿÎ ÍÝÎÁ ÄÒÅÁÐÔáȟ ÏÃÔÁÖÅ ÿÍÂÏÇáĪÉÔÅ 
ÃÕ ÃÖÉÎÔÅ ÿÎ ÍÝÎÁ ÓÔÝÎÇáɊȢ Φȟ !ÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÎÕ ÅÓÔÅ ÂÁÚÁÔ ÐÅ ÁÔÒÁÃĪÉÉ ÆÕÎÃĪÉÏÎÁÌÅȡ 
ÓÕÎÅÔÕÌ ÓáÕ ÍÁÉ ÌÕÍÉÎÏÓ ÅÓÔÅ ÒÅÚÕÌÔÁÔÕÌ ÁÃÏÒÄÕÒÉÌÏÒ ÍÁÊÏÒÅ ÐÌÁÓÁÔÅ ÌÁ ÆÉÅÃÁÒÅ ÎÏÔá Á 
melodiei. ImnurilÅ ÃÏÎÇÒÅÇÁĪÉÏÎÁÌÅ ÓÕÎÔ ÿÎÓÏĪÉÔÅ ÆÉÅ ÃÕ 3ÃÈÕÓÔÅÒÂÁÓÓȟ ÆÉÅ ÃÕ ÁÒÍÏÎÉÚÁÒÅ 
ÂÁÚÁÔá ÐÅ ÁÃÏÒÄÕÒÉ ÍÁÊÏÒÅ ɉÁÃÏÒÄÕÒÉÌÅ ÍÉÎÏÒÅ ÌÉÐÓÅÓÃ ÿÎ ÍÏÄ ÔÉÐÉÃɊȢ ΧȢ_Î 
ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÇáÓÉÍ ÁÔÝÔ ÁÒÍÏÎÉÚÁÒÅ ÆÕÎÃĪÉÏÎÁÌáȟ ÃÝÔ ĦÉ ÐÒÏÇÒÅÓÉÉ ÄÅ ÂÁÓ ÃÁÒÅ 
ÕÒÍÅÁÚá ÍÅÌÏÄÉÁ ÿÎÔÒ-Ï ÍÉĦÃÁÒÅ ÐÁÒÁÌÅÌáȢ 
29 $ÁÎÓ ÌÅÎÔ ĪÉÇáÎÅÓÃ - )ÎÔÅÒÐÒÅÔÁÔ ÄÅ )ÇÎÜÃ -ÜÃÓÉÎÇĕ ɉ.ÜÃÉɊ ĦÉ ÆÏÒÍÁĪÉÁ ÓÁȢ #ÏÌÅÃÔÁÔ ÄÅ 
"ÅÒÔÁÌÁÎ !ÎÄÒÜÓÆÁÌÖÙȟ :ÏÌÔÜÎ +ÁÌÌĕÓȢ .ÏÉÅÍÂÒÉÅ ΣΫΨΥȢ 0áÌÁÔÃÁ ɉ-ÁÇÙÁÒÐÁÌÁÔËÁɊȢ 
Transcris de István Pávai. Sursa: Institutul de Musicologie, Budapesta, AP 6241a, 
https://zti.hungaricana.hu/hu/audio/6623/?t=00:10:58#record-46144 (accesat: 
20.03.2024) 
30Bartók ŀ ƞƴǊŜƎƛǎǘǊŀǘ ƻ ŀƭǘŇ ƞƴǘŃƭƴƛǊŜ Ŏǳ ŎƻƴǘǊŀΦΦΦ Ŏǳ ǘǊŜƛ ŎƻŀǊŘŜ ƞƴ ǾŀƭŜŀ wŃǳƭǳƛ Görgény 
(ƞƴ ƭƛƳōŀ ǊƻƳŃƴŇ: Gurghiu) în 1914. Un bun exemplu al acestei practici interpretative în 
transcrierea lui Bartók a melodiei din Voiniceni care a devenit sursa primei piese din seria 
WƻŎǳǊƛ ǇƻǇǳƭŀǊŜ ǊƻƳŃƴŜǓǘƛ (1915, BB 68). Cf. Lampert 2008:113ς114. 

https://zti.hungaricana.hu/hu/audio/6623/?t=00:10:58#record-46144
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ÄÅ ÁÒÍÏÎÉÚÁÒÅ ÐÒÅÚÉÎÔá ÐÒÉÎ ÅÌÅ ÿÎÓÅÌÅ Ï ÃÕÌÏÁÒÅ ÓÐÅÃÉÁÌá ÐÅÎÔÒÕ ÕÒÅÃÈÅÁ 
ÏÂÉĦÎÕÉÔá sá ÁÕÄá ÍÕÚÉÃá ÃÕÌÔá ÃÏÍÐÕÓáȟ ÃÁ Óá ÎÕ ÖÏÒÂÉÍ ÄÅÓÐÒÅ ÆÁÐÔÕÌ Ãá 
ÄÁÔÏÒÉÔá ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÏÒ ÐÒÁÃÔÉÃÉÉ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÆÏÌÃÌÏÒÉÃÅȟ ÓÕÎÅÔÕÌ ÐÒÏÐÒÉÕ-zis 
produce armonii mult mai complicate decât constructul teoretic care ÒÅÆÌÅÃÔá 
ÇÝÎÄÉÒÅÁ ÍÕÚÉÃÁÌá Á ÉÎÔÅÒÐÒÅĪÉÌÏÒ ɉ&ÉÇȢ ΧɊȢ _Î ÏÒÉÃÅ ÃÁÚȟ ÄÏÕá ÅØÅÍÐÌÅ 
ÄÅÍÏÎÓÔÒÅÁÚá ÁÒÍÏÎÉÚÁÒÅÁ ÔÒÁÄÉĪÉÏÎÁÌá Á ÍÅÌÏÄÉÉÌÏÒ ÐÅÎÔÁÔÏÎÉÃÅȢ 0ÒÉÍÕÌ 
ÉÌÕÓÔÒÅÁÚá ÁÍÅÓÔÅÃÕÌ ÁÊÕÓÔÁÔ ÁÌ ÍÅÌÏÄÉÉÌÏÒ ÄÅ ÁÃÏÒÄÕÒÉ ÍÁÊÏÒÅȟ cu progresii 
ÆÕÎÃĪÉÏÎÁÌÅ ÓÁÕ ÁÃÏÒÄÕÒÉ ÍÉÎÏÒÅ ÕÔÉÌÉÚÁÔÅ ÄÏÁÒ ÐÅÎÔÒÕ ÃÁÄÅÎĪÅ ɉ&ÉÇȢ ΨɊȟ ÿÎ ÔÉÍÐ 
ÃÅ ÁÌ ÄÏÉÌÅÁ ÅÓÔÅ ÁÒÍÏÎÉÚÁÒÅ ÆÕÎÃĪÉÏÎÁÌá ÃÕ ÁÃÏÒÄÕÒÉ ÄÅ ÄÏÍÉÎÁÎÔá ÓÅÃÕÎÄÁÒá 
ĦÉ ÁÒÍÏÎÉÉ ÄÉÍÉÎÕÁÔÅ ÿÎÁÉÎÔÅÁ ÁÐÁÒÉĪÉÅÉ ÄÅ ÎÏÉ ÁÒÍÏÎÉÉ ɉ&ÉÇȢ ΩɊȢ 

 

&ÉÇȢ ΧȢ !ÒÍÏÎÉÚÁÒÅ ÆÕÎÃĪÉÏÎÁÌá ɉÄÁÎÓ ÍÁÓÃÕÌÉÎ ,ÅÇïÎÙÅÓɊ31 
 

 

 
31 #ÕÌÅÓ ÄÅ )ÓÔÖÜÎ 0ÜÖÁÉȢ ΤΪȢΡΩȢΣΫΫΥȢ "áÇÁÒÁȾ"ÏÇÜÒÔÅÌËÅȢ )ÎÔÅÒÐÒÅÔÁÔ ÄÅ 3ÁÍÕ "ÏÒÏÓ 
ɉ4ÕÒÅÁȾ4İÒÅȟ ΣΫΣΥɊȟ ÖÉÏÁÒáȠ *ÜÎÏÓ #ÚÉÌÉËÁ ɉ4İÒÅȟ ΣΫΣΫɊȟ ÖÉÏÁÒáȠ *ÜÎÏÓ 3ÚÔÏÊËÁ ɉ'ÉÌáÕȾ'ÙÁÌÕȟ 
1926), kontra cu trei corzi; Gyula Boros (Bogártelke, 1931), contrabas. Transcris de Pál 
Richter. Sursa: AHFM 2012: nr. MNA1_4_012 
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Fig. 6. Amestec de acorduri ÍÁÊÏÒÅ ÃÕ ÐÒÏÇÒÅÓÉÉ ÆÕÎÃĪÉÏÎÁÌÅ ÓÁÕ ÁÃÏÒÄ ÍÉÎÏÒ 
ÿÎ ÃÁÄÅÎĪÅ ɉ#ÝÎÔÅÃ ÄÅ ÍÁÓáɊ32 

 

&ÉÇȢ ΩȢ !ÒÍÏÎÉÚÁÒÅ ÆÕÎÃĪÉÏÎÁÌá ÃÕ ÁÃÏÒÄÕÒÉ ÄÅ ÄÏÍÉÎÁÎÔá ÓÅÃÕÎÄÁÒá ÃÕ 
ÓÅÐÔÉÍá ɉ(ÁÊÎÁÌÉɊ33 

 
32 !ĦÁ-numitul #ÝÎÔÅÃ ÄÅ ÍÁÓá - nu pentru dans, doar pentru cântat. Cules de Antal 
&ÅËÅÔÅȟ 0ÅÔÒÉÌÁÃÁ ÄÅ -ÕÒÅĦȾ-ÁÇÙÁÒÐïÔÅÒÌÁËÁȢ _ÎÒÅÇÉÓÔÒÁÒÅ ÒÅÁÌÉÚÁÔá ÄÅ 4ÉÂÏÒ 2ÏÓÔÜÓ ÌÁ 
Budapesta, 26-28 martie 1989. Interpretat de Aladár Csiszár (Magyarpéterlaka, 1937), 
ÖÉÏÁÒáȟ ĦÉ ÆÏÒÍÁĪÉÁ ÓÁȢ 4ÒÁÎÓÃÒÉÓ ÄÅ 0ÜÌ 2ÉÃÈÔÅÒȢ 3ÕÒÓáȡ &ÅËÅÔÅ ΤΡΡΫȢ 
33 !ĦÁ-numitul #ÝÎÔÅÃ ÄÅ ÄÉÍÉÎÅÁĪá - nu pentru dans, doar pentru cântat. Cules de 
)ÓÔÖÜÎ 0ÜÖÁÉȢ ΤΪȢΡΩȢΣΫΫΥȢ "áÇÁÒÁȾ"ÏÇÜÒÔÅÌËÅȢ )ÎÔÅÒÐÒÅÔÁÔ ÄÅȡ ÖÅÚÉ &ÉÇÕÒÁ ΧȢ 4ÒÁÎÓÃÒÉÓ ÄÅ 
0ÜÌ 2ÉÃÈÔÅÒȢ 3ÕÒÓáȡ 0ÜÖÁÉ ΤΡΡΧȢ 
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PRACTICI DE ARMONIZARE A &/2-!§)),/2 URBANE DE ROMI DIN ULTIMA 
*5-A4!4% ! 3%#/,5,5) 88  

-ÅÄÉÕÌ ÕÒÂÁÎ ÃÅÒÅ ÄÅ ÌÁ ÕÎ ÍÕÚÉÃÉÁÎ ÐÒÏÆÅÓÉÏÎÉÓÔ Óá ÆÉÅ ÂÉÎÅ ÉÎÆÏÒÍÁÔ 
ÄÅÓÐÒÅ ÄÉÆÅÒÉÔÅ ÇÅÎÕÒÉ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÁÌÅ ÄÉÆÅÒÉÔÅÌÏÒ ÐÏÐÏÁÒÅȟ Óá ÕÒÍÅÚÅ 
ÃÕÒÅÎÔÅÌÅ ÍÏÄÅÉ ÍÕÚÉÃÁÌÅȟ ÎÏÉÌÅ ÓÔÉÌÕÒÉȟ Óá ÆÉÅ ÌÁ ÃÕÒÅÎÔ ÃÕ ÐÉÁĪÁ ÉÎÔÅÒÐÒÅÔÁÔÉÖá 
ÍÕÚÉÃÁÌáȟ ÉÎÃÌÕÓÉÖ ÃÕ ÎÏÕÔáĪÉÌÅ ÿÎ ÁÒÍÏÎÉÚÁÒÅÁ ÍÅÌÏÄÉÉÌÏÒȢ $ÅÏÁÒÅÃÅ ÁÖÅÍ 
ÿÎÒÅÇÉÓÔÒáÒÉ ÃÕ ÆÏÒÍÁĪÉÉ urbane rome de la ÿÎÃÅÐÕÔÕÌ ÓÅÃÏÌÕÌÕÉ 88 ɉ&ÉÇÕÒÁ ΪɊȟ ĦÉ 
ÁÐÏÉ ÄÉÎ ÐÅÒÉÏÁÄÅÌÅ ÐÏÓÔÂÅÌÉÃÅȟ ÄÉÎ ÕÌÔÉÍÉÉ ΧΡ ÄÅ ÁÎÉȟ ÐÕÔÅÍ ÃÏÍÐÁÒÁ ĦÉ ÓÔÕÄÉÁ 
practicile de armonizare, utilizarea acordurilor într-Ï ÐÅÒÉÏÁÄá ÄÅ ÔÉÍÐ 
ÃÏÒÅÓÐÕÎÚáÔÏÁÒÅȟ ÐÅ ÄÅ Ï ÐÁÒÔÅȟ ĦÉ ÐÒÁÃÔÉÃÉÌÅ ÍÕÚÉÃÉÅÎÉÌÏÒ ÄÅ ÁÓÔáÚÉȟ ÐÅ ÄÅ ÁÌÔá 
ÐÁÒÔÅȢ $ÅÓÐÒÅ ÁÃÅÁÓÔá ÕÌÔÉÍá ÐÒÁÃÔÉÃáȟ +ÜÌÍÜÎ "ÁËÏÓȟ interpret la contrá din 
ÁÎÓÁÍÂÌÕÌ ÐÏÐÕÌÁÒ ÁÌ !ÎÓÁÍÂÌÕÌÕÉ (ÏÎÖïÄȟ Á ÆÏÓÔ ÉÎÔÅÒÖÉÅÖÁÔȟ ÁÒáÔÝÎÄ 
ÁÃÏÒÄÕÒÉÌÅ ĦÉ ÁÃÏÍÐÁÎÉÁÍÅÎÔÅÌÅȢ 
#ÕÌÅÇáÔÏÒ ɉ0ÜÖÁÉɊȡ #Å ÓÕÎÔ ÁÃÏÒÄÕÒÉÌÅ ÄÅ ÓÅØÔáȩ 
"ÁËÏÓȡ $ÅÃÉȟ ÅÓÔÅ ÕÎ ÁÃÏÒÄ ÄÅ ÒÅ ÍÉÎÏÒȢ ¥É ÄÁÃá ÿÍÉ ÐÕÎ ÄÅÇÅÔÕÌ ÁÉÃÉȟ ÅÕ ÁÒÃÕÉÅÓÃ 
ÓÅØÔÁȢ !ÔÕÎÃÉ ÔÒÅÂÕÉÅ ÿÎÃÒÕÃÉĦÅÚ ÄÅÇÅÔÅÌÅȢ !ÃÅÓÔÅÁ ÓÕÎÔ ÓÅØÔÅ ÿÎÃÒÕÃÉĦÁÔÅȢ 
#ÕÌÅÇáÔÏÒ ɉ0ÜÖÁÉɊȡ ¥É ÁÃÏÒÄÕÒÉÌÅ ÄÅ ÓÅØÔá erau folosite ĦÉ ÄÅ ÍÕÚÉÃÁÎĪÉ 
ÂáÔÒÝÎÉ ÍÁÉ ÄÅÍÕÌÔȩ  
"ÁËÏÓȡ $Áȟ ÂÉÎÅÿÎĪÅÌÅÓȟ ÄÁÒ ÎÕ ÅÒÁu atât de apreciate la vremea aceea. Când 
au ÁÊÕÎÓ ÌÁ ÍÏÄáȟ ÍÕÚÉÃÁÎĪÉÉ mai ÂáÔÒÝÎÉ ÐÕÔÅÁÕ ÓÐÕÎÅ Ãá ÅÒÁ ÄÅÊÁ Ï 
ÁÒÍÏÎÉÅ ÁÓÅÍáÎáÔÏÁÒÅ ÃÕ ÊÁÚÚÕÌ ÓÁÕ ÃÕ muzica pop dans. 
#ÕÌÅÇáÔÏÒ ɉ0ÜÖÁÉɊȡ /+ȟ ÁÃÅÓÔ ÔÉÐ ÄÅ ÁÃÏÒÄÕÒÉ ÐÒÏÖÉÎ ÄÉÎ ÁÃÅÌ ÇÅÎȢ $ÁÒ 
ÏÂÉĦÎÕÉÁÕ Óá ÃÝÎÔÅ ÁÃÅÓÔÅ ÁÃÏÒÄÕÒÉ ÿÎ ÃÝÎÔÅÃÅ ÖÅÃÈÉ ÄÅ ÍÁÓá ÒÅÁÌÅ ɉÃÝÎÔÅÃÅ 
ÍÅÎÉÔÅ Óá ÆÉÅ ÄÏÁÒ ÁÓÃÕÌÔÁÔÅɊȩ 
Bakos: Nu chiar, de obicei cântau acorduri minore simple.  
#ÕÌÅÇáÔÏÒ ɉ0ÜÖÁÉɊȡ #Å ÆÅÌ ÄÅ ÁÃÏÒÄÕÒÉȟ ÄÅ ÁÒÍÏÎÉÉȟ ÐÅ ÌÝÎÇá ÓÅØÔÅ ÁÕ ÐÒÏÖÅÎÉÔ 
din jazz? 
"ÁËÏÓȡ !ÃÏÒÄÕÒÉÌÅ ÍÉÎÏÒÅ ÄÅ ÓÅÐÔÉÍáȟ ĦÉ ÍÁÉ ÃÝÎÔáÍ ÄÅÊÁ ĦÉ ÁÃÏÒÄÕÒÉ ÄÅ 
ÓÅÐÔÉÍá ÃÕ ÃÖÉÎÔá ÍÉÃĦÏÒÁÔáȢ #ÝÎÔáÍ ÕÎ ÁÃÏÒÄ ÿÎ 3É ÍÁÊÏÒ ĦÉ ÁÐÏÉ ÿÎ ÌÏÃ ÄÅ 
Fa ÄÉÅÚȟ ÃÕ &ÁȢ 3ÕÎÅÔÕÌ Å ÓÉÍÉÌÁÒ ÃÕ ÁÌ ÁÃÏÒÄÕÒÉÌÏÒ ÄÅ ÓÅØÔáȟ ÄÁÒ ÅÓÔÅ ÃÕ Ï 
ÃÖÉÎÔá ÍÉÃáȢ &ÏÌÏÓÉÍ ĦÉ ÁÃÏÒÄÕÒÉ ÄÅ ÎÏÎá ÐÅÎÔÒÕ ÔÒÁÎÚÉĪÉÅȢ &ÏÌÏÓÉÍȟ ÄÅ 
ÅØÅÍÐÌÕȟ ÿÎ ,Á ÍÉÎÏÒ ÕÎ ÁÃÏÒÄ ÄÅ ÎÏÎá ÿÎ 2Å ÍÉÎÏÒȟ ÁÄÉÃá ÃÕ -ÉȢ 0ÅÎÔÒÕ Ãá 
ĦÉ ÁÃÅÓÔÁ ÅÓÔÅȟ ÔÅÏÒÅÔÉÃȟ ÕÎ ÁÃÏÒÄ ÄÅ ÓÅØÔáȟ ÄÅ ÏÂÉÃÅÉ ÚÉÃÅÍȡ ÁÃÏÒÄ ÄÅ ÓÅØÔá-
nÏÎá ÿÎ 2Å ÍÉÎÏÒ ĦÉ ÿÌ ÃÝÎÔáÍ ÃÕ Si major. Este ĦÉ Ï ÿÎÔÝÒÚÉÅÒÅ, dar e acord de 
ÎÏÎá. Poate fi folosit pentru încheiere, sau multe altele. 
#ÕÌÅÇáÔÏÒ ɉ0ÜÖÁÉɊȡ _Î ÒÅÇÉÕÎÅÁ .ÙþÒÅÇÙÈÜÚÁ ɍ%ÓÔÕÌ 5ÎÇÁÒÉÅÉɎ ÅØÉÓÔá ÖÒÅÏ 
ÄÉÆÅÒÅÎĪá ÿÎ ÆÅÌÕÌ ÿÎ ÃÁÒÅ ÃÝÎÔá ÔÁÒÁÆÕÒÉÌÅ ÄÅ ÃÏÁÒÄÅ ÄÅ ÌÁ ÓÁÔÅ ĦÉ ÄÅ ÌÁ ÏÒÁĦÅȩ   
"ÁËÏÓȡ $Áȟ ÅØÉÓÔáȢ -ÕÚÉÃÁ ÄÅ ÌÁ ÏÒÁĦȟ ÉÎÃÌÕÓÉÖ ÄÉÎ ÔÏÁÔá "ÕÄÁÐÅÓÔÁȟ Á ÆÏÓÔ ÃÒÅÁÔá 
ÄÅ ÍÕÚÉÃÁÎĪii de la sateȢ 0ÅÎÔÒÕ Ãá ÁÐÒÏÁÐÅ ÔÏĪÉ ÍÕÚÉÃÁÎĪÉÉ ÓÕÎÔ ÄÉÎ ÍÅÄÉÕÌ ÒÕÒÁÌ 
ɉÄÉÎ ΣΡΡ ÄÅ ÍÕÚÉÃÁÎĪÉ ÄÏÁÒ ΣΡ ÓÕÎÔ ÄÉÎ 0ÅÓÔÁɊȢ % ÁÄÅÖáÒÁÔ ĦÉ ÁÚÉȟ ĦÉ ÅÒÁ ĦÉ mai 
ÄÅÍÕÌÔȢ -ÕÚÉÃÁÎĪÉÉ ÄÅ ÄÅÍÕÌÔȟ ÄÅ ÌÁ ÓÁÔÅȟ ÁÕ ÄÅÖÅÎÉÔ ÍÕÚÉÃÁÎĪÉ ÌÁ ÏÒÁĦÅȟ ÐÅÎÔÒÕ 
Ãá ÅÒÁÕ ÆÏÁÒÔÅ ÂÕÎÉȢ %É ÁÕ ÉÍÐÏÒÔÁÔ ĦÉ ÁÕ ÉÎÔÒÏÄÕÓ ÎÏÕÔáĪÉȟ ÎÏÉ ÓÔÉÌÕÒÉȟ ÁÕ ÄÅÖÅÎÉÔ 
ÓÉÍÂÏÌÕÒÉȢ 4ÏÔÕĦÉȟ ÍÕÚÉÃÁÎÔÕÌ ÄÅ ÌÁ ÓÁÔ Á ÒáÍÁÓ ÒÕÒÁÌȟ ÐÒÏÖÉÎÃÉÁÌȢ !ÓÔÁ ÿÎÓÅÁÍÎáȡ 
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ÁÃÏÍÐÁÎÉÁÚá ÍÁÉ ÐÒÏÓÔȟ ÎÕ ÐÕÎ ÁÔÝÔÅÁ ÁÒÍÏÎÉÉ ÿÎ ÃÝÎÔÅÃȟ ÕÎÅÏÒÉ ÃÝÎÔá unele 
ÓÕÐÅÒÆÉÃÉÁÌȟ ÄÁÒ ÐÏÔ ÁÃÏÍÐÁÎÉÁ ÐÉÅÓÁȢ -ÕÚÉÃÉÅÎÉÉ ÁÒ ÔÒÅÂÕÉ Óá ÓÅ ÄÅÚÖÏÌÔÅ ÿÎ 
ÐÒÁÃÔÉÃÁ ÕÒÂÁÎáȟ ÍÅÒÇÝÎÄ ÃÕ ÃÕÒÅÎÔÕÌȟ ĦÔÉÉÎÄ ÔÏÔ ÃÅ Ó-Á ÆáÃÕÔ ÿÎÁÉÎÔÅ ÿÎ ÇÅÎÕÌ 
ÒÅÓÐÅÃÔÉÖȟ ÎÕ Å ÐÅÒÍÉÓ Óá ÎÕ ĪÉÉ ÐÁÓÕÌȢ !ÓÔÁ ÎÕ Å Ï ÐÒÏÂÌÅÍá ÌÁ ĪÁÒáȟ ÁÃÏÌÏ ÿÎÃá 
vine din inimá34. 

Transcrierile (Fig. Ϋȟ ΣΡȟ ΣΣɊ ÒÅÐÒÅÚÉÎÔá ÁÃÏÒÄÕÒÉÌÅ ĦÉ ÁÒÍÏÎÉÚÁÒÅÁ ÕÎui  
csárdás cântat de Kálmán Bakos. Armoniile particulare, acordurile cu cvÉÎÔá 
ÄÉÍÉÎÕÁÔá ÓÁÕ ÓÅØÔÁ ÍÁÊÏÒá ÁÕÇÍÅÎÔÁÔáȟ ÌÕÝÎÄ ÿÎ ÃÏÎÓÉÄÅÒÁÒÅ ÉÎÖÅÒÓÉÕÎÉÌÅ 
acordurilor sau reinterpretárile, au fost deosebit de importante pentru Kodály 
ɉÃÆȢ ÁĦÁ-ÎÕÍÉÔÕÌ ȵÄÏÍÉÎÁÎÔ +ÏÄÜÌÙȱɊ ĦÉ "ÁÒÔĕË ÄÅ ÁÓÅÍÅÎÅÁ.35 

 
&ÉÇȢ ΪȢ 4ÉÐ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÕÒÂÁÎ Á ÕÎÅÌ ÆÏÒÍÁĪÉÉ ÄÅ ÌáÕÔÁÒÉ ÒÏÍÉ ÌÁ 

începutul secolului XX36 

 
Fig. 9. !ÃÏÒÄÕÒÉ ÆÏÌÏÓÉÔÅ ÐÝÎá ÿÎ ÚÉÌÅÌÅ ÎÏÁÓÔÒÅ ÿÎ stilul de acompaniament 

urban 37 

 
349ȄǘǊŀǎ Řƛƴ ŎǳƭŜƎŜǊŜŀ Ǔƛ ƞƴǊŜƎƛǎǘǊŀǊŜŀ ǊŜŀƭƛȊŀǘŇ Ŏǳ ƳǳȊƛŎƛŀƴǳƭ ǊƻƳ YłƭƳłƴ .ŀƪƻǎΣ Ǿƛƻƭƛǎǘ 

ƞƴ ŦƻǊƳŀǚƛŀ ŦƻƭŎƭƻǊƛŎŇ ŀ !ƴǎŀƳōƭǳƭǳƛ IƻƴǾŞŘ ό{ǳǊǎŀΥ ½¢Lψ5aψнлмнψммψнрύΦ .ŀƪƻǎ 
ǇǊƻǾƛƴŜ Řƛƴ ŘƛǎǘǊƛŎǘǳƭ {ȊŀōƻƭŎǎΣ ŘŜ ƭŃƴƎŇ bȅƝǊŜƎȅƘłȊŀΣ ƛΦŜΦ ŀŎŜŜŀǓƛ ȊƻƴŇ ǳƴŘŜ YƻŘłƭȅ ŀ 
cules melodiile aranjate în Kálló Double Dance ŘŜ ƭŀ ǳƴ ǘŀǊŀŦ ǚƛƎŇƴŜǎŎ ƞƴ мфнуΦ ό.ŜǊŜŎȊƪȅΣ 
Domokos, Olsvai, Paksa, Szalay 2019:405-406.) 
35 !ÃÏÒÄÕÌ ÄÅ ÄÏÍÉÎÁÎÔá ÃÕ ÓÅÐÔÉÍá ĦÉ ÃÕ ÃÖÉÎÔá ÍÉÃĦÏÒÁÔá ɉÿÎ $Ï ÍÁÊÏÒȡ 3ÏÌɀSiɀRe 
bemolɀ&ÁɊ Á ÆÏÓÔ ÉÄÅÎÔÉÆÉÃÁÔ ÃÁ ÄÏÍÉÎÁÎÔÁ +ÏÄÜÌÙ ÄÅ %ÒÎě ,ÅÎÄÖÁÉ ɉ,ÅÎÄÖÁÉ ΣΫΩΧȡΣΫɀ
28). $ÏÍÉÎÁÎÔÁ +ÏÄÜÌÙ Á ÆÏÓÔ ÄÅÔÁÌÉÁÔá ÿÎ ÃÏÎÅØÉÕÎÅ ÃÕ ÕÔÉÌÉÚÁÒÅÁ ÁÒÍÏÎÉÉÌÏÒ ÄÅ ÃáÔÒÅ 
Kodály, conform lui Anna Dalos (Dalos 2007:170ɀ188). 
36 Darumadár útnak indul ɉ-ÁÃÁÒÁ ɍÐÁÓáÒÅɎ ÐÏÒÎÅĦÔÅɊȢ #ÏÍÐÕÓá ÄÅ *ĕÚÓÅÆ $ĕÃÚÉȟ 
ÉÎÔÅÒÐÒÅÔÁÔá ÄÅ 0ÁÌÉ &ÁÒËÁÓ ĦÉ ÔÒÕÐÁ ÓÁȢ 4ÒÁÎÓÃÒÉÓ ÄÅ +ÁÔÁ 2ÉÓËĕȢ 3ÕÒÓÁȡ 
https://gramofononline.hu/1803397207/darumadar_utnak_indul (acc. 22. 03. 2024) 
37 %ØÔÒÁÓ ÄÉÎ ÃÏÌÅÃĪÉÁ ĦÉ ÿÎÒÅÇÉÓÔÒÁÒÅÁ ÒÅÁÌÉÚÁÔá ÃÕ ÍÕÚÉÃÉÁÎÕÌ ĪÉÇÁÎ +ÜÌÍÜÎ "ÁËÏÓȟ 
ÖÉÏÌÏÎÉÓÔ ÁÌ ÆÏÒÍÁĪÉÅÉ ÆÏÌÃÌÏÒÉÃÅ Á ÁÎÓÁÍÂÌÕÌÕÉ (ÏÎÖïÄ ɉ3ÕÒÓÁȡ :4)ͺ$-ͺΤΡΣΤͺΣΣͺΤΧɊȢ 
Transcris de Pál Richter. 

https://gramofononline.hu/1803397207/darumadar_utnak_indul
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Fig. 10. 0ÒÁÃÔÉÃÉ ÄÅ ÁÒÍÏÎÉÚÁÒÅ Á ÔÁÒÁÆÕÒÉÌÏÒ ĪÉÇáÎÅĦÔÉ ÕÒÂÁÎÅ ÄÅ ÌÁ finalul 
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Fig. 11. ȵ$ÏÍÉÎÁÎÔÁ +ÏÄÜÌÙȰ ĦÉ ÓÏÌÕĪÉÉÌÅ ÅÉ 

CONCLUZII 

)ÎÔÅÒÐÒÅÔÁÒÅÁ ÆÏÒÍÁĪÉÉÌÏÒ ÄÅ ÃÏÁÒÄÅ ÒÕÒÁÌÅ ÃÏÎÓÏÌÉÄÅÁÚá presupunerea 
ÅØÐÅÒÉÅÎĪÅÌÏÒ ÁÎÔÅÒÉÏÁÒÅ ÁÌÅ ÃÅÒÃÅÔáÒÉÉ ÍÕÚÉÃÉÉ ÐÏÐÕÌÁÒÅȟ ÎÕ ÅØÉÓÔá Ï ÐÏÌÉÆÏÎÉÅ 
ÒÅÁÌá ÿÎ ÇÝÎÄÉÒÅÁ ĦÉ ÐÒÁÃÔÉÃÁ ÍÕÚÉÃÁÌá ÔÒÁÄÉĪÉÏÎÁÌá ÍÁÇÈÉÁÒá ÿÎ ÃÁÒÅ ÁÒÍÏÎÉÉÌÅ 
apar într-ÕÎ ÐÒÏÃÅÓ ÒÅÌÁÔÉÖ ÓÉÍÐÌÕ ÐÒÉÎ ÄÏÒÉÎĪÁ ÆÉÅÃáÒÕÉ ÐÁÒÔÉÃÉÐÁÎÔ ÄÅ Á 
prezenta melodia; în stilul mai arhaic de armonizare, melodia este clar ÁÕÄÉÂÉÌá 
ÿÎ ÆÉÅÃÁÒÅ ÐÁÒÔÅ ÉÎÓÔÒÕÍÅÎÔÁÌáȢ !ÒÍÏÎÉÉÌÅ ÎÕ ÁÕ ÒÏÌÕÒÉ ÁÕÔÏÎÏÍÅȟ ÎÕ ÓÕÎÔ 
ÅÎÔÉÔáĪÉ ÄÉÓÔÉÎÃÔÅȟ ÅÌÅ ÓÅÒÖÅÓÃ ÄÏÁÒ ÐÅÎÔÒÕ Á ÿÍÂÏÇáĪÉ ÓÕÎÅÔÕÌ ÿÎ ÁĦÁ ÆÅÌ ÿÎÃÝÔ 
ÍÅÌÏÄÉÁ Óá ÆÉÅ ÅÖÉÄÅÎĪÉÁÔá ÄÉÎ ÃÅ ÿÎ ÃÅ ÍÁÉ ÐÒÏÆÕÎÄȢ !ÃÅÁÓÔá ÔÅÎÄÉÎĪá ÅÓÔÅ ÄÅ 
ÆÁÐÔ ÄÅÔÅÃÔÁÂÉÌá ÃÈÉÁÒ ĦÉ ÿÎ ÔÅÈÎÉÃÁ ÍÁÉ ÒÅÃÅÎÔá ĦÉ ÍÁÉ ÁÖÁÎÓÁÔá ÄÅ ÁÒÍÏÎÉÚÁÒÅ 
ÆÕÎÃĪÉÏÎÁÌá Á ÃÝÎÔÅÃÅÌÏÒ ÐÏÐÕÌÁÒÅ ÿÎ ÃÁÒÅ ÆÉÅÃÁÒÅ ÐÁÒÔÅ ÁÓÐÉÒá Óá ÉÎÔÏÎÅÚÅ ÎÏÔÁ 
ÓÅÎÓÉÂÉÌá ÍÅÌÏÄÉÃáȢ 

_Î ÍÏÄ ÃÏÎÔÒÁÒȟ ÿÎ ÐÒÁÃÔÉÃÁ ÁÎÓÁÍÂÌÕÒÉÌÏÒ ÕÒÂÁÎÅ ÄÅ ĪÉÇÁÎÉ ÿÎ ÃÁÒÅ ÓÅ 
ÐÏÁÔÅ ÏÂÓÅÒÖÁ Ï ÖÁÒÉÁÎÔá ÎÏÔÁÂÉÌá ÄÅ ÁÒÍÏÎÉÚÁÒÅ ÆÕÎÃĪÉÏÎÁÌáȟ ÁÄÅÓÅÁ ÄÕÃÝÎÄ 
la armonii super complicate ÌÁ ÓÆÝÒĦÉÔÕÌ ÓÅÃÏÌÕÌÕÉ ÁÌ 88-lea. În practica de 
ÉÎÔÅÒÐÒÅÔÁÒÅ ÄÅ ÁÓÔáÚÉȟ ÁÒÍÏÎÉÚÁÒÅÁ ÎÕ ÓÅ ÌÉÍÉÔÅÁÚá ÌÁ ÁÃÏÒÄÕÒÉ ÉÎÄÉÖÉÄÕÁÌÅȟ ÃÉ 
ÐÒÏÇÒÅÓÅÁÚá ÃÏÎÔÉÎÕÕ ÃÁ ÕÎ ÃÅÒÃ ÁÒÍÏÎÉÃ ÐÅ ÖÉÏÌáȠ ÿÎ ÃÏÎÓÅÃÉÎĪáȟ ÒÉÇÉÄÉÔÁÔÅÁ ĦÉ 
ÃÏÎÓÔÒÝÎÇÅÒÅÁ ÒÉÔÍÉÃá Á ÁÒÍÏÎÉÉÌÏÒ ÎÕ ÍÁÉ ÄÉÃÔÅÁÚá ÍÅÌÏÄÉÁȢ _Î ÁÃÅÌÁĦÉ ÔÉÍÐȟ 
ÕÔÉÌÉÚÁÒÅÁ ÁÒÍÏÎÉÉÌÏÒ ÅÓÔÅ ÅØÔÉÎÓá ÐÒÉÎ ÁÃÏÒÄÕÒÉ ÄÅ ÓÅÐÔÉÍÅ ÍÉÎÏÒá ĦÉ ÎÏnáȟ 

 
38 0ÁÒÔÅÁ ÍÅÌÏÄÉÃá ĦÉ ÖÉÏÌá ɉÁÃÏÒÄÕÒÉɊ ÉÎÔÅÒÐÒÅÔÁÔá ÄÅ +ÜÌÍÜÎ "ÁËÏÓ ɉ3ÕÒÓÁȡ 
:4)ͺ$-ͺΤΡΣΤͺΣΣͺΤΧɊȟ ÐÁÒÔÅÁ ÂÁÓ Á ÐÁÒÔÉÔÕÒÉÉ ÃÁ ÖÁÒÉÁÎÔá ÆÅÚÁÂÉÌá ÁÄáÕÇÁÔá ĦÉ ÿÎÔÒÅÁÇÁ 
ÐÉÅÓá ÔÒÁÎÓÃÒÉÓá ÄÅ 0ÜÌ 2ÉÃÈÔÅÒȢ 
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ÐÝÎá ÌÁ ÁÃÏÒÄÕÒÉ ÄÏÍÉÎÁÎÔÅ ÃÕ cvÉÎÔá ÍÉÃĦÏÒÁÔáȟ ÉÎÔÅÎĪÉÏÎÝÎÄ Óá ÕÒÍÅÚÅ 
genuri ÌÁ ÍÏÄá ÄÉÎ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒá ÃÏÎÔÅÍÐÏÒÁÎáȢ 
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