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Ethnomusicology boas t s  i n  i t s  ranks few men as we11 known a s  Bela Bartok. 
Although he is beat  known through h i s  own music, he was a s  much dedi- 
cated t o  preserving Eastern European peasant music as he was t o  corn- 
posing, To t h i s  end, he col lected,  t ranscr ibed  and analyzed f o l k  music 
f r o m  h'Ls na t ive  Hungary, and a l s o  from Rumania, Yugoslavia, B d g a r i a  
and Czechoslovakia, $&ether he was a f i n e r  composer o r  ethnomusicologist 
is unimportant; be was a master i n  both  h i s  f i e l d s ,  It is thus  f i t t i n g  - 
t ha t ,  after h i s  many decades of work on them, t h e  t h ree  volumes o f  
Rumanian Folk Kusic, should f i n a l l y  have been published, 

I n  Eastern  Europe, fo lk lo re  of  a p a r t i c u l a r  country is most o f ten  COX- 
l e c t ed  and s tud ied  by profess iona l  f o l k l a r i s t s  from t h a t  country, When 
mater ia l s  a r e  published, they a r e  p r in t ed  in  l imi t ed  e d i t i o n s  i n  t he  
language of t h a t  country, By and la rge ,  then, f o l k l o r i s t i c  mater ia l s  
from Eastern Europe a r e  r e l a t i v e l y  unava-ilable t o  schola rs  outs ide  t h e  
area, Rumanian Folk Husic, i n  that it is published i n  English, makes 
a v a i l a b s  important materials t o  a g rea t e r  number o f  scPlolars, Mation- 
a l i s t i c - ideo log ica l  b iases ,  which i n  Eastern Europe have often r e su l t ed  
i n  d i s t o r t e d  co l l ec t ion  analysis ,  have been avoided, s ince  Rartok, a 
Hungarian, wrote t h e  major p a r t  of Rumanian Folk Music i n  t h e  West, 

Rumanian Folk Ijusic is  a misleading t i t l e ,  s ince  t h e  included mater ia l s  
home from the  co l l ec t ion  made by Bartok from 1908-1917 i n  the  western 
sec t ion  of present-day Rumania which was, a t  the  time e f  co l lec t ion ,  a 
Rwnanian-speaking p a r t  of Rungary, Although Eartok wished t o  extend h i s  
research t o  t h e  whole of  Rumania, t h e  post World War I tension between 
Hungary and Sumania made t h i s  i.mpossible, Although t h e  geographical 
scope of Rumanian 8olk Music is smal ler  than i ts t i t l e  implies, t h e  
work seems musically a l l - inc lus ive  i n  most o ther  respects. The f i r s t  
o f  t h e  t h ree  volumes dea l s  with instrumental  music, t he  second with 
vocal  melodies, and the  t h i r d  with song tex2s. Each volume, a s ide  from 
copious notes, bibliography, e r r a t a ,  index and prefaces,  contains a con- 
c i s e  in t roductory sec t ion  dea l ing  with t h e  ca tegor iza t ion  and ana lys i s  
of the  musical and t e x t u a l  mate r ia l s  and t r ansc r ip t ions  of some 6,000 
melodies and t e x t s ,  

I n  Volume I, Eartok has  co l lec ted  rural i n s t m e n t a l  music of Western 
Rumania, Using t h e  lex icographica l  method, he has divided the  melodies 
i n t o  ca tegor ies  by function,  Thus, dance melodies, b r i d a l  and wedding 
music, instrumental  melodies without spec i f i c  funct ion and alphorn 
music and i t s  imi ta t ion  on o the r  instruments a l l  f a l l  i n t o  separate  
ca tegor ies ,  These ca tegor ies  a re  f u r t h e r  divided according t o  melodic 
s t ruc ture .  Thus, s h o r t  two-measure melodies are separated from longer 
four-measure melodies, s t i l l  longer  melodies and unc la s s i f i ab l e  melodies, 
These subcZasses a r e  i n  t u rn  divided s t r u c t u r a l l y  accordtng t o  t he  nun- 
ber  of melodic phrases and t h e  pos i t ion  of the  main cadence, Bartok 
neglects  t o  state h i s  c r i t e r i a  f o r  choosing main cadences, however* 
Melodies within t h e  groups a r e  fu r the r  subdivided according t o  range 
and f i n a l  tone, 

Bartok draws c e r t a i n  conclusions on t h e  b a s i s  of h i s  f unclional-struc- 
t u r a l  analysis .  Rhythmically, he f inds  t h a t  western Rumanian ins t ru-  



mental melodies consist  f a r  the most pa r t  of groups of four  or  e ight  
measures with four eighth notes i n  each, There a r e  isorhy ' thic  8yn- 
copated var iants  of the  four eighth note groups, Most o f  the melodies 
a re  i n  simple meter, usually 21'4, In addition some 7.5% of them are 
perfonned In  rrBulgarianu meters, 'his would indicate  a r a t h e r  strong 
Bulgarian musical Influenca on R m n i a ,  since the area covered in t h i s  
study is not adjaoent t o  the h l g a r i a n  border, 

Bartok dis t ingutshes s t ruc tu raUy severa l  d i f f e r e n t  kinds o f  dance 
melodies, The Biher area melodies a re  dist inguished by t h e i r  pecul iar  
p l tch  configurations a s  well  as by t h e i r  tendency t o  contain phrases 
repeated a fifth lower, The 1theroLc'9ype is d i s t i n p i s h e d  by i ts 
march-like character and rugged syncopated rhythm, The f a s t e r  - arde- 
leans type is composed Largely of unsyncopated 16th notes and is re- - t o  the  Hungarian verbunlies and t h e  lkra in ian  kolemyjka. Y e t  
another group lacks the  l a rge r  melodic s t ruc tu re  of the u iher  ardeleana 
and heroic  types; it is compased of short  motifs repeated without 
spec ia l  order, The l a s t  type discussed is  the - f l u e r  (wooden f l u t e )  
dance music of Hunedeara Province which, says Bartok, has asymmetrical, 
almost incomprehensible form, Bartok adds one more charac te r i s t i c  of 
perfonned dance music, the s t r i g a t w i ,  often r i b a l d  t e x t s  shouted i n  
time with the  music, by dancers. 'his phenomenon is mare widespread 
than Bartok was aware, since it is  found in  Yugoslavia as well, 

The next grouping, consisting of song melodies perfomed on instru- 
ments, is characterized by even greater  development of ornamental f igures  
than is found i n  the o r ig ina l  s u l g  versions. These melodies a re  often 
played i n  pa i r s ,  a fast tune following a slow one, %e b r i d a l  pieces 
ares characterized by t h e i r  lack of meter, as a re  the alphorn pieces. 

Vestern Rumanian i n s t r m e n t a l  music can be characterized by its instru-  
ments as well  a s  musical s t ructure.  The v io l in ,  a three s t r inged v io l in  
used f o r  accompaniment, a two s tr inged guitar,  the f lue r ,  a shor t  pea- 
sant f lu te ,  t h e  f l u e r  mare, a long peasant f l u t e ,  t m u b l e  peasant 
f l u t e ,  the long peasant f l u t e  without fingerholes, two types o f  bag- 
pipes, the  alphorn and the Jewts harp a l l  e x i s t ,  each with f t s  spec ia l  
physical l imi ta t ions ,  performance s ty le ,  geographical d i s t r ibu t ion  and 
spec ia l  f inc t ion ,  A l l  a r e  drawn and funct ional ly  and s t r u c t u r a l l y  des- 
cribed, 

Although Bart ok s grouping and analysis of instrumental melodies is 
meticulous and detai led,  the necessarly corre la t ion  of connected con- 
cepts is too obliquely made, Bartok explains his general  categories i n  
functional terms a t  the beginnin? of' h i s  intrcrductian, Nat u n t i l  its 
end does he explain t h a t  the d i s t inc t ions  he wishes t o  nake are indeed 
s t ruc tu ra l  as  well; in  f a c t ,  without carefu l  scru t iny  of the trans- 
cr ipt ions,  the corre la t ions  almost elude the reader, Since one of the 
important cha rac te r i s t i c s  of ;zdestern Rumanian i n s w w e n t a l  music seems 
t o  be t h a t  i ts metric s t ruc ture  and musical function are  closely re- 
lated, Bartok and h l s  ed i tor  have f a i l e d  t o  c l a r i *  a most h p o r t a n t  
pa r t  of h i s  analysis, 

In  h i s  care f o r  de ta i l ,  Bartok has included a sect ion on dance chors- 
o l o m  i n  h i s  analysis,  Unfortmately, h i s  meticuXousness has not ex- 
tended f u l l y  enough in to  t h i s  area. Although he has f a i t h m l y  recorded 
the general body posi t ions of the  dancers as well  as t h e i r  posit ions 
r e l a t ive  t o  each other,  he has nealected t o  note ans of the footwork 



they execute, The r e s u l t  is a most incomplete pf&ure of Western 
R m n i a n  dance. This is especfally important in  t h a t  a close relation- 
sh ip  e x i s t s  between musical and choreolopical metrfcs, This rela%ion- 
sh ip  i s  important t o  an overal l  analysis of rhythm and metrics i n  dance 
music. [In the Balkans, a t  l e a s t ,  the re la t ionship  can only be ascer- 
tained through reference t o  the footwork which, especial ly  i n  Rumania, 
of ten adds a rhythmic counterpoint t o  the ex i s t ing  rhythmic patterns,  

Volume I T  of Rumanian Folk Music is concerned with vocal melodies. 
Bartok has grouped these both according t o  function and s t ructure,  since 
the two are  correlated here as  they a re  in the instrumental music, He 
has i so la ted  s ix general types: non-ceremonial melodies, mourning song 
melodies, wedding song melodies, harvest  song melodies, rain-begging 
crong nelodies and Colinde, winter s o l s t i c e  song melodies, He uses the 
sane subgroupings m f o f o u n d  i n  Volume I, 

Bartok, a f t e r  analyzing the vocal melodies much a s  ha does t h e  instru-  
mental ones, i s o l a t e s  a number of t h e i r  cha rac te r i s t i c  traits,  The 
songs are not d i v i s i b l e  in to  strophes, but  rhymes a re  frequently used, 
The text l i n e s  a r e  usually e ight  sy l l ab les  i n  length, while the frequently 
found re f ra ins  a r e  eight  or more sy l lab les  long, There a re  many dis- 
t i n c t i v e  l o c a l  musical charac ter i s t ics ,  s o  tha t  no general ones can be 
s t a t ed ,  The n e t r i c a l  and melodic var ie ty  cha rac te r i s t i c  of Snstrumenta 
melodies is  also charac te r i s t i c  of vocal ones, Foreign influences of 
Arabic, Hungarian and Yugoslav or igins  are  present, but, as a whole, 
the vocal music d i f f e r s  f ron  t h a t  of adjacent areas, Despite the uni- 
formity of textual. metr ical  s t ruc ture ,  var iety is achieved through the 
use of various devices, e,g, d i f fe r ing  isometric strophe s t ruc tures  and 
metr ical ly  d i f f e ren t  r e f r a i n  l ines ,  The categorization of the trans- 
c r ip t ions  i n  Volume 11, i n  general, f s  b e t t e r  organized than t h a t  of  
Volume 1, Bartok widens h i s  scope by l i s t i n g  many foreign var iants  o f  
FJestern Rumanian texts .  

Volume 111 of Rumanian Folk Music is concerned with the t ranscr ip t ion  
and analysis  of the full. texts of the songs whose meladies a r e  trans- 
cribed in Volume 11, The t e x t s  a re  categorized by a motif system which 
Bartok seems t o  have developed himself. The general categories include 
love songs, songs of sorrow, so ld ier ' s  songs, death, wordly wisdom, 
nature,  Jeering, j e s t ing  songs, singing, r e v e l r ~ ,  dancing songs, r ibald 
songs, enumerating s ongs , songs about bad people, songs against  authority, 
songs about highwaymen, j a i l  songs, songs on miscellaneous subjects,  
Romany (gypsy) t e x t s  , epics, wedding songs , rain-begging s ongs , harvest 
songs and songs of mourning, Bartok u t i l i z e s  t h i s  system since he f e e l s  
t h a t  it mirrors the  human concerns and sentiments pa r t i cu la r  t o  various 
s t a t e s  of l i f e ,  He says, 

Using s t ruc tu re  as a bas i s  i n  c lass i fy ing  t e x t s  is out 
of" the  question, especial ly  with Rumanian rural tex ts ,  
as almost a l l  o f  them have the same s t ruc tu re  ( aca ta le t i c  
or  c a t e l e t i c  eight f i e v e q  sy l l ab le  l i n e s  i n  four feet ,  
no t e x t  stanzas) an3 a lgngth which does not indicate  
any s t r u c t u r a l  feature,  The only bas is  f o r  grouping 
texts,  therefore,  is t h e i r  content, (p, x l i i ,  Vol, 111) 

Bartok, of course, is a musician and an ethnomusicologist, not a folk- 
l o r i s t  who primarily s tudles  o r a l  t rad i t ion ,  However, i n  t h a t  he m u s t  
deal with t e x t s  i n  h i s  ethnomusicolo~ical work. he fs faced with a 



problem tha t  confronts all fo lk lor is ts .  There is no generally accepted 
motif index which covers song texts ,  jus t  as there is none fo r  many 
other oral, genres, Such a n  index would simplify great ly comparative 
work such as BartoR h imel f  attempts with h b s  references t o  Serbo- 
Croakian song tex t s  in 1;olrume 111, Eartokts motif index seems quite 
adequate fo r  h i s  material, Eut it is  inadequate fo r  comparative pur- 
poses because i ts subject headings are  limited to  those which are 
necessary t o  categorize the songs of Rumanian culture,  

Although he indexes h i s  texl; collection, Eartok does no other detai led 
analysis of h i s  texts ,  He says only that ,  i n  t h e i r  inclusions and 
omissions, they re f lec t  the sentiments and character of r u r a l  Rwnania. 
He includes no data t o  support t h i s  assert ion but the t ex t s  themselves. 
He f e e l s  t ha t  the epic ballads, I n  t ha t  t he i r  subject  matter i s  his- 
t o r i c a l  and international,  r e f l ec t  ru ra l  sentiment less than do the 
l y r i c  ballads, since "there is a very pronounced trend among peasant 
singers toward a choice of t ex t s  whose sentiments can be applied t o  
themsslvss individually" (p, Ixxxix, Vol, f 11) * For instance, Western 
Rumanian so ld ie r ' s  songs unanimously c r i t i c i z e  compulsory mi l i t a ry  ser- 
vice. 

On the bas is  of h i s  analysis, Bartok cktes cer ta in  general character- 
i s t i c s  of Rumanian folk song texts ,  He again mentions the absence of 
strophes, the universal appearance of eight  o r  seven syl lable l i ne s  
and the existence of rhymed couplets which are frequently interrupted 
by groups of three, four  or more rhymed or unrhped l ines ,  Line 
chains of from two to  four l i n e  l inks  are  cornion as a re  formulaic 
rhytne-completing l ines  and refrains,  Among emress ive  characteris t ics ,  
Bartok c i t e s  the intimacy of eq re s s ion  i n  l y r i c s ,  an elaborated, pro- 
fuse narrat ive s t y l e  in the epics, an abundance of t ex t s  of love and 
sorrow, an t i -mi l i t a r i s t i c  sentiments, a lack of  hatred towards other 
nat ional i t ies  and the absence of expression of cer ta in  family sen then ts ,  
such a s  those connected with quarrels, 

O f  a l l  the analyt ic  materials, those re la t ing  t o  the t ex t s  are, as 
might be expected, the l e a s t  detal led and most in tu i t ive ,  The omissions 
fn t h i s  analysis bring t o  the fo re  two problems which confront ethno- 
mmicologists i n  general, F i r s t ,  too few of us are as well t rained to 
analyze textual  materials as  we are t o  analyze musical ones, The 
f i e l d  of ethnomusicology, young though it is, has become specialized 
t o  the point t ha t  it is  often divorced from the r e s t  of folklore and 
esthet ics ,  s o  t ha t  it i s  studied, as  it were, in  a vacuum. This problem 
is aggravated especially i n  Xurope, by i ts  h i s to r i ca l  development as  a 
subdiscipline o f  musicology rather  than folklore or anthropology, To 
be successful, ethnomusicolol;5y must benefi t  from its contacts with dl 
its re la ted  f i e lds ,  Both soc ia l  s c i e n t i f i c  and humanistic methods of 
research and analysis are necessary f a r  an interdiscipl inary study such 
as e thnomusicolo~,  

Basically, Rumanian Folk Music r e f l ec t s  well some of the problems and 
achievements of ethnomusico3iogy as a whole, I n  terms of transcription 
and categorization, it i s  a meticuLous tour  de f orce, Although no re- -- 
co rd ing~  with which t o  compare the tran-~tions are  available, they 
are no doubt executed with as much objective at tent ion t o  relevant de- 
t a i l  a s  a re  Eartok t s Serbo-Croatian t ranscr ip t  ions, Relevant infor- 
mation about fns t rments  and some performers is  included, There are 
charts indicatinr?: the ~eograph ica l  d-istribution of various musical mnres , 



Although Bartok has obviously analyzed h i s  mater ia l s  i n  order t o  c l a s s f fy  
them and has presented us with a par t ia l .  s e t  of conclusions, he bas 
omitted any organized reference t o  h i s  ana ly t i ca l  methodology, He, 
l i k e  ethnomusicologists i n  general, has no doubt been unable t o  develop 
such a systematic methodology. One of the problems in  Rumanian Folk 
Music, and i n  e t h n o m u s i c o l o ~  i n  general, then, is the  l a c k  of a con- 
%-istent ,  all-embracing s e t  of c r i t e r i a  f o r  analysis ,  Bartok, then, 
dlong with h i s  colleagues, can bu t  c l a s s i f y  mater ia l  which, hopefully, 
might l a t e r  be l e s s  i n t u i t i v e l y  analyzed, 

It must be pointed out t h a t  the  lack  of a consis tent  ana ly t i ca l  system 
f o r  ethnomusicology is not an oversight  but  an almost insurmountable 
problem, Such analysts  involves, first, a decision about which of the  
many musical cha rac t e r i s t i c s  are re levant  f o r  ana ly t i c  and comparative 
purposes and, second, a weighing of these  charac te r i s t i cs ,  The re-  
s u l t i n g  methodology m u s t ,  of  course, be cross-cul tural ly  applicable,  

Rumahfan Folk: Music suf fe rs  from y e t  anclther lack, Although Bartok 
at tempts t o  connect the  sub jec t  matter  of h i s  texts t o  t he  mores and 
sentiments of the people who s ing  them, he presents no ethnographical 
d a t a  t o  support h i s  t e x t u a l  conclusions. H i s  analysis  of t he  pert inancy 
of t e x t s  is thus l a rge ly  i n tu i t i ve ,  and would benef i t  from the  addi t ion 
of corroborative data,  Barrtok, although ha is not successful  i n  his  
ethnographic attempt, a t  l e a s t  f e e l s  such an attempt valuable enough 
t o  make. Kany ethnomusicologists, unfortunately,  make no such e f fo r t ,  
The stylistic and funct ional  corre la t ions  which Rartok is ab le  t o  f i nd  
i n  Western Rumanian music a r e  ce r t a in ly  ind ica t ive  of the  f a c t  tha t ,  
t o  be wel l  and contextually understood, t r a d i t i o n a l  music should not 
be studied i n  a vacuum, 

I n  conclusion, Rumanian Folk Music is an excel lent  legacy f o r  the  future; 
its ca re fu l ly  catalogued co l lec t ion  of music of pre-blorld War I Western 
Rumania awaits only the  fu ture  appl icat ion of a yet-to-be-developed 
s c i e n t i f i c  ethnornusicological methodo2ogy. Even without t h i s ,  it is  a 
notable achievement, 
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Too often f o l k l o r i s t s  have had t o  s a t i s f y  themselves with mumoth folk- 
l o r e  co l lec t ions ,  ca re fu l ly  collected,  t ranscr ibed,  annctated and 
edited,  which were devoid of any meaningful ethnographic descr ipt ion 
of t h e  people t h a t  produced and maintained the  lo re ,  It would seen 
t h a t  Jerome Mtntx has attempted t o  balance t h i s  overemphasis of falk- 
l o r e  t e x t  and annotation Fn Legends of t h e  Hasidim, Approximately 
t h i r t y  percent of the  wolme%-'&62 pages are devoted t o  describing the  
cu l tu re  and community of the Hasidirn i n  the  Wew World, Indeed the  sub- 
t i t l e  of the  book, "An Introduction t o  Hasidic Culture and Oral Trad- 
ItLon i n  the  New World," would seem t o  underscore t h i s  contention. 
Yet t h e  s u b t i t l e  a l s o  r a i s e s  some question as t o  whether the  book is 
ch ie f ly  concerned with Hasidic cu l tu re  o r  with Hasidic o r a l  t rad i t ion ,  
This problem res ides  not  only i n  the  s u b t i t l e  bu t  within the  body 09 


