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Abstract. In my presentation, 1 will provide a brief overview of the research, education, and
archiving of Hungarian folk music. First, I will highlight key figures like Béla Barték and Zoltan
Kodaly, who were central in the early 20th century, as well as modern scholars. I will also discuss
the history of folk music collections, including phases like notation, systematization, and typology,
and how comparative studies with neighboring cultures enriched research. The European Folk Music
Catalogue will also be mentioned, along with the relationship between Hungarian and Turkish folk
music.

The second part will cover the evolution of Hungarian folk music education, with a focus on the
«dance house movement» that significantly shaped its development. I will explain how education has
progressed from amateur levels to the specialized programs at the Liszt Ferenc Academy of Music.

The final section will cover the archiving of folk music, with an emphasis on institutions like
the HUN-REN Institute for Musicology and the Hungarian Ethnographic Museum, both offering
valuable online recordings in Hungarian. Lastly, | will present my trilingual website (www.zti.hu/
sipos), dedicated to the comparative study of Turkish folk music, featuring video materials, books,
and research.

Keywords: Hungarian, Turkic, ethnomusicology, comparative folk music research, archives,
music education, online folksongs, dance house movement

AnHOTanuA. MeH e3yMJyH GasHAaMaM/Ja BeHrep aJIIMK My3blKacblH U3WJI/I88, OKYTYY KaHa
ApXUBJAEWITUPYYASlY HETH3TH KaJlaMAapAbl KbicKada aluTblll 6epeM. An6eTTe, BeHrep 3/J14UK My3bl-
KaCblHA apHaJITaH JKY3/6TeH U3WJ/1[ieeJIep/y ’KaHa KUTeNTepAH 3CKe aJranza, 0yJ Makaaaza KbicKa-
4ya 6aAHaMa raHa *acooro MyMKYH.

BupuH4u 6esaymae 613 20-KblIbIM/bBIH 6albiHAa 6earuayy 6oaroH bena bapTok MeHeH 30.-
TaH KofalAblH aMreKkTepuMHeH GaliTan, akbIPKbl XKblIJapAarb] xaHa OYTYHKY KYH/Jery MaaHWuJIyy
OKYMYIUTYY/Iapbl KaHa ajlapAblH 3MTeKTepH MeHeH TaaHblabbli3. AHJAH apbl 3/IIHK MY3bIKaJblK
KbIMHAKTApP/bIH TapbIXblH, aHbIH WYMH/E HOTAJ00, CUCTEM/EIUTHPYY, THIIOJIOTHA, CaJabIITLIPYY
aTanTapblH KepceTeM. KoHIly a//jlep/IMH ’aHa TeKTell MaJlaHUATTap/bIH 3/1JUK My3bIKaCblH H3WJI-
JleeHY CaJIbIIITBIPDIN, a/lap BEHrep 3JIIMK My3blKa U3W//166/I6PYH KaHJal 6aibITKaHbIH CypeTTen
6epeM. MeH EBpomnaHbIH 3/1IMK My3blka KaTaJoTy »6HYH/e KbICKaiya Maa/JbIMaTTbl, 3H MaaHWUJIYY
KbICKa4ya 3MreKTepAy TU3MeKTell, TYPK /MK My3bIKaCbIHbIH U3WJI/|e6 TapbIXbIH KaHa aHbIH BeH-
rep 3JAMK My3blKacbl MEHeH 6aiiJIaHbIIIbIH 83YHY6 TaJIKyyIaliM.

JKWH4YM 6eJIyM/ie BeHrep 3JIMHUH My3blKaJblK 6MJIMM 6epyycy Kbickada GasHAanart. bys xep-
Jle «6Ui YIUYHYH KbIMMbLIAbI» /1a 6eNrujieHeT, aHTKeHU ajl GUIUM GepyyHYH 6HYTYIIYHe OJYTTYy
TaaCHPHWH TMHTIU3reH. MeH BeHIrepAUuK 31K My3bIKaJbIK 6UJIMM GepyyYHYH OYTYHKY KYHIe YeiuH
KaH/laiiua eHYTVII, bIIIKbIO03AYK AeHIa3/1ieH GallTalrbly XKaHa 0pTo JAeHraajre YeluH ecyn, AyH-
Here TaaHbiMa/a PepeH1y JIMCT aTbIHAATbl My3blKa aKaJeMHACBIH/A KOMIJIEKCTYY OKYY[aH 6TKOHYH
KepceTym 6epeM.

XobliitbiHTBIKTOOUY GenyMme XYH-PEH my3bika TaaHyy MHCTUTYTYHa »KaHa BeHTrep 3THorpa-
(HANBIK My3elWHe KeHy/ Oypy/ayn, 3JIJUK My3bIKaJIbIK ka3yyaap/bl apXUB/ee Macesaecy TaaKyy-
JMlaHaT. KenTereH ka3yy/ap 3KM HHCTUTYTTYH TeH, Be6-calTTapblHAA 0KYY YIYH KeTKHIUKTYY, 6H-
POK ajiap BeHIp THJIMH/e raHa 6ap.

AKbIpBIH/Ia MeH Y4 THIAYY Beb-calThiMAbl (www.zti.hu/sipos) kepceTe KeTellMH, aHJa TYPK
3JIIMK MY3bIKacCblH CaJbIIITBIPbIN M3WJIeere 6arbITTa/raH jKaHa KeNTereH BHJeoMaTepHasjap,
KUTeNTep, 3JIeKTPOHAYK KMTENTep KaHa MaKa/iaaap KaMTbIJITaH.
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Heru3sru ce3jiep: BeHTp, TYPK, STHOMY3bIKa, CaJAbIIITbIPMa 3J1IUK My3bIKa H3W/1/166, apXUB, My-
3bIKaJbIK 6MIUM, OHJIANH 3J1JUK bIpJap, 61Ul Yy KbIUMbLJbI.

AHHOTanuA. B cBoel npe3eHTal|H A cie1al0 KpaTKU#M 0630p Ucc/ae0BaHUH, IpenoJjaBaHudA U
apXMBHUPOBAHUA BEHIePCKOW HApOAHOHM My3blKH. B nepBylo ouepe/b A paccKa)y 0 TAKUX KJII0YeBbIX
durypax, kak besa baptok u 3onTaH Kopmali, cbirpaBuIMX [leHTPaJbHYW poJjib B Havale XX Beka,
a TaKXXe 0 COBPeMEeHHbIX y4EHbIX. fl TakKe pacckaKy 06 UCTOPHUM KOJUJIEKIIMH HAapoJHOH MY3bIKH,
BKJIIOYas TaKHe 3Talbl, KAK HOTALUA, CHCTeMaTU3alusl U TUII0JIOTHA, @ TAKXKE 0 TOM, KaK CpaBHH-
TeJIbHble UCC/Ie/l0BaHUA C COCeJHUMH KyIbTypaMU 060raTU/IM UcCle0BaHUA. Takxke OyaeT ynomsa-
HyT EBponelcKuid KaTaaoT Hapo/JHOW My3bIKH M B3aUMOCBA3b BEHrepCKOW M TYpeljKoil HapoAHOH!
MY3bIKH.

Bo BTopo# 4acTu 6yieT pacCMOTpPeHa 3BOJIIOLMA BEHIePCKOT0 HapOJAHOI0 MY3bIKaJbHOTO 06-
pa3oBaHMA C aKLEHTOM Ha «JBHXKEHHe TaHIeBaJbHbIX JJOMOB», KOTOPOE 0Ka3a/Jo 3Ha4WTe/IbHOe
BJINIHME Ha ero pa3BUTHe. fl pacckaxky o TOM, Kak 06pa3oBaHMe pa3BUBaJOCh OT JIIOOUTENbCKOTO
YPOBHA [0 CNeXalu3upPOoBaHHbIX TporpaMM B My3sblKalbHOH akafjeMun uMeHH Pepenna Jlucra.

B 3ak/1104MTe/IbHOM paszesie 6yleT pacCMOTPEHO apXMBUPOBaHHE HapOJHOW MY3bIKH C aKLleH-
TOM Ha Takue yupexJeHus, kak HHCTUTYT My3bikoBe/leHuss HUN-REN u BeHrepckuii aTHorpadu-
YecKHW# My3eH, npejJarawlliye eHHble OHJIalH-3allMCH Ha BEHTepCKOM sA3bIKe. B 3akio4ueHue s
npe/iCTaBAK CBOW TpPEXbA3bldHbINA caT ([www.zti.hu/sipos](http://www.zti.hu/sipos)), mocs-
LIEHHDINA CPaBHUTEIbHOMY M3YYEHHI0 TYpelKo#i HapoJHOH My3bIKH, C BUAeoMaTepHuasaMH, KHUTa-

MW M UCCIIEJOBAaHUAMHMH.

KiroueBsle cjioBa: BEHI‘EpCKHﬁ, TIOpKCKHI:I, 3THOMY3bIKOJIOTHUA, CPABHUTEJIbBHOE HUCCJIEL0BA-
HHE Hapogﬂoﬁ MY3bIKH, apXHWBbI, MY3bIKa/JIbHOE 06paaoBaHHe, OHJIaﬁH-(bOJleHDprle I[NeCHH, IBH-

JKEHHME TAHUEBAJIBbHOI'O JOMa.

1. Short History of Hungarian Ethno-
musicology

Research on Hungarian folk music as a
discipline began in 1905 with the emergence of
Barték and Kodaly. However, efforts to collect had
already started in the 19th century. Additionally,
many folk songs and dance melodies were
identified in 18th-century sources uncovered
through historical music research.

Szabolcsi was the first to review various
18th-century manuscripts of  student
melodiariums (pub. by Bartha 1935), followed
by Paléczi Horvath (pub. by Bartha 1953). The
notation of the melodies in these collections
is sketchy (the key is uncertain, the rhythm
is rough), making them suitable for matching
with known folk songs. Better transcriptions
of the 18th-century dance melodies exist from
the Apponyi collection found in Slovakia (Bonis
1964) and mainly from Domokos (1978). The
abundance of dance pieces with uniform styles
presented here also allows us to conclude the
history of styles.

Various songs and melodies were gathered
in response to the Academy’s 1831 folk song

collection competition, and a systematization
plan was also developed (see Kodaly 1943).

The first “folk song collection» to which this
definition can be applied with strong restrictions
is Szini's from 1865, along with Bartalus's
seven-volume collection (1873-1896). Neither
collection, nor those published up to and beyond
the turn of the century (including Limbay
1880-1888), revealed the true characteristics
of folk songs. Instead, they merely reinforced
the prevailing notion that the artificial songs
performed by Gypsy bands are considered the
“true” Hungarian folk song. Only within the
children’s play songs genre do we find musical
material worthy of collecting folk songs and
ballad lyrics from the 19th century (Aron Kiss
1891).

In 1894, Béla Vikar began his significant
work and accessed the deepest traditions of
peasant and pastoral society. Following Vikar,
Seprédi collected and published valuable
material, half of which consisted of art songs.

The scientific research of Hungarian folk
music began with the emergence of Barték
and Kodaly in 1905. Along with their collecting
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trips, they also became acquainted with Vikar’s
collections and set the goal of exploring the entire
Hungarian linguistic area. Kodaly followed the
language border, where he suspected the oldest
traditions existed. In 1910, Barték gathered
many pentatonic melodies from Transylvania
(now Romania), marking the discovery of
pentatonicity, crucial to Hungarian folk music.
Kodaly’s study on the pentatonic character of
Hungarian folk music was published in 1917

(Kodaly 1917).
The results of collecting soon led to
advancements in notation, systematization,

typology, and comparison. By 1921, the findings
had matured, resulting in two significant works:
Kodaly compiled Transylvanian melodies in his
musical system, organized according to cadences
(the last sound of the sections) and transposed
to the standard G note (Barték-Kodaly 1923).
At the same time, Barték's monumental
book (1925) was completed, offering a
comprehensive description of Hungarian folk
songs, accompanied by 320 melody examples.
He arranged these according to syllable count
and stanza structure, transposing the melodies
to G. Barték’s book summarizes all the important
results of Hungarian folk songs, outlining the old
pentatonic style, the new style from the late 19th
century, and the most significant musical types
beyond these two. Additionally, his notes include
numerous comparative and historical insights as
well.

Alongside Bartok’s Hungarian collection,
his music collection from neighboring peoples
also began promptly. He submitted the arranged
material for his Slovak collection in 1910, and
his Bihari Romanian collection was published
in 1913. A publication concerning the Arabic
collection from Biskra was released in 1920,
and the Maramures Romanian collection was
published in 1923. In 1934, Barték published
a summary of these research findings from
the perspective of Hungarian folk music.
This summary included results related to the
connections and distinctions with neighbouring
peoples and referenced the Cheremis relations.

Kodaly’s summary, the Hungarian Folk
Music, was published in 1937. Compared
to Bartok’s book, its main novelty is that it
offers a historical overview alongside Bartok’s
descriptive approach. In this work, Kodaly uses
melodic parallels to illustrate the similarities

between Hungarian, Cheremis, and Chuvash
melodies, provides historical music parallels
to show European similarities across various
centuries, and introduces ritual melodies that
Bart6k did not discuss. Szabolcsi's comparative
and musicological research has also been
significant. We thank him for many Oriental
versions of our old folk songs and for connecting
Hungarian music history data with folk
traditions. (Szabolcsi 1933 and especially 1937).

In his introduction to Hungarian Folk Music
(1937), Kodaly outlined the tasks that needed to
be addressed: describing the complete musical
life of a village. Vargyas (1941) was the first to
undertake this task, followed by Jardanyi (1943)
and Halmos (1959). Domokos's collection among
the Moldavian Hungarians marked the discovery
of this archaic peripheral area (Domokos 1941).

A significant post-World War Il achievement
was establishing the Corpus of Hungarian Folk
Music Archive (Corpus Musicae Popularis
Hungaricae) series in 1951. It began with
children’s play songs and songs from other
festive customs, particularly laments. This effort
followed the publication of strophic folk songs.

The extensive collection and analysis of folk
dance and its accompanying music began in the
1950s. Barték’s earlier works only discussed a
few «classical» folk instruments (1911; 1912;
1917). According to Sarosi’'s research (1967), we
now observe a wider variety of instruments and
their usage among Hungarians.

In musical classification, Jardanyi is credited
with several innovations. Following Kerényi’'s
experiment, he identified the appropriate
foundation for arranging children’s plays within
thesoundsetofthe centralmotif. Heorganized the
laments according to geographical criteria, often
reflecting musical characteristics. Furthermore,
he developed a new system of strophic folk
songs based on the relative pitch relationships
of the melodic lines (Jardanyi 1961, also Corpus
of Hungarian Folksongs V1., Introduction), which
serves as a practical principle in Hungarian for
logically ordering melodic styles and types. At
the same time, he avoids arranging individual
melodies side by side; instead, he groups variants
according to their most prominent general
features. This approach further enhances the
system developed and utilized by both Bartok
and Kodaly.
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Here we must mention Bartok’s 1936
research in Asia Minor, where he discovered
several groups of melodies that also exist in
Hungarian folk music.

Vikar and his linguist colleague Bereczki
conducted several collecting trips among the
peoples of the Volga-Kama-Byelaya region.
Their collections (Vikar-Bereczki, 1989, 1999)
and Vikar's field experiences (1964-1969)
significantly changed our understanding of the
origin and relationships of the fifth-changing
styles.

I have been conducting this Turkic research
since 1987 among the Turks, Azeris, Turkmens,
Karachays, Kazakhs, Kyrgyz, and Mongols (see
www.zti.hu/sipos).

The dynamic development of Hungarian
music history research and source publication
after World War 11 is also essential for folk music
research. Szabolcsi’s summary of Hungarian
music history was published in 1947, followed
by the release of several historical collections,
such as the great Hungarian writer Janos
Arany’s folk song collection (1952), Horvath
Paloczi's collection (1953), medieval hymns
and sequences (Rajeczky 1956), along with the
16th and 17th-century volumes of the Collection
of Old Hungarian Melodies (Csomasz Téth
1958; Papp G. 1970). Folk music researchers
organized the European Folk Music Catalogue
according to tone-set and tonal range. This
primarily identifies melodies with a narrow
tonal range and incomplete scales. They are also
curating a collection of sacred folk songs. All of
this creates greater opportunities for historical
and comparative research. Moreover, in the Folk
Music Research Group studio, it has become
possible to conduct acoustic examinations of
melodies, and development has started on a
computerized method for musical classification.

In addition to all these new experiments
and results, the fieldwork, made extremely easy
and refined by the tape recorder, continued.
It was incredibly beneficial that the richest
traditions of Hungarians living in neighboring
states were also collected and published with
enthusiasm. In the area inhabited by Hungarians
in what is now Romania, in Kolozsvar, the
Folklore Institute was established, from whose
vast material a Moldavian collection was
published (Farag6-Jagamas 1954), followed by
selected melodies from the entire Hungarian

community in Romania (Jagamas-Farag6 1974).
Our knowledge was further expanded by the
collecting efforts of Zoltan Kall6s, resulting in two
published volumes (Kall6s 1970). His extensive
unpublished material is also available: from this,
we learned about the almost unexplored music
of the Gyimes and Mez8ség Hungarian regions
(now Romania), along with numerous unknown,
archaic melody types and musical styles.

Finally, I mention Vargyas’' comprehensive
books from 2005 and Dobszay-Szendrei
from 1988. Sipos’s book, Eastern Relations
of Hungarian Folk Music, gives a comparative
overview of the folk songs of Turkic and
Mongolian people and analyzes their relation to
Hungarian folk songs.

2. Teaching

The Dance House movement began in the
early 1970s and radically transformed folk
music education. Its participants were primarily
semi-professional performers with extensive
experience, although they generally lacked
professional training. The method involved
musicians and dancers regularly visiting villages
to learn the repertoire of traditional performers,
followed by the establishment of clubs to
teach these traditional dances to urban youth.
Additionally, concert performances developed
rapidly, bringing folk music and folk-dance
culture to the stages of major cities across the
globe.

The Obuda Music School in Budapest was
the first state music school to teach folk music
starting in 1975. Folk music teacher training
was also introduced in the early nineties in two
other cities. Recently, folk music vocational high
schools have emerged, and instruction at the
secondary level has begun in various regions
across Hungary.

Higher education. The Franz Liszt Academy
of Music launched its advanced practical
training program for instrumental and vocal
folk musicians in 2007, followed by the folk
music teacher master’s program, which began
in 2010. These programs created a framework
that ensures the preservation of traditional
Hungarian musical culture and its reintroduction
into society in an official and professionally
supervised manner. Within the musicology
master’s program, there is an option to specialize
in ethnomusicology.

To sum it up, in Hungary, the Franz Liszt
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Academy of Music, which primarily focuses on
classical music education, trains independent
instrumental and vocal folk musicians. In the
three-year bachelor’'s and two-year master’s
degree programs, applicants can choose from five
specializations: folk singer, folk string player, folk
plucked/stringed player, folk cimbalom player,
and folk wind player. During practical training,
top experts (preferably authentic musicians) are
invited to conduct courses on teaching folk music
fromvariousareas orregions. Each specialization
is supervised by its designated educator
according to the curriculum and professional
standards. In addition to core instrumental
and vocal training subjects, theoretical courses
play a vital role in the curriculum, providing
essential theoretical knowledge for education
and ethnomusicological research in the master’s
degree program. (I also teach the subject of
Eastern Relations of Hungarian Folk Music here).

The theory instructors here primarily hold
degrees in musicology. At the same time, the
instrumentalists were the top performers from
the Dance House movement, who also graduated
from the appropriate major at the College
of Music. It is crucial for ‘authentic’ village
masters to also provide lessons here. Note: In
the Hungarian territories, active traditional folk
music had lost much of its strength by the early
20th century, and the deterioration intensified
during the communist era. From the 1950s
onward, effective collection mainly occurred in
minority areas, particularly among Hungarians
in Romania. By the 1980s, a notable decline was
evident, with traditional melodies, dances, and
performance styles becoming less common. At
the same time, a revival movement emerged,
primarily due to the Hungarian dance house
movement. It is important to know that revival
bands reproducing old-style folk songs are highly
regarded in Hungary. Even members of “world
music” formations can perform traditional folk
music when necessary.

List of References:

3. Archiving

Among the archives that have been
scientifically processed, the most significant
is the folk music archive of the BTK Institute
of Musicology (https://www.hungaricana.hu/
hu/adatbazisok/zti/). Created as supplemental
material for research on Hungarian folk music
over the past century, it has been managed and
developed by the Folk Music Research Group of
the Hungarian Academy of Sciences since 1953,
and subsequently by the folklore departments of
the institute, which have operated under various
names since the establishment of the unified
Institute of Musicology in 1974.

Since the establishment of the Folk
Music Research Group, the material collected
at the Hungarian Academy of Sciences has
gradually become the central collection of
folk music, replacing the sound collection of
the Ethnographic Museum. By 1955, around
150 hours of recordings had been captured
on tape reels. Due to the technical equipment
and readiness of the academic research group,
starting in the 1960s, other institutions and
individual collectors began submitting their
sound recordings to the group for copying and
preservation. The Institute for Musicology has
approximately 20,000 hours of audio recordings.
Today, about 75% of the recordings have been
digitized.

Computer data entry and collection
cataloguing began in the early 1990s. The
aim was to achieve transparency throughout
the collection, ensure data completeness,
and enhance searchability by linking various
documents using database management
software. Through the Hungaricana portal
developed by Arcanum Ltd, a wider range
of users can now find information, search
for, and listen to recordings in the Institute
of Musicology’s digital folk music collection
(https://zti.hu/hu/adatbazisok).
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