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Theses

1.) Preliminaries of the research, raising of a theme

Of all the cultural achievements of Romania’s Hungarian community, literature is probably 
the most important one, and this alone is enough to prompt us to examine the status of 
literature, especially since recent studies refer to the Romanian Hungarian radio as being 
overly focused on literature.1 In the life of Hungarians in Romania, the radio appears to be 
a characteristic and easily overviewed topic. The practice and institutions are developed in 
a well defined form. Its dual integration is beyond dispute: First off, it’s rooted in Hungar-
ian culture and contributes, or at least seeks to contribute to its development2; on the other 
hand, it operates within the boundaries of Romanian law. Even the broadcasts known to 
their restricted audiences under the alias of “Macskarádió” (the only existing radio produc-
tion that was formed without any sort of official institutional background), falls into the 
practice of the theatrical and literary experiments and productions of their times.

Since the year 1945, a large amount of Hungarian radio material was conceived, even 
in Romania. We believe that neither public life, nor the media, nor literature and per-
forming arts, could be described adequately, without the study of the radio archives.

Obviously, we are looking for radio achievements that were presented to their audiences 
in other forms as well (such as magazines and books), but more importantly, we research 
those that should be additionally presented in other forms due to their inherent values.

We have searched those titles that have born in a radio style, but still have especial 
literature value. But what sort of literature are we talking about? Is it characterized by 
the radio, or rather, the daily literary life?

We should also grant attention to phenomena that, while not based on the analysis 
of texts with literary values or intentions, show usage of literary stylistic marks, and 
greatly influenced the formation of radio texts.

Certain features of the radio, will force the broadcaster, editor or announcer, to 
modify the text received from the outside. These features, opposed to what we would 
consider the traditional features of literary works, could come from various different 
sources. Compared only with written literature, the only differences are the features of 

1 Tivadar Magyari: „A romániai magyar média” – Media researcher, autumn, 2000.  http://www.
mediakutato.hu/cikk/2000_01_osz/09_a_romaniai_magyar_media/05.html

2 “Megszólal a Székelyföld” (Seklerland Speaks), March 04, 1958 – radio program from the test period of 
the “Marosvásárhelyi Rádió” – Marosvásárhely (Targu Mures), State Archives, Fond 1089, dosar 1.
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Chances of the Radio Talks in the Period of the Media Directorate – Radio in a Changing 
Environment, Sapientia EMTE, Marosvásárhely, 2007 Nov. 23

The Fieldwork in the Radio – The Hungarian Media in Romania, Pázmány Péter TE, 
public lecture in Nyárádremete Summer Training Camp, 2007 July 4

The Hungarian Radio in Transylvania – ELTE, Modern Hungarian Literature section, 
public lecture, 2005 Nov. 18

The Cultural Importance of the Radio – multi-sequential presentation at the Summer 
Training Course of Prima Radio (Székelyudvarhely), 1999. July 5-7

Studies
Radio – Hungarian Literature Lexicon of Romania, 4th volume, 578-608 pages, Krite-

rion, 2003
Hungarian Radio Stations in Romania = G.S., Hungarians in the Media, Hungarian 

Media Strategy, revised by Keszthelyi Gyula, 94-103 pages, Custos Publishing 
House, 2000

Hungarian Radio Stations in Romania (similar) = G.S., Millenary Memorial: What Gave 
to Europe the Hungarian Culture from Transylvania, revised by Finna Géza, 132-
141 pages, Marosvásárhely, Juventus, 2000

The Hungarian Radio Work in Romania in 2001 = G.S., The Media Book of hungary 
2000-2001, revised by Enyedi Nagy Mihály, Farkas Zoltán, Molnár Adél, Solténszky 
Tibor, E.N.A.M.I.K.É. 2000-2001, h.n. I/217-228

Additions to the Work Procedures of the Media Directorate. Socialist Censorship 
in the Radio of Marosvásárhely = G.S., PhD conference. Sections of the studies pre-
sented at the conference held on the Day of Science, Budapest, Márton Áron College, 
2008 Nov. 10 Revised by Kötél Emőke, Balassi Intézet Márton Áron Szakkollégium, 
Budapest, 2009, 85-99

Published books
Radio Knowledge – academic handbook, published by the author, 2005 (revised in 2006, 

2007, 2008 and 2009)
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live speech, and the communication’s purpose, however, speaking of the radio’s features, 
we must also consider the technological ones, as well as the means of presentation, since 
the effectiveness of spoken language depends more on the form it’s expressed in, than 
written text depends on the graphics of writing.

Recognizing this characteristic, prompts us to study how literature appears in radio, 
how literature is formed in the radio, how literature affects the radio, and how the radio 
affects literature.

The other important characteristic that will influence our research is the fact that 
Hungarian radio in Romania existed in relative isolation for half a century. This isolation 
made it almost impossible for outside influences to affect it, and as such, we assume that 
the phenomena we encounter can be interpreted based on the genre’s internal rules.

Over the decades, we encountered many forms in which literature can appear in the 
radio: transcriptions, adaptations, as well as original, independent works. Occasionally, 
the radio makes appearances in literary works outside the radio, such as poems3, essays4, 
memoirs and theatrical plays, allowing for a more in-depth radio analysis than usual.

Unfortunately, the radio sound-archives are disorganized and incomplete. So far, 
the study of connections between literature and radio did little to attract the interest 
of researchers and as such both international and Hungarian studies are or little to no 
help in this area.

Hungarian radio critique in Romania is by far the most neglected genre. Besides a 
few newspaper articles, it’s evidenced only by a couple of conferences. Even profes-
sionals have little information of actual activity in this field. Collecting media studies 
material, on the other hand, is much easier, as the activities of several editors5, as well 
as the course of individual broadcasts or genres, have been studied in many state-
examination discourses.

Only one topic concerning the Hungarian radio in Romania, has managed to spark 
widespread interest: demands for the 24 hour broadcasts.

While fulfilling the exact functions of the radio (information, education, 
entertainment)6, Hungarian broadcasters in Romania, encountered the attention granted 
to the tension resulting from social relations of their time. We will try and figure out 
whether the editors have turned to literature (inherently metaphoric form of expression), 
attempted to convey messages between the lines, or use metaphoric texts.

3 Sándor Reményik: „Rádióba mondom”, „Rádióoszlop a Házsongárdi tetőn”. In: „Az Építész fia”, 
published by Kriterion Kiadó, Bukarest, 1983.

4 János Székely
5 [ME.dok], 2006/2 december, pg.75.
6 Romanian law of radio since 1928
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and in this case, the editor can use the raw materials with the sovereignty of the author, 
creating a work with documentary nature, and at the same time, artistic value.

The Romanian Hungarian radio’s practice from the forties and fifties proves that the 
radio can play an important role in the education of the communities as the depositary 
of live speech and oral culture, under all circumstances.

Still, the Romanian Hungarian radio (or even the public service channel) cannot be 
a part of Hungarian education in the same way theater and literature is. Even on the 
television, for a successful speech, the conditions of radio speech must be met, and this 
is greatly influenced by the aesthetic criteria of the speech.

These facts however, distance us from the radio, and lead to studying the whole of 
society, the forming of which starts with the education in schools. The radio could be 
the perpetual practice ground for the younger generations’ properly developed speech 
culture, which includes not only spoken language, but also, verbal knowledge, somewhat 
analogous to the context of writing and reading.

The radio is a living media branch. New phenomena emerge at every turn, and of 
course, its research can not be finished. It’s characterized by asynchronous development, 
although the main stages of this development are essentially similar in the different 
regions of the world. 

4. The publishing activity on this field

In addition to my publishing work I can mention public lectures during conferences, and 
especially radio-related conferences I have been involved as organizer. 

Starting from 2005 every two years we held at Sapientia EMTE (Tg. Mures) Radio 
Conferences: The Radio and the Language (2005), The Radio in a Changing 
Environment (2007), Radio, Culture, Communication (2009), The Radio and the 
Native Language (2011).

Aside I can list several public lectures on radio topics, presented during training courses, 
academic summer camps, at different faculties, scientific conferences. I will men-
tion the following:

The Placement of the Information, or the Insider Listener, Radio – Culture and Com-
munication, Sapientia EMTE, Marosvásárhely, 2009 Nov. 9

Additions to the Work Procedures of the Media Directorate. Socialist Censorship in 
the Radio of Marosvásárhely. PhD conference, Budapest, Márton Áron College, 
2008 Nov. 10
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Metaphoric messages may have manifested as diverse form of expression, or the 
dialect of a conversation partner. Some data show evidence of referencing local knowl-
edge and traditions related to local history, appearing in surprising linguistic inventions 
within the broadcasts.

Did the radio grow into a specific art form? Did it lead to the creation of specific 
literary genres and other literary phenomena? How was the radio influenced and formed 
by literary practice?

2.) The Research Method and Sources

During data collection, we realized that the volume of material relevant to the connection 
between radio and literature is too vast to be processed in a relatively short discourse. 
Therefore, we will restrict the research to the first era of Romanian Hungarian radio, the 
period between 1945 and 1989. Statistics after 1990 seem slightly less significant, since lit-
erature became an even less discussed topic in Romanian Hungarian radio, than before.

Strong connections were formed between the radio in Hungary and the Hungarian 
radio in Romania after the changes in 1989. The connection between the two public 
service radios, the Hungarian Radio and the Romanian Radio, is most notable7. 

During the research we have based our work on the archives of the Radio’s of 
Marosvásárhely and of Kolozsvár, and on the published works of radio professionals 
(memories, oral history). We have tried to classify and discover the layers of meaning 
based on the interpretation and analysis of the radio texts, the research on the intention 
and instruments that have been used.

3.) New results
 

Summarizing works8 usually mention9 the radio as a branch of the mass media, to which 
the diagnoses of communication studies are considered applicable, but quite surprisingly 

7 A big part in this connection was played by the renewed cooperation pact between the two radios. The 
pact was given meaning by the activities performed regularly since 1990. Along with the request of 
renewing the pact, Péter Agárdi, vice president of the Radio, provided significant exact support to the 
editors of the radio in Marosvasarhely and Kolozsvar. 

8 Imre Wacha: “A korszerű retorika alapjai” I-II (The basics of modern rhetoric), published by Semimpex 
Kiadó, Budapest, 1996

9 The radio does not appear in the Pallas Nagy Lexicon in 1897. Relevant entries are the “Radiometer” and 
the “Radiofonia”. The former heading is defined as an apparatus used to study thermal radiation. The 
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made it into their performed stages in Hungarian radio, even if they weren’t played 
back at home, and the audience had no way of knowing them. It’s important to note 
however, that these works had no effect on Transylvanian radio.

 The birth of recordings, the fate of their reception, shows however, that radio 
creations cannot be considered an integral part of culture. Bibliographers do not 
follow radio publications; we rarely encounter debates in the radio that are com-
mon practice in magazines, but even for the press history researches, it’s more of 
an exotic field, rather than a natural course.

 On the other hand, the materials maintained in the radio archives can reveal back-
ground information and prove the existence of connections that the processing of 
magazines can not. Vast material has been accumulated by both the sound archives 
and regular archives, but a considerable part of it is still untouched by researchers. 
The material is so vast and the effects that modified it are so diverse, that methodical 
research has to be applied to explore the smallest slices; the duration of the annual 
sound material is 400-500 hours (and the volume of the yearly archived material 
keeps on growing), while the length of the written archived material ranges between 
ten and fifteen thousand pages.

So far, mainly journalistic and interview books were born out of radio material. 
These books represent the first proof of the fact that radio material may be published 
in other media as well, such as books and newspapers. Equally important are the disc, 
cassette and CD titles that are available as individual works, separate from the radio 
program. The transformation of these texts, the enrichment of their meaning, is natural, 
and indicates the importance and possibility of further interdisciplinary research – after 
all, the audio books are gaining increasing popularity these days. 

We risk the hypothesis that due to the lack of truly radio styled literary works, the 
plan to operate the radio as a form of literary magazine, has remained a dream, a theo-
retic concept. But we can ascertain that in accordance with the features of their own 
genre, the radio materials too possess aesthetic structure that helps them rise above the 
daily flux of the media.

The texts however, can still not be transplanted from one medium to another, and 
that’s especially visible in the case of interviews, since the oral signs of expression are 
completely different from the signs that can be easily employed in the case of writing. 
The opposite is even less possible. A pre-written, then recited interview would be very 
stilted, because it’s not a living dialogue, just an imitation.

Talking in the radio cannot be imagined without the tools of performing arts. But real 
talk, direct person to person conversations provide these tools naturally to every speaker, 
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there is no theory of radio10. The expression “radio-theory” appears only in restricted 
sense, as an expression from 100 years ago11. The Hungarian interpretative dictionary12 
contains 12 entries relating to the word “radio”, with up to 49 related expressions and 
meanings, but the radio theory is not one of them. A possible explanation to the non-
existence of Radio-theory (in the sense of communication theory), is that as of today, 
the differences between casual speech, direct, public speech and radio speech (resulting 
from their different circumstances) have not been separated, and as such, we tend to 
identify radio speech as either casual or public speech. 

The new data discovered during the research work was classified on the basis of 
radio phenomena’s. On the section regarding the Radio-theory I gave those statements 
that can be found in the works of contemporary authors’ works, so the radio phenomena 
can be interpreted using those statements as a preliminary. The separation of radio 
sound/voice types can clarify some of the intentional and formal aspects.

1 Since the very beginning, the radio attempted to use theatrical solutions to bridge 
the gap between natural and radio speech situation. But while theatrical speech is 
considered entirely artistic, and linked to literature, the same is never said about 
the radio, not even in the boldest approaches.

 Results that valuable in terms of artistic and literary creation, the ways or artistic 
effect, are expected in relation to the research of interpretation. The researches 
related to texts, rarely consider the effects of the recording’s processing, which 
changes the speed of diction, acoustics, the nature of breathing, And eventually 
present the listener with a voice and speech that differs from natural speech.

 The media research considers numerous models based on a number of different 
approaches13, but do not cover the interpretation of artistic products in mass media, 
even though literary programs, broadcasts of literary works and the use of literary 

later heading defines “Termofonia” or “Radiofonia” (gre, lat) as: “sound triggering through repetitive 
and intermittent light rays. If we wish to hear human voices, we must employ a device similar to Bell’s 
photophone, (…) which is designed to transmit human speech using sunlight. (…) Since it needs no cord, 
it represents a major advantage when compared to the telephone, on the other hand, it depends greatly 
on air conditions, which is not always suitable for transmitting light rays to greater distances.

10 Compare: “Rádiótörténeti szöveggyűjtemény” (Anthology of radio-history texts), Budapest 1999, pg 20.
11 The enrichment of the meaning of the term ‘radio’, started 100 years ago, and is an ongoing process even now.  

The 1972 edition of the “Magyar Értelmező Kéziszótár” lists almost 50 derived terms, mostly compounds 
starting with ‘radio-‘ but also, words and adjectives. Its basic meaning is defined as: “transmission of sound 
in space through electromagnetic waves, and the reception of the thus transmitted sound”.

12 “Magyar Nyelv Értelmező Kéziszótára” published by Akadémiai Kiadó, 1972
13 Em Griffin: A First Look at Communication Theory, Hungarian version published by Harmat Kiadó, 

Budapest, 2001
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and audio, the true and comprehensive meaning of speech, which sometimes, due to 
everyday practice (superficiality) often manifests as morbid humor.

In the Macskarádió, no program type is exclusive, no role is dominant, and so the 
inner composition of the work appears to be constantly changing, because of the em-
phasis placed on various scenes. The fluctuation of the work is not a stiff illustration of 
the priori thought, but the rhythm of the presentation of various possibilities.

István Darkó’s radio fully corresponds to the radio known to Transylvanian audi-
ences; however, this radio does not operate according to the practices of the seventies 
of the eighties, but rather, according to imaginary, ideal working methods.

In several installments, we can point out the roots that tie it to Romania, to Tran-
sylvania, to Kolozsvár, but this work can be understood, interpreted, anywhere in the 
world, the local references do not affect it’s universal nature.

The relations that are outlined by the lines of the announcer, and the characters, are under-
standable from beginning, to the end. The only element that may be considered unrealistic is 
the application of the mirror effect, which manifests as the illustration of the radio’s strength 
of speech, allowing the audience to stay within the dimensions of the real world.

Darkó’s composition follows the general structure of the radio programs; “liter-
ary” additions would be the features that represent criticism of the radio industry. It’s 
noteworthy, how every detail of Darkó’s broadcasts fit perfectly into the radio genre’s 
journalistic framework. This work of fiction stays entirely within the boundaries of cred-
ibility. There is absolutely no need to apply artificial soundings to express the intentions 
of the author or to reflect the meaning of the text.

7 With the unity of culture as a premise – single language, single national education 
– we found countless examples of interaction between various forms of communi-
cation, in the radio materials.

 This can be based on theoretical considerations, but the radio’s practice won’t 
contradict it either: any work created to be read28, can be made audible in the radio, 
either through traditional methods of presentation, of through recitation.

 If we were to demand nothing but the predicted yields of the radio: the new genre of 
the radio play, then the single radio play, the “Macskarádió”, would quite naturally 
seem insufficient, for the track record of sixty eight years. This picture is slightly 
nuanced by the fact that the radio plays of other Transylvanian authors have at least 

28 With the possible exception of visual poems seeing how the visual layer of their meaning can only be 
conveyed by their image.
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genres in and outside the radio are all parts of communication, and are presented 
as such to the audience.

 Therefore, we can easily examine the literary text’s classic bonds to the metaphors14, 
seeing how the basic meaning, the semantic changes and induced semantic changes, 
and the different interpretations of the texts (audio streams) broadcasted in the radio 
can be examined individually as well as collectively, to understand the role and 
effect of literary texts in the radio’s broadcasts.

2 We can conclude that live broadcasts get a much smaller place on the list of artistic 
radio works compared to the programs based on sound recordings. Even knowing 
the artistic effects of the radio, we can not assume that any artistic value can be 
created by making a simple sound recording of real life.

 A program is made of a raw recording with cuts and the addition of information 
necessary to its understanding. These edits do not affect the content or message 
of the broadcast, most of them being of purely aesthetic nature (even the technical 
ones). The order and position of the words are changed only when the text is edited 
to better reflect the intent of the speaker. However, due to the editing, the natural 
text can suffer a concentration that greatly changes its aesthetic order, and gain 
linguistic and mental values that grant it a new quality compared to the original.

 Traditionally, it’s outside the radio that we get to know literary works; they are 
created outside the radio. So how do they end up being broadcasted, and can they 
be conceived in the radio?

 It’s particularly appropriate to ask this question when we analyze the mass media, 
since the technical medium represents an even greater obstacle in the case of the 
radio’s artistic message, than in the case of the theater. The viewer could sit on the 
stage, and would still remain a viewer. But if the listener sits in the studio, he’s no 
longer a listener of the radio. His role would change, as he could potentially become 
an announcer, reporter, subject of an interview, he would become an actor, not only 
if he speaks, but even when he applauds.

 In this respect we also accept that the broadcast of any piece of literature is part of 
the radio’s message - a program of the radio-institution, the social response to the 
challenges of the social environment, but it is precisely this fact that shows how 
even the other texts of the radio can be enriched with a meaning which goes beyond 
itself, specificities, the radio’s message amplifies itself. In other words, the radio 
text will become richer should it possess literary value.

14 Hans-Georg Gadamer: Truth and Method, Hungarian version published by Osiris, Budapest, 2003
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 Darkó’s radio play is the only work in Hungarian literature that was built entirely 
on the specifics of the radio, exploits the possibilities of phonic expression, and 
builds and presents its world solely through information conveyed through sounds. 
It even analyzes the chances of understanding extreme situations.

 Every existing radio genre will appear in the “Macskarádió”: news, commentary, 
a variety of reports, interviews, chat shows, advertising etc; materials, headings, 
programs, with a rich and varied structure with possibilities for both independent 
and connected interpretations, and the presentation of dangerous situations in life27. 
We also discover that, according to the Macskarádió, these news reports aren’t even 
important, but we won’t know that the report of the train accident for example, is 
a fake, until we are told so.

 In other words, we can understand the world of the radio without help, but we can-
not understand the world outside without it being explained to us.

 The world surrounding the Macskarádió is easily definable: a society in which you 
cannot live peacefully, but in this case, it’s acceptable not to understand every single 
detail, since we’d just dismiss it anyway. Accordingly, we don’t need to know the 
details of scenes emerging out of or remerging into the discord; instead, we must 
understand the event in its whole.

The well defined radio roles, the diversity of editing methods, brief but accurate 
information, precise introduction of the genres, the presentation of form, the verbal (and 
not narrative!) presentation of the events, the minimal internal narration and the complete 
exclusion of external narration, made the “Macskarádió” most suitable for reflecting and 
carrying metaphoric messages. At the same time, it managed to bring together different 
times - past and present (former and current programs), different locations (the studio, 
the outside world, even the hidden eavesdropper) and different levels of communication, 
(from aggressive outbursts to tame muttering), and connect them perfectly.

It’s not the story that enters the radio: the radio itself is the story. The plot runs par-
allel, independent from the radio, stressing the radio’s importance, seeing how we only 
gain knowledge of important events (fights, manipulation) from the radio. This is the 
reason why Darkó’s creation is clearly a radio play, even if it would have been made for 
tape. It’s not built on the technical possibilities of the tape recorder, but on the specifics 
of the radio’s genre, the radio programs’ and broadcasts’ genre, the clarity of speech 

27 Compare: Péter Egyed: In Darkó; István Darkó „A következő pillanatban”; Macskarádió, 2007, published 
by Kriterion Kiadó, pg. 107.
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Practice shows that literary works can appear in the radio in three different situa-
tions: 
1. Independently, accompanied only by an announcement,
2. in the form of an addendum,
3. as an illustration.

The first instance is considered a reflection: It reflects the original work, respecting 
(hopefully) the intentions of the creator.

When in the form of an addendum, it may appear as an explanatory or interpretative 
text. The work itself is not important, only the fragments which are used to implement 
something else, the portrait of a writer, a performing artist, a historical or cultural event, 
that the work itself may have been a part of.

The third case is when the work appears as an illustration. It enriches the message, 
but provides no additional information. Its role is to justify the message, which is now 
conveyed with artistic weight. The work (usually a poem, since the length is an important 
factor, due to the program’s duration) is somehow connected to the main topic, and is used 
to raise the program’s value, it’s informational and emotional richness and it’s mobilizing 
effect. In other words, the works aren’t picked because of their own value, but rather be-
cause of the appropriate message. A typical example would be the poem “Nagyküküllő” 
from Sándor Kányádi, which the editor considered appropriate in a program about the 
geographical region of Nagyküküllő (regardless of the poem’s ideological message).

3 The various stages of development of Hungarian radio in Romanian can be linked 
to dates of the transformation of institutions, and the appearance of important in-
stitutional characteristics (commercial radio, VHF frequency, transmission time 
undivided, complex program types):

Stage 1: 1945-1989 - The institutional appearance and functioning of the radio 
Stage 2: 1989-2006 - The Completion of the radio system
Stage 3: Since 2006 - the radio’s functioning in a multi-media environment

When examining the Hungarian radio in Romania, an all defining factor is the fact 
that we’re testing minority radio conditions that developed with restricted broadcast 
lengths, in dual political grip (power of the state and nationalism). In other words, be-
sides technical, organizational and social issues, the minority radios had to deal with 
the political burden.

Sándor Gáspár
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 Of all the Romanian Hungarian radio works, the “Macskarádió” of István Darkó is 
the most original one. It is the only real Romanian Hungarian radio play, preserved 
in the author’s legacy, and, thanks to devoted reconstruction, presented to the public 
for the very first time 30 years after its conception.

 To the ears of an everyday audience, the “Macskarádió” is just another radio show, 
while those initiated, see it as a real work of art, but neither of them really knows as 
to what measure is it institutional or formal, and to what extent, a message bearer. 
The radio appears as the object of several works23, but Darkó’s “Macskarádió” is 
the only one that features it as the actual subject. Should we analyze it, we don’t 
examine writings, but rather, sounds, that may be articulate or inarticulate, but are 
nevertheless meaningful, i.e. tools that are necessary to create radio programs.

 To us, the world of “Macskarádió”, consisting only of sounds, is not something 
fantastic, and it’s not as homely or as clearly visible as the written form. The radio’s 
design only allows a specific form of orientation, the reality of sounds illustrates the 
reality of the information, a different kind of reception from writing. For example, 
in the advertisement of the “Mélypince” (root cellar), the lively nature of the place 
was not only indicated by simple discord, but a discord with fragments of Russian 
speech, something that cannot be done in written text24.

 To illustrate the uncertainty of the world, instead of using the traditional tools of writ-
ing or the traditions of oral expression, Darkó employs the micro- and macro-editing 
tools offered by the radio. This of course can not really be analyzed in the traditional 
manner, within the dimension of written works, although we will quickly realize 
that the performance-artistic tools play only a minor role here. Darkó himself thinks 
of his characters as “distilled men”25 who “carry the weight of our own affairs, with 
their own thoughts and obsessions”26. Therefore, they can also be characterized in a 
static manner, and the situations they’re in, as multi directional parables; indicating 
that the show’s plot is not the most important message of the “Macskarádió”.

 There appear to be several contradictions in the “Macskarádió” that require an in-
depth analysis of the content and structure, the internal time and the chronology 
of the events. We feel like we managed to satisfactorily clarify the order of the two 
main parts of the work. Compared to the published work, an important change 
seems to be justified, namely to swap the order of the two parts.

23 There are a broad range of Hungarian creators, but Transylvanian poets have also wrote works featuring 
the radio such as the above mentioned Sándor Reményik and János Székely

24 István Darkó „A következő pillanatban”; Macskarádió, 2007, published by Kriterion Kiadó, pg. 97.
25 István Darkó „A következő pillanatban”; Macskarádió, 2007, published by Kriterion Kiadó, pg. 8.
26 István Darkó „A következő pillanatban”; Macskarádió, 2007, published by Kriterion Kiadó, pg. 7.
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According to the Romanian Hungarian radio’s data repositories15, as well as recent data, 
about 60 radio editors existed between 1945 and 2004. The story of cable radio in the fifties 
and sixties is practically unexplored. The number of broadcasts in these years was excessive, 
but the area covered was obviously limited. The majority of programs broadcasted through 
radio waves were created in the nineties, though most of them no longer exist. New radios 
are being created today, which makes the radio an active and developing media branch.

Due to the specific historical and political circumstances, the Romanian Hungarian 
radio has walked a unique path. There are barely any common points shared by the 
radio in Hungary and the Hungarian radio In Romania, and the distance is particularly 
pronounced after 1958. That’s why we only attempted the detailed study of the theoretic 
development of the radio related to literature, until the year 1958.

Most of the foundations of literature’s – fiction’s – existence in the radio have ap-
peared between 1937 and 1947; by 1958, the additions that modified the previous image 
as a new concept, were also in place. Since then, the radio did not develop in a literary 
direction, but it’s an obvious assumption that from the perspective of radio practice - 
listening to the radio – the Romanian Hungarian radio, were just as influenced by these 
observations, insights as the Hungarian Radio.

During my research, I encountered neither the technical development of radio-play 
– stereo and quadraphonic experiments, nor the theoretically formulated specific pos-
sibilities – space-time, night time, closed space issues.

4 The radio in general, is low on artistic, literary texts, but listening to programs of 
higher priority, we will often discover texts that possess – or at least are intended to 
possess – literary value. The editors wish to exploit the higher quality of the literary 
texts, using their presence to pronounce the outstanding nature of the program, or 
the event that serves as the program’s occasion. Conclusively, literature’s classic 
forms of expression are implanted, often unaltered, into the radio.

The existence and changing of different media genres, also offers instructive and illustra-
tive information in itself, however, these changes also show evidence of the recognition of the 
genre’s internal rules, and over time they are less likely to be linked to external factors.

Because of this, we closely inspected the radio’s report and interview programs, as the 
precautions against sound recordings (i.e. censorship), could have also played a role in the 

15 “Romániai Magyar Irodalmi Lexikon”; http://netkatalogus.adatbank.transindex.ro/?q=127;
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 In the practice of the radio in Marosvásárhely, the term “radio adaptation” had an 
excessively broad meaning. It was brought up during the processing of a play’s audio 
recording, as well as the reworking of short stories or youth novels, for broadcast. So 
to summarize, there are two ways to communicate a written work in the radio:

Recitation
Adaptation

The radio play is completely independent from these, seeing how by its very genesis, 
it’s bound to sounds and not to writing. Radio works, where the world of the characters 
can become known solely from their verbal interaction and various sound effects, could 
all be considered radio plays, but if we prefer the traditional classification, we could 
exclude those that lack both narrative and dramatic conflict. Practically, we’re rather 
talking about radio dramas in the Romanian radio archives, keeping in mind that while 
the broadcast-nature of the radio drama is often present, we have yet to find a work that 
completely avoids the possibility of vision, with the possible exception of individual 
episodes. We have yet to find a work that seeks to illustrate the invisible side of life, 
through sounds alone, in other words, there are no radio plays built specifically on the 
radio’s unique properties (with the exception of the “Macskarádió”).

Meanwhile, we may notice that theaters feature more and more sound-plays, shows 
that are practically held in darkness, with the sole help of voices and sound effects22.

Even in the archives, we will rarely find any plays that don’t have their stage equiva-
lents. Even the works referred to as radio plays are actually radio adaptations of stage 
plays. Their radio-likeness is no more pronounced than that of any stage play’s, the radio 
version of which can be broadcasted at any time.

The audience must often refer to their imagination, to complement whatever they 
hear, seeing how the text itself will reference the scene at every turn.

6 Browsing the archives of the Hungarian Radio, we will find the works of several 
Transylvanian authors, indicating that many Transylvanian authors were have shown 
interest in expression through the radio, unfortunately, these works were broadcasted 
only by the Hungarian Radio, the Transylvanian audience back home could not hear 
them. Most likely, it’s not radio analysis that will reveal the reasons behind this.

22 On the 28/29.-án May 2007, the Szatmári Magyar Hírlap announced the premier of the radio play 
„ROCK ´N RUN – Mozivilág” (the world of cinema) in the studio hall of the Szatmárnémeti Északi 
Színház on the 30th of May 8:PM. The play is a co production between the House of Germans in Hunga-
ry, the German Forum of Szatmár county and the Hungarian German Youth Organisation.



Hungarian Radio and Literature in Romania

9

fact that independent report-programs only appeared after the first decade of the radio’s 
history, and those based on sound recordings did not become routine until the seventies.

A strange phenomenon in Romanian Hungarian radio is the great uncertainty in 
the judgment of artistic creations, which also reflects the problem of judging valuable 
and dilettante, or professional and amateur artists. Even in 1973, literature and written 
language were considered as equivalents16, while in their programs, the editors were 
visibly trying to follow the aesthetic principles of the “Erdelyi Helikon” that followed 
the agenda of the “Nyugat” magazine.

Memoirs and confessions offer examples of radio texts gaining literary value. These 
are texts that originated as live speech, with the emotional charge characteristic of live 
speeches, carrying historical and topographical information, which defined people’s 
lives. Many books were written based on the material of these programs, allowing for 
a comparison of broadcasted texts and traditional printed books.

The vast majority of poems appear as circumstantial material. The question arises 
whether the artistic impact of a poem can be considered as indistinguishable from the 
artistic impact of the radio?

While it’s possible for the birth of a poem in exceptional cases17, the modification of 
a poem is in no way connected to the radio, as opposed to other forms of text that are 
created through the radio, and may be modified and formed according to their presenta-
tion on the radio.

A poem however is an important part of a radio program, because its extraordinary 
compactness, pictorial expressions and metaphoric meaning, makes them suitable to 
convey their message. The self propelled world of the poems would be granted separate 
under only a few headings, and rather, poems could be seen as dependant entities, seeing 
how they are more likely to appear in the radio in the form of an addendum.

Discussion, interpretation or analysis of poems was never really on topic. The ac-
companying texts were more informative in nature, talking about the author, and the 
landscapes, historical events or societies that inspired him.

When talking about the connections between poetry and the radio, we must, natu-
rally, talk about poems that feature the radio as their main subject. The number of such 
poems is relatively small in Transylvanian literature. Besides the two poems of Sándor 
Reményik, we must mention the poems of János Székely.

16 Miklós Kund Nagy – „Irodalom a Marosvásárhelyi Rádióban” (Literature in the Radio of Marosvásár-
hely, 1958-1973, State Examination Discourse, Kolozsvár (Cluj Napoca), BBTE, 1974. oversaw by Pál 
Sőni, pg. 2.

17 Radio poems of  Sándor Reményik and János Székely
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 We may analyze the narrator’s role depending on whether he conveys the show, ensures 
the continued understanding, or supplements it by citing information that is not apparent 
from the sounding work, in other words, assumes a part of the role in the work.

 The exemplary piece would be the radio version of one of the Secler Theatre’s 
(“Székely Színház”) performance20, made in Budapest. According to the written 
form of the work, the narrator helps understanding the scenic picture, while stay-
ing entirely outside the work, as indicated by his tone and manners. According to 
the basic demand of the radio, through his speech, he informs the audience of the 
things they would be unable to understand from the radio’s stream of sounds.

 Should we abandon the narrator, the radio would be forced to give up trying to 
broadcast numerous scenic shows, and this loss would be much greater than the 
loss of dramatic effect caused by the presence of the narrator.

 The real reason why we must discuss the overly unnecessary nature of the narra-
tor is the fact that he appears as a frequent addition to radio plays, works that were 
originally meant for audio broadcasts. The radio plays were welcomed as the most 
significant genre of radio, first in theory, and eventually in practice. The presence of 
a narrator in the radio, results from the existence of the radio host, and from epical-
dramatic situations that create a frame story, a show within the show. The efforts 
at metaphoric expression, forces us to make use of exemplification and illustration 
anyway. (We are not ignoring the general temporal issues of literary works that stem 
from the time of the author and the work as well as the distance between the author 
and the reader, but our observations refer to the specific case of the radio, only.)

 We need to distinguish the live recording of a public performance, its studio ver-
sion, the radio adaptation, and the radio play. (Though there are little differences 
between the studio version of a play and an adaptation of a work).

 Every now and then, the role of the narrator appears to have a strange duality. 
It’s not so much about informing us about the events of the plot, but rather about 
conveying the opinion, the observations, the lines of the author, the narration be-
comes more like an artistic recitation. Sometimes, the narrator himself becomes 
a character linguistically, making the understanding of the plot easier for a child 
audience, but sometimes, achieving the opposite effect for adults.

 The range of adaptations is extremely broad. Drama, novels, short stories and fairy 
tales were equally adapted into radio performances, and even journalistic genres 
were attempted to be made radio-like21.

20 Richard Nash: The Rainmaker – October 25, 1958
21 Approximation of the term “rádiószerűsítés” coined by Miklós Cserés
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The radio of Bucharest, and later Kolozsvár, and Marosvásárhely, featured a heading 
called ‘artistic reading’. In rare cases, it was performed by the authors themselves (Ferenc 
Papp, Sándor Kányádi, Károly Molter, György Kovács), sometimes interpreted by performers. 
The heading ran parallel with the Romanian „lecturi literare” (literary reading) heading.

The programs sometimes included short stories or sketches when they could be 
connected to an anniversary, or political campaign. The heading never really had any 
specific objectives; rather, it feels like it only existed due to superior ordinance, seeing 
how it atrophied with the expansion of the editorial stall. The readings can be found 
under the older sections of the archives.

The read prose writings have suffered continuous modifications. Acoustic aspects of 
the originally written work only became evident during the readings, so naturally, the 
oral presentation may influence the work’s manifestation, which may now differ from 
the written manifestation.

These alterations could be considered incidental, as better prepared performers, ac-
tors with better diction skills, can easily transplant the written text into oral text, while 
retaining the original form, as an individual achievement that differs from conventional 
oral solutions. Permanent changes may also appear when the author himself includes in 
the text, modifications that may become necessary during a reading.

It’s made especially clear, that the musicality of the text, the rhythm, plays an impor-
tant role in its reception and understanding. In general, the linearity of a text’s narrative 
is considered a criterion of understanding, but the same role is fulfilled by the refrain-
like turns of phrases or the texts’ inner rhythm. Because of this, there is no principle 
problem, in conveying the texts of modern prose that avoid narrative, alongside texts 
of classic prose. The quality of presentation becomes more stressed however, but this 
demand seems to be proportionate to the fact that the printed image of modern prose 
works are given a much greater role than 100-200 years ago.

5 Mentioning the art of radio would most likely make people think of radio drama, 
which is natural, seeing how it was through the radio that most theatric plays have 
been made available to everyone. The greatest cultural impact of radio in Transyl-
vania was the fact that many stage performances were recorded for broadcast, and 
many plays were converted into radio plays. In fact, many plays were broadcasted 
in the form of radio-plays before they were even presented on-stage. Sometimes, 
radio was referred to as the eighth theater in Transylvania18.

18 Professional nationally recognized and accordingly subsidized theaters existed in Kolozsvár, Marosvá-
sárhely, Sepsiszentgyörgy (Sfantu Gheorghe), Temesvár (Timisoara), Nagyvárad (Oradea) and Nagy-
bánya (Baia Mare) – later moved to Szatmár (Satu Mare). The sixth would be the Hungarian Opera 
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 In addition, to a more modest extent, the radio had its own productions, recordings that 
had no theatric equivalents. Obviously, these were the ones advertised as original radio 
plays, basically, they are plays made audible. The number of greater length original 
radio plays was relatively small, but shorter scenes and applied radio plays were more 
often included in the programs. In the sixties and seventies, radio plays were often 
broadcasted two or three times a week. Presumably, there was some sort of connection 
between the number of radio plays and other radio events, but our research did not con-
firm it. Further research may deepen our picture of the radio play dumping of the radio’s 
early decades. Many of these plays weren’t even archived, but accounts mention them 
as having bad acting, contrived dialog and overall, no artistic quality whatsoever.

 We were unable to link the radio practice of Hungarians in Transylvania (apart 
from this period), the frequency of the recordings or the writing of radio plays, to 
any sort of external factor. We found plays from the end of the sixties, when the 
airtime was still short, but the archives contain recordings from after the economi-
cal stabilization and the political constriction 5-6 years later, and even after the 
following times, when the dictatorial regimes restrictions were the strongest.

 Here we must mention the great public shows from the period before 1985, which 
were programs and shows made with the public, programs that also featured literary 
insets, but their essence was diversity, and the connection of music and theatrical 
performing art.

 Now, we must discuss the issue of the narrator, who in this case, provides the 
audience with the relevant information – a natural task of the radio host – but 
sometimes, assumes the role of introducing the work to the audience and ensuring 
its continued understanding.

 Although many literary studies19 claim that the presence of a narrator leads to a 
decline in the dramatic core, in practice, the narrator is still present in drama pre-
sented in the radio, which demands an explanation in face of the complaints.

 In the narrowest sense, there’s the presence of the narrator that narrates the play, 
according to the form sanctioned by the author.

in Kolozsvár and the seventh is the Drama Institute of Sepsiszentgyörgy (till 1989). The nineties saw 
the birth of new theaters in Székelyudvarhely (Odorheiu Secuiesc), Csíkszereda (Miercurea Ciuc), and 
Gyergyószentmiklós (Gheorgheni), the rebirth of the theater in Arad and the forming of several new 
ensembles in Marosvásárhely, thus increasing the number of existing theaters.

19 Compare: “…the strong presence and omnipotence of an external narrator is not good for the text, as the 
narrator seeks to rule the perspective of both the author and the reader/critic.” Adel Zsigmond: “Nagy 
Koppány Zsolt, avagy a regénykedés” - third run of the Korunk magazine season 19, issue 3. (march 
2008) – epa.oszk.hu/00400/00458/00135/zsigmonda.htm


