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EDUCATION IN HUNGARY

Prof. SZABO, AGNES
Budapesti Ward Maria Iskola, Hungary

SUMMARY

As a folk singing teacher, | have deep insight to a slice of the folk music
education from the experience accumulated in two decades. Thus, in
the following, | will try to outline the subject and the essence of
teaching folk singing. | will also draw some of the aspects and
circumstances needed to understand and be able to transmit the folk
singing treasure to our students.

I will explain the Hungarian situation on this topic, but | will offer some
ideas worth thinking on about how we could use and keep alive our
cultural treasure collected in archives, publicized in studies and
anthologies.

REZUMAT

In calitate de profesor de cdnt popular, am o perspectivd profundd a
unei pdrti din educatia muzicii traditionale, acumulatd timp de 2 decenii.
Astfel, in cele ce urmeazd voi incerca sd conturez subiectul si esenta
preddrii cdntului popular. Voi prezenta aspectele si circumstantele
necesare pentru a intelege si a putea transmite studentilor nostri
comodra reprezentatd de cantul popular.
De asemenea voi sublinia activitatea maghiard din acest domeniu dar
sper sd ofer si cateva idei la care meritd sa ne gandim despre cum ne-am
putea folosi sd pdstrdm vie comodra noastrd culturald adunatd in
arhive, diseminatd in studii si antologii.
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INTRODUCTION

Folk music education has decades of history in Hungary. The first
primary level folk music section opened in 1975, in Budapest, as a part of an
elementary art school (Kobzos Kiss, T., 1997). It developed and became
independent in the ‘90s. The “Obudai Népzenei Iskola” (Folk Music School of
Obuda) is a great starting point and formed a defining school of teaching folk
music. However, we already have more than 150 institutions offering basic
level folk music education throughout Hungary (Bolya, M., 2019: 75).
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We have had folk music education on secondary level since 1994. The
first music school which launched a special folk music programme, during the
general secondary school education was the “Székesfehérvari Hermann
Laszlé Zeneml(vészeti Szakgimnazium és Alapfokd Mdivészeti Iskola”. Until
now, we have 10 secondary schools of music which have classes with folk
music (in Békéscsaba, Debrecen, Nyiregyhaza, Miskolc, Kecskemét, VAc,
Székesfehérvar and 3 schools in Budapest).

Folk music training is available in higher education as well. We have
two institutions that offer folk music training. In Nyiregyhaza University, there
have been students graduating as Music - Folk Music teachers since 1991. After
some operational and content changes they became Music - Folk Music and
Folk Culture Teachers. The other opportunity opened in Budapest at Liszt
Academy, in 2007. There are several programs in the Folk Music Department
and the 6-year studies end with a Folk Music Teacher (specialized in an
instrument, folk singing, or folk music theory) — Performing Artist diploma.

A SHORT BRIEF, STRUCTURES AND AIMS IN TEACHING FOLK MUSIC IN
INSTITUTIONS

Primary level - art schools also known as music schools

School-based education started to extend in the 19™ century in
Hungary (Vas, B. 2015: 65-74) and exists in the present as a widely available
and respected way to learn music for students aged 6 to 22 years old. The so
called “art schools” or “music schools” provide a special music programme
with the chosen instrument or singing training course accompanied by
theoretical subjects (solfege, music theory) and orchestral practice to build
the whole music knowledge. The children can attend mainly classical
instruments’ courses in these institutions, but since the ‘gos several of the art
schools have been offering folk music training as well, including folk singing
courses.

The basic level of learning music is not the part of mandatory public
education, though it could be the most important and involving experience
for a child or youth to get deep impressions on their musical abilities, mind,
and reflections on culture. Connecting with teaching folk singing, basic music
schools could aim at determining the folk music impact level as well: pupils
have deep and continuous influences on the folk tradition in a sensitive age
and they can carry on their knowledge as a mother tongue. It does not matter
if they later specialize in any musical educational fields or not. The most crucial
point is to give the students the foundation to express themselves via folk
singing and to make them understand how this cultural heritage operates,
changes, and relates to other cultural features.
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The second level

The next level is the secondary school, better known as conservatory.
We have almost 30 years’ experience on this level in folk music education.
Secondary schools’ training offers fit to the formal educational system. So, the
students (aged between 14 and 18) get the general knowledge subjects (like
Maths, History, etc.), and they get the highly layered musical education in
general but focused for folk music. A student decides on a folk music
instrument or the folk singing as the main subject, and she or he gets other
practical subjects (one more instrument, chamber music, vocal training,
ethnography, folk music transcription, folk music theory, folk dance course
and the general musical subjects, like music history, music theory, solfege).
After a 5-year training they finish with a middle level graduation.

A student who attends this type of education should have special aims
with learning folk singing. The teacher must lead her or him to find the
matching next step. Some of them are talented, mature, and diligent enough
to go on to higher education and become professionals. And there are many
students whose plans and routes turn to other directions. We, the teachers,
could give anybody the adequate offers in folk singing training. It sometimes
happens that folk singing teaches somebody to become self-confident and
brave enough to accept her or himself, or help relieve stuttering or other
speech defects.

Higher education

The last point is higher education. It involves two universities in
Hungary, mentioned above. Both institutional programmes are for talented
and dedicated young people who want a career as folk music teachers or/and
professional performers. There must be a widespread and well-articulated
curriculum, which could be a familiar and proper resource or knowledge for
the young graduates to express themselves as artists and to be able to
transmit their knowledge and thoughts about folk songs and folk singing to
their future pupils.

WHO ARE THE PEOPLE INVOLVED IN THE FOLK SINGING TEACHING
PROCESS?

We have 3 participants in every case: the student, the teacher, and the
curriculum.

The student

The student is motivated - initially, mainly on the basic level, we do
not clearly know what makes him or her attend a folk singing course but she
or he wants to learn folk songs. The challenge is ours to keep and grow their
interest in folk singing, broadly in folk culture. Our students live in the present
and have less connection with the folk culture directly. But they have their
own family roots, it is possible to have relatives which live in the countryside,
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or have a summer experience somewhere in Transylvania or any other rural
part of the Hungarian language area or have a book on their bookshelf about
traditional agriculture, or anything else which is suitable for us to connect the
students with the folk culture. We must highlight that the mode of expressing
their emotions, much like our informants sang out their lives, is working well
with us too. We can sing when it is adequate: on celebrations, on grandma’s
birthday, or when we are delighted or disappointed.

However, our work with the student refers to the development of
their musical abilities (hearing skills, sense of rhythm, memory), vocal skills
(sound range, intonation, respiratory capacity), the attitudes towards singing
(posture, body consciousness).

The teacher

The teacher obviously must be engaged in transmitting the wholeness
of folk singing tradition and practice. She or he must have skills in at least 3
aspects: professional, pedagogical, psychological skills. She or he can operate
with factual knowledge and practical singing experiences, must have the
methodological tools, long-term and short-term progress plans to help with
the transition, and must pay attention to the students’ constantly changing
psychological status, to his or her relation to singing.

The teacher helps to show the ways to make the singing repertoire
alive - leading by example. His or her artistic self-expression and singing
practice helps the student and the teacher to understand the student’s mind
and sounding.

We have our own knowledge about the folk songs (it does not mean
all the songs and variations from collections). But we know them well and do
not cease exploring the resources, and we are engaged to know and
understand the wholeness of the curriculum (with its ethnographical,
sociological, historical surroundings).

The curriculum - folk songs and surrounding factors

The third participant is the Materia itself — it means the collection of
our folk songs added to our folk singing tradition. As teachers we must make
both parts familiar to the students. We must teach the melodies and texts and
variations. And on the other hand, we must tell everything about the
surroundings of the songs. It means the ethnographical information about a
region, or the daily life of the people who lived with these vocal soundings,
with our folk songs. We have a huge amount of information, sounding and
written data, oral histories about our informants. Peasants who truly lived
with this culture. Help the students to look behind the recordings and
transcriptions: who are the informants? How did they live?

This mass of folk songs is always formed and underwent continuous
changes, depending on and modified according to the ethnographical-
sociological conditions. And more: it changed according to the singing
communities and the individual capabilities, talents, and possibilities. That is
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why this Materia has a rich and multi-layered practice from region to region
and person to person.

And that is why we must help the students find their own solutions in
folk singing. Because they are always changing, they have their own
surroundings (family roots, experiences, the actual physical and psychological
status... ), and finally, they have their own capabilities and talents - connected
to their own aims in their folk singing studies.

SCENES OF FOLK SINGING EDUCATION

I will present below the two main scenes, which, in my view,
influenced and gave the patterns to the manner of institutional teaching of
folk songs. Both areas dealt with education in some way, and several of the
features can be adopted in our institutional practice.

Traditional communities

In the traditional communities folk singing manifested mainly as a
common type of knowledge. The repertoire of a person was equal to the
common repertoire. They learned the songs by involving themselves in the
communities’ daily and festive life, and they were active in singing
immediately. It was an unwritten tradition, the pieces, the melodies emerged
and formed as they repeated and used them again and again. A person’s
knowledge in such a traditional community was mainly limited to the local
song-repertoire.

Which attributes are used in institutional folk singing practice from the
above? We must try to offer opportunities for co-operative music projects -
to learn to sing together, to realise who the leading singer is in a group. To
make place for the memory — not to write down everything, to set the sheet
music aside. To see how the students can help each other. To let them teach
each other. To do dancing with singing. To let them feel how it works with a
physical training. To look for opportunities to make a living tradition: to teach
the festive songs and sing them together at the right time. Ideally, we can
form a real community with our actual students which has its closer and looser
connections, its own specific operation.

The dance house movement

The so-called dance house movement (“tdnchdzmozgalom”) formed
fifty years ago in the urban environment among some intellectual young
people who searched the proper and matching opportunity for entertainment
with live and traditional music and dance, in the specific social, political, and
cultural conditions of the era. For some time, this was the era of mannered
choreographies and it reflects a false image about the tradition.

Its founders and their followers brought a new colour and thinking
about living with traditions. They modelled the traditional dance house of Szék
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(Sic, Transylvania, RO). They learnt directly from the old musicians as they sat
down next to them in the dance house.

The first own dance house was organized on 6™ of May 1972, in
Budapest. This method, the phenomenon of the dance house and the involved
and soulful mass of young people who wanted to live with this folk culture, to
transmit as many parts of their urban life as possible, turned into a sub-cultural
phenomenon. Today, there are hundreds of dance houses all over the world.

The teaching method of folk songs in a dance house takes place
directly and is an intentional learning. The participants sit down in the pauses
of dancing and learn collectively one or more songs from a singer (who is an
artist or an informant, a traditional singer). The proper choice fits the dances,
so that they can use and sing them immediately while dancing. The singer who
teaches can cite the source or the participants can write down the texts, but
it is mainly a memorised, unwritten repertoire - without variations, and
sometimes with canonised melodies, ornaments, and other musical
attributes.

What can we prefer from this practice in institutional teaching? First,
the activity in dancing: it could show our students the union, the oneness of
the singing, the instrumental music, and the dancing in traditional culture.
Secondly, we can highlight the role of listening through learning, the
possibility of memory development. In addition, we can point out again the
pleasure of singing together, being present as a community, a group of
humans who live with their cultural heritage.

FOLK SINGING IN THE EDUCATIONAL SYSTEM

The main difference between the previously presented scenes and the
institutional settings is that individual lessons take place in schools. So, we can
form a personalised plan for each student - fit to their personal aims, talents,
and status.

It is a direct and intentional dialog between the teacher and the
student - it could be drafted, reflected and changeable. It is led by a well-
trained teacher who has the skills | have mentioned before: professional,
pedagogical, and psychological capacities and creativity in teaching.

The training concentrates on the whole Hungarian repertoire of the
Carpathian Basin — we have study programs teaching how to proceed year by
year. These documents give a frame to create the personalised progress plan
for each student.

The main principle of the curricula is the division based on dialects, as
shown below:
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class basic level ‘A’ basic level ‘B’ section secondary level
section (2*30 | (available for talented (from age 14, classes
minutes pupils with 2¥45 minutes | 9-13., 2¥60 minutes
classes/ classes/ week; works classes/ week)
week) from the 2" year)
music pre- rhymes, - -
training children’s
classes (1-2), songs -
age 6-7 independent
selection of
the regions

1.(age 8-9)o.

Transdanubia

Transdanubia - with

(age 14-15) a sophisticated
sorting: Rdbakdz,
Zala, Vas, Somogy
counties, Sarkoz,
Bakony Mountains,
Mez6fold,
Ormdnsdg, Szlavdnia
2.(age 9- The North The North — with some The North - with a
10)/10. (age specialization: Csallékdz, sophisticated
15-16) Zoborvidék, Paldcfold sorting: Zoborvidék,
Csallékoz,
Matyusféld,
Paldcfold
3.(age 10- Great Plain Great Plain - with all the Great Plan- with a
11)/11. (age 16- typical small regions: sophisticated
17) Szatmar, Hajdusag and sorting: Upper-Tisza
Nyirség, Nagykunsag, region, Jaszsag,
Koros region, Kunsag, South-Alféld
Jaszsag,Kiskunsag,
Kalocsai Sarkéz, Danube-
region of Bdcska
4.(age 11- Transylvania: | Transylvania - with some Transylvania with a
12)/12. (age 17- | Székelyfold specialization sophisticated
18) (Seklerland) (Székelyfold , Maros - sorting: Szilagysag,
and Bukovina Kakdll6k region Kalotaszeg,
Udvarhelyszék, Csik, MezG8ség, Kikdillé
Gyimes) as well as region, Székelyfold,
Bukovina Bukovina
5.(12-13)/13. Transylvania: | Transylvania: Szilagysag, Moldova
(age 18-19) Szildgysag, Kalotaszeg, Mez8ség,
Kalotaszeg, | based on the processing
Mez8ség of recordings of the
specified vocal
informants
6.(13-14)/ 14. Moldova Moldova -

(age 19-20)
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In every class, it is important for each student to gain a broad and
comprehensive understanding of the singing tradition of the specific dialect.
Therefore, the next level of organization follows a thematic perspective. We
strive to work with each genre characteristic of the singing tradition we are
getting acquainted with, adapted to the students' age and vocal abilities:
children's play songs, songs for special occasions, folk songs related to life
events, lyrical songs in various styles, ballads, and dances with different
characters.

Finally, we have several subjects accompanying our action and helping
to understand the folk music and folk culture in its deep meaning:

- Solfeggio, Music History, Music Theory, and Piano Studies, to build a
comprehensive musical knowledge.
- Folk Music Notation, Folk Music Theory, Ethnography, Instrumental

Studies and Group Music Practice - to help students understand the

unique functioning of folk culture and express themselves artistically.

CONCLUSIONS

Folk singing as a performing art

Finally, | consider it important to emphasize and describe my thoughts
on the performative existence of folk songs and the authenticity that lies
within them, as demonstrated by us, the performers.

The essence of this can be summarized in a quote from Katd Havas:
"The problem is that we are taught to be good, and the audience should be
delighted with our performance, not that we should serve the composer and the
music.”" (Solymosi Tari, E. 2003: 10.)

The subject of our folk singing is inherently a communal creation, with
the closest sources being the singers heard in recordings. They are our
"composers." With them, we might establish a connection that is perhaps
more direct than that with the classical music composers: we can listen to
their voices, read about their lives and daily routines in ethnographic
literature, and occasionally explore their personal autobiographies. We can
study the entirety of the folk music culture they used, its origins, evolution,
and its musical and lyrical folkloric elements and genres. Some of them we
might even know personally or a few of them could have been our ancestors.
We can visit the regions, the countryside where they lived.

When we sing, whether it is on significant stages, in a school concert
or in an audition in front of a small audience, or when we celebrate our
grandparents at a family gathering, we are the mediators of the knowledge of
our singing mentors (traditional singers). We do not primarily present
ourselves, our brilliant voices, or virtuosic ornamentation practices to the
audience. All of this can be a tool - necessary, indeed - to sing in a stylish,
precise manner that remains faithful to the genre and regional peculiarities.
What is more crucial is that we attempt to convey to the audience everything
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that can be transferred from the knowledge of the singing mentors, the sung
tradition, and the connection and experiences between us and the traditional
singers. There are two presences in the performance: The person whose
legacy resonates on stage is part of our singing. However, they are not the
active ones, so each folk singer puts her or his existence, talent, knowledge,
and ideainto singing. It is a real, internally driven, self-identifying creation. This
authentic creation is far from imitation or replication. It has time and space for
change as the performer is constantly evolving, just as our students grow up,
and their voice, physique, and condition change. However, the familiarity with
the folk singing tradition and its songs is deeply rooted within them. When
they sing, it repeatedly emerges through their current existence.

Teaching our students this mindset and knowledge is a challenging
and lengthy process. Moreover, there are various ways to step onto the stage
and sing folk songs with different interpretations. In my teaching and singing
practice, however, this is perhaps the most crucial concept. Everything | wrote
above about the institutionalized teaching methods and structure serves this
purpose.

PERSPECTIVA ASUPRA PREDARII CANTULUI POPULAR iN
UNGARIA

Cuvinte cheie
Cantec popular, educatie, conservare, transmitere, autenticitate.

INTRODUCERE

Educatia in domeniul muzicii populare are o istorie de decenii Tn
Ungaria. Prima sectie de muzica populara la nivel primar a fost deschisa in
1975, la Budapesta, ca parte a unei scoli de artd elementard (Kobzos Kiss, T.,
1997). Aceasta s-a dezvoltat si a devenit independenta in anii '90. ,,Obudai
Népzenei Iskola” (Scoala de Muzica Populard din Obuda) reprezinta un punct
de plecare important si o scoald definitorie pentru predarea muzicii populare.
Cu toate acestea, In prezent avem peste 150 de institutii care oferd educatie
de baza in muzica populara in intreaga Ungarie (Bolya, M., 2019: 75). Educatia
in muzica populara la nivel secundar exista din 1994. Prima scoala de muzica
care a lansat un program special de muzica populara, In paralel cu educatia
generala la nivel secundar, a fost ,,Székesfehérvdri Hermann L3aszld
Zenemd(vészeti Szakgimndzium és Alapfokd Mdvészeti Iskola”. Pana in
prezent, avem 10 scoli secundare de muzicd care oferd programe de muzicd
populara (in Békéscsaba, Debrecen, Nyiregyhaza, Miskolc, Kecskemét, Vdc,
Székesfehérvar si 3 scoli in Budapesta). Instruirea in muzica populara este
disponibila si n Tnvdatdamantul superior. Avem doua institutii care ofera
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instruire in muzica populara. La Universitatea din Nyiregyhdza, studentii au
absolvit ca profesori de muzica - muzicd populara incepand din 1991. Dupa
unele schimbari operationale si de continut, au devenit profesori de muzica -
muzicd populard si cultura populara. Cealalta oportunitate s-a deschis n
Budapesta la Academia Liszt, in 2007. Existd mai multe programe la
Departamentul de Muzica Popularg, iar studiile de 6 ani se incheie cu un titlu
de Profesor de Muzica Populara (specializat pe un instrument, cantatul in stil
popular sau teoria muzicii populare) - Diploma de Artist Interpret.

O SCURTA DESFASURARE, STRUCTURI SI OBIECTIVE PRIVIND PREDAREA
MUZICII POPULARE iN INSTITUTII

Nivel primar - scoli de arta cunoscute si ca scoli de muzica
Invatamantul la scoali a inceput sa se extinda in secolul al XIX-lea in Ungaria
(Vas, B. 2015: 65-74) si exista in prezent ca modalitate larg disponibila si
respectata pentru a Tnvata muzica pentru elevii cu varste cuprinse intre 6 si 22
de ani. Asa-numitele ,,scoli de arta” sau ,,scoli de muzica” ofera un program
muzical special cu instrumentul sau cursul de cantat ales, insotit de materii
teoretice (solfegiu, teorie muzicald) si practica orchestrald pentru a dezvolta
cunostintele muzicale. Copiii pot participa, Tn principal, la cursuri cu
instrumente clasice Tn aceste institutii, dar din anii '90, mai multe dintre scolile
de arta oferd, de asemenea, instruire in muzica populara, inclusiv cursuri de
cantat in stil popular. Nivelul de baza al invatarii muzicii nu face parte din
fnvatamantul public obligatoriu. Cu toate acestea, acesta ar putea fi una dintre
cele mai importante si implicate experiente pentru un copil sau un tanar
pentru a dezvolta abilitatile lor muzicale, mintea si reflectiile despre cultura.

Conexiunea cu predarea cantului popular, scolile de muzica de baza ar
putea sd aibd, de asemenea, un rol determinant: elevii au influente profunde
si continue asupra traditiei populare intr-o varsta sensibila si pot sa-si
transmita cunostintele ca o limba materna. Nu conteaza dacad se specializeaza
ulterior in directii educationale muzicale sau nu. Cel mai important punct este
sa le ofere elevilor temelia pentru a se exprima prin cantul popular si sa le faca
sa inteleaga cum functioneaza aceasta mostenire culturald, cum se schimba si
cum se leaga de alte caracteristici culturale. Al doilea nivel Nivelul urmator este
cel al scolii secundare, cunoscuta si ca conservator. Avem aproape 30 de ani
de experienta la acest nivel in educatia muzicii populare. Instruirea la scolile
secundare se adapteaza sistemului educational formal. Astfel, elevii (cu varsta
intre 14 si 18 ani) primesc materii de cunostinte generale (cum ar fi
matematica, istoria, educatia fizicd, etc.), si primesc o educatie muzicala foarte
complexa n general si concentrata pe muzica populara. Un elev decide daca
va studia un instrument specific de muzicd populara sau cantul popular ca
materie principald, si primesc si alte materii practice (un alt instrument, muzica
de camerad, antrenament vocal, etnografie, transcriere de muzica populara,
teorie muzica populara, curs de dans popular si materii muzicale generale,
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cum ar fi istoria muzicii, teoria muzicii, solfegiu). Dupd 5 ani de instruire, ei
obtin o diploma de nivel mediu. Un elev care urmeaza acest tip de educatie ar
trebui sa aiba obiective specifice legate de invatarea cantului popular.
Profesorul trebuie sa 1l ajute sa gdseasca urmatorul pas potrivit. Unii sunt
talentati, maturi si harnici si pot alege invatamantul superior si sa devina
profesionisti. Exista si multi elevi ai cdror planuri si directii se schimba. Noi,
profesorii, putem oferi oricui oferte adecvate n instruirea cantului popular. Se
intampla ca predarea cantului popular sa ajute pe cineva sa se simta increzator
in sine si sa-si accepte identitatea. Sau sa ajute la corectarea tulburarilor de
vorbire sau alte defecte de vorbire.

invatdmantul superior

Ultimul punct este Tnvatamantul superior. Aceasta implica doua
universitati din Ungaria, mentionate mai sus. Ambele programe institutionale
sunt pentru tineri talentati si dedicati care isi doresc o carierd ca profesori de
muzica populard si/sau artisti interpreti profesionisti. Trebuie sa existe un
curriculum extins si bine articulat, care sa poata fi o resursa sau cunostinta
familiara si potrivita pentru absolventii tineri pentru a se exprima ca artisti si
pentru a putea transmite cunostintele si gandurile lor despre cantecele si
cantul popular elevilor lor.

CARE SUNT PERSONAJELE IMPLICATE iN PROCESUL DE PREDARE A
CANTULUI POPULAR?

Avem 3 participanti in fiecare caz: elevul, profesorul si curriculum-ul.
Elevul

Elevul este motivat - initial, in principal, la nivel de baza, nu stim clar ce
il determina sa participe la un curs de cant popular, dar el sau ea doreste sa
invete cantece populare. Provocarea este a noastra de a mentine si aprofunda
interesul lor pentru cantul popular, intr-un mod mai general pentru cultura
populara. Elevii nostri trdiesc in prezent si au mai putina legatura cu cultura
popularad in mod direct. Cu toate acestea, ei au propriile radacini de familie,
este posibil sa aiba rude care trdiesc la tard, sa aiba experiente de vara undeva
in Transilvania sau in alta zona rurala a zonei de limba maghiara sau sa aiba o
carte pe raftul lor despre agricultura traditionala sau orice altceva care este
potrivit pentru noi pentru a-i conecta pe elevi cu cultura populara. Trebuie sa
subliniem ca modul de a-si exprima emotiile, asa cum au cantat informatorii
nostri viata lor, functioneaza si cu noi. Putem canta cand este adecvat: la
sarbatori, la aniversarea bunicii sau cand suntem bucurosi sau dezamagiti. Cu
toate acestea, lucrul nostru cu elevii se refera la dezvoltarea abilitatilor lor
muzicale (abilitati de auz, simtul ritmului, memorie), abilitatile vocale (gama
vocald, intonatia, capacitatea respiratorie), atitudinile fata de cantat (posturg,
constienta corpului).
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Profesorul

Profesorul trebuie, evident, sa fie angajat in transmiterea intregii
traditii si practici de cant popular. El sau ea trebuie sa aiba cel putin trei
aspecte: abilitati profesionale, pedagogice si psihologice. El sau ea poate lucra
cu cunostinte factuale si experiente de cantat practice, trebuie sa aiba
instrumente metodologice, planuri de progres pe termen lung si pe termen
scurt pentru a ajuta la tranzitie, si trebuie sa acorde atentie starii psihologice
in continua schimbare a elevului, relatiei lui sau a ei fata de cantat. Profesorul
ajuta la aratarea modului de a face repertoriul de cantece viu - dand exemplu.
Autoexprimarea artistica si practica de cantat ajutd elevul si ajuta profesorul
sa inteleaga mintea elevului si sonoritatea lui sau al ei. Avem cunostintele
noastre despre cantecele populare (nuinseamna toate cantecele si variantele
din colectii). Dar le cunoastem bine si nu ne oprim din explorarea resurselor, si
suntem angajati sa cunoastem si sd intelegem intregul curriculum (cu mediul
sdu etnografic, sociologic, istoric).

Programa - cantece populare si factori inconjuratori

Cel de-al treilea participant este Materia in sine — adica colectia
cantecelor noastre populare addugata traditiei noastre de cantat popular. Ca
profesori, trebuie sa facem ambele parti familiare studentilor. Trebuie sa
predam melodiile, textele si variatiile. Si, pe de alta parte, trebuie sa le spunem
totul despre mediul inconjurator. Acest lucru Tnseamna informatii etnografice
despre o regiune sau viata de zi cu zi a oamenilor care au trdit cu aceste
sonoritati vocale, cu cantecele noastre populare. Avem o cantitate mare de
informatii, date sonore si scrise, istorii orale despre informatorii nostri. Tarani
care au trdit cu adevdrat in aceasta cultura. Ajutati studentii sa priveasca
dincolo de inregistrari si transcrieri: cine sunt informatorii? Cum au trait?

Aceasta masa de cantece populare este intotdeauna formata si a fost
intr-o continud schimbare, in functie de conditiile etnografice-sociologice si
modificate. Si mai mult: s-a schimbat in functie de comunitatile de cantat si de
capabilitatile, talentele si posibilitatile individuale. De aceea, aceasta Materia
are o practicd bogata si stratificata de la o regiune la alta si de la o persoana la
alta.

Si de aceea trebuie sa-i ajutam pe studenti sa-si gaseasca propriile
solutii in cantatul popular. Pentru ca acestia se schimba mereu, au propriul lor
mediu inconjurator (radacinile familiale, experientele, starea fizicd si
psihologica actuala...) si, in final, au propriile lor capacitati si talente - legate de
propriile lor scopuri cu studiul cantatului popular.

SCENE ALE EDUCATIEI IN CANTATUL POPULAR

Voi prezenta mai jos cele doua scene principale care, in opinia mea, au
influentat si au oferit modele pentru modalitatea de predare institutionala a
cantecelor populare. Ambele arii s-au ocupat de educatie intr-un fel sau altul,
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iar mai multe dintre caracteristicile lor pot fi adaptate la practica noastra
institutionala.

Comunitati traditionale

In comunitatile traditionale, cantatul popular s-a manifestat in
principal ca o cunoastere comund. Repertoriul unei persoane era egal cu
repertoriul comun. Ei invatau cantecele implicandu-se in viata de zi cu zi si in
sarbatorile comunitatilor, si erau activi in interpretare imediat. A fost o traditie
nescrisa, piesele si melodiile apdreau, se formau pe masura ce le repetau si le
foloseau din nou si din nou. Cunoasterea unei persoane in astfel de comunitati
traditionale se limita Tn mare masura la repertoriul local de cantece.

Care atribute sunt utilizate in practica institutionala a cantatului
popular din cele de mai sus? Trebuie sd incercam sa oferim oportunitati pentru
proiecte muzicale cooperative — sa Tnvatam sa cantam impreund, sa realizam
cine este solistul intr-un grup. Sa facem loc memoriei - sd nu notam totul, sa
renuntam la partitura. Sa vedem cum se pot ajuta unii pe altii studentii. Sa-i
|dsam sa se Tnvete reciproc. Sa facem dansuri cu cantat. Sa-i [dsam sa simta
cum functioneaza cu un antrenament fizic. Sa cautam oportunitati pentru a
crea o traditie vie: sa invatam cantecele de sarbatoare si sa le cantam
impreund la momentul potrivit. Ideal, putem forma o comunitate reala cu
studentii nostri actuali, care are legaturi mai stranse si mai putin stranse, o
functionare specifica proprie.

Miscarea caselor de dans

Asa-numita miscare a caselor de dans (,,tanchazmozgalom”) s-a format
acum cincizeci de ani in mediul urban printre unii tineri intelectuali care cautau
o oportunitate potrivita pentru distractie cu muzica si dans traditionala vie, Tn
conditiile sociale, politice si culturale specifice ale erei. Pentru o perioadd a fost
tendinta coregrafiilor manierate si reflecta o imagine falsa despre traditie.

Fondatorii si discipolii lor au adus o noud culoare si 0 noua gandire
despre trdirea cu traditiile. Ei au modelat casa de dans traditionala din Szék
(Sic, Transilvania, RO) si au invatat direct de la muzicienii batrani, stand alaturi
de ein casa de dans.

Prima casa de dans proprie a fost organizata la 6 mai 1972, la
Budapesta. Aceasta metoda, fenomenul casei de dans si multimea implicata si
cu sufletul deschis a tinerilor care au dorit sa trdiasca cu aceasta cultura
populard, sa transmita cat mai multe parti din viata urband, a devenit un
fenomen subcultural. Astdzi, existd sute de case de dans in intreaga lume.

Metoda de predare a cantecelor populare intr-o casa de dans are loc
direct si este o Tnvatare intentionata. Participantii se asaza in timpul
evenimentului sifnvata colectiv unul sau mai multe cantece de la un solist (care
este artist sau informator, un cantdret traditional). Alegerea corecta se
potriveste dansurilor, asa ca le pot folosi si canta imediat in timp ce danseaza.
Solistul care nvatd poate furniza sursa sau participantii pot nota textele, dar
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in mare parte este un repertoriu memorizat, nescris - fara variatii si uneori cu
melodii, ornamente si alte atribute muzicale canonizate.

Ce putem prefera din aceastd practica in predarea institutionald? Tn
primul rand, activitatea in dans: ar putea ardta studentilor nostri uniunea,
unitatea cantatului, muzica instrumentala si dansul in cultura traditionala. n al
doilea rand, putem sublinia rolul invatarii prin ascultare, posibilitatea
dezvoltarii memoriei. Tn plus, putem sublinia din nou plicerea cantatului
fmpreund, prezenta ca o comunitate, un grup de oameni care traiesc cu
mostenirea lor culturala.

CANTUL POPULAR iN SISTEMUL EDUCATIONAL

Diferenta principald intre scenele prezentate anterior si configurarile
institutionale este ca lectiile individuale au loc Tn scoli. Prin urmare, putem
forma un plan personalizat pentru fiecare elev - potrivit obiectivelor,
talentelor si statutului personal.

Este un dialog direct si intentionat intre profesor si student - poate fi
elaborat, reflectat si schimbabil. Este condus de un profesor bine pregatit care
are abilitatile mentionate anterior: capacitati profesionale, pedagogice si
psihologice si creativitate In predare.

Instruirea se concentreaza pe intregul repertoriu maghiar al bazinului
carpatic - avem programe de studiu care indica modul de procedare an de an.
Aceste documente oferd un cadru pentru a crea planul de progres
personalizat pentru fiecare student.

Principiul de baza al curriculumului este divizarea pe baza dialectelor,
asa cum este prezentat mai jos:

Clasa Sectiunea de nivel | Sectiunea,,B” de Nivel secundar (de la
de bazi,,A” (2*30 nivel de baza 14 ani, clasele 9-13.,
minute (disponibild pentru cursuri 2*¥60
cursuri/saptaman elevii talentati cu minute/sdaptamana)
a) cursuri de 2%45
minute/saptamang;
lucrari din anul 2)
cursuri de rime, cantece - -
pregatire pentru copii -
muzicala (1-2), selectia
varsta 6-7 independenta a
regiunilor
1. (varsta 8-9)/ Transdanubia - Transdanubia - cu o
9. (varsta 14- sortare sofisticata:
15) judetele Rabakoz,
Zala, Vas, Somogy,
Sark6z , Muntii
Bakony, Mezé&fold ,
Ormansag , Szlavdnia
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2. (varsta 9-
10)/ 10.
(varsta 15-16)

Nordul

Nordul - cu ceva
specializare:
Csallékoz,
Zoborvidék
Palécfold

Nordul - cu o sortare
sofisticata:
Zoborvidék,
Csallékoz,
Matyusfold , Palécfold

3. (varsta 10-
1)/ 11.
(varsta 16-17)

Marea Campie

Campia Mare- cu
toate regiunile mici
tipice: Szatmar,
Hajdusag si Nyirség
, Nagykunsag ,
regiunea Koros,
Jaszsag Kiskunsag
, Kalocsai Sarkoz ,
Dundrea-regiunea

Great Plan-cuo
sortare sofisticata :
regiunea Tisa
superioara , Jaszsag,
Kunsag, South-Alféld

varsta 19-20)

Bacska
4. (varsta 11- Transilvania: Transilvania - cu Transilvania cu o
12)/ 12. ( Székelyfold ( oarecare sortare sofisticata :
varsta17-18) | Tinutul Secuiesc ) specializare ( Szildgysag,
si Bucovina Székelyfold, Kalotaszeg, Mez8ség,
Maros - regiunea regiunea Kikdlls ,
Kakdallék Székelyféld, Bucovina
Udvarhelyszék,
Csik, Gyimes) ca
bine ca Bucovina
5. (12-13)/13. ( Transilvania : Transilvania : Moldova
varsta 18-19) Szildgysag, Szildgysag,
Kalotaszeg, Kalotaszeg,
Mez8ség Mez8ség, cu sediul
pe cel prelucrarea
fnregistrarilor ale _
_ specificat vocal
informatorii
6. (13-14)/ 14. ( Moldova Moldova -

In fiecare clas3, este important ca fiecare elev s3 obtina o intelegere
ampla si cuprinzatoare a traditiei de cantare a dialectului specific. Prin urmare,
urmatorul nivel de organizare urmeaza o perspectiva tematica. Ne straduim
sa lucram cu fiecare gen caracteristic traditiei cantului cu care suntem
familiarizati, adaptat varstei si abilitatilor vocale ale elevilor: cantece de joaca
pentru copii, cantece pentru ocazii speciale, cantece populare legate de
evenimentele vietii, cantece lirice in diverse stiluri, balade si dansuri cu
personaje diferite.

In sfarsit, avem cateva subiecte care insotesc actiunea noastra si ajuta
la intelegerea muzicii populare si a culturii populare in sensul ei profund:
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- Solfegiu, istoria muzicii, teoria muzicii si studiile pianului. — pentru a
construi cunostinte muzicale cuprinzatoare.

- Notatie muzicala populara, Teoria muzicii populare, Etnografie, Studii
instrumentale si Practica muzicala Tn grup — pentru a ajuta elevii sa
inteleagd functionarea unica a culturii populare si sa se exprime
artistic.

CONCLUzII

Cantul popular ca arta a spectacolului

In sfarsit, consider cd este important si subliniez si sa descriu
gandurile mele despre existenta interpretativa a cantecelor populare si
autenticitatea care se afla in ele, asa cum am demonstrat-o noi, interpretii.

Esenta acestui lucru poate fi rezumata intr-un citat din Katé Havas:
,,Problema este cd suntem invdtati sd fim buni performeri, iar publicul ar trebui
sd fie incantat de interpretarea noastrd, nu cd ar trebui sd slujim compozitorul si
muzica”. (Solymosi Tari, E. 2003: 10.)

Subiectul cantului nostru popular este in mod inerent o creatie a
comunitdtii, cele mai apropiate surse fiind cantaretii auziti in Tnregistrari. Ei
sunt ,,compozitorii”’ nostri. Cu ei, am putea stabili o legdtura care este poate
mai directd decat cea cu compozitorii de muzica clasica: le putem asculta
vocile, putem citi despre vietile si rutinele zilnice in literatura etnografica si,
ocazional, putem explora autobiografiile personale. De asemenea, putem
studia intreaga cultura de muzicd populara pe care au folosit-o, originile,
evolutia ei si elementele si genurile folclorice muzicale si lirice. Unii dintre ei s-
ar putea chiar sa 1i cunoastem personal sau cativa dintre ei ar fi putut fi
stramosii nostri. Putem vizita regiunile, zona rurala in care au trait.

Cand cantam, fie cd este pe scene semnificative, intr-un concert scolar
sau o auditie in fata unui public restrans, sau cand ne sarbatorim bunicii la o
adunare de familie, suntem mediatorii cunoasterii mentorilor nostri (cantdreti
traditionali). Nu ne prezentam in primul rand pe noi insine, vocile noastre
stralucitoare sau practicile virtuozice de ornamentare publicului. Toate
acestea pot fi un instrument - intr-adevar necesar - pentru a canta intr-o
manierd elegantd, precisa, care ramane fidela genului si particularitatilor
regionale. Ceea ce este mai important este ca incercam sa transmitem
publicului tot ceea ce poate fi transferat din cunostintele mentorilor de
cantdret, traditia cantata si legatura si experientele dintre noi si cantaretii
traditionali. Exista doua prezente in spectacol: persoana, a carei mostenire
rezoneaza pe scena face parte din cantarea noastrd; Cu toate acestea, ei nu
sunt cei activi, asa ca fiecare cantdret popular isi pune existenta, talentul,
cunostintele si ideea in cant. Este o creatie reald, condusa n interior, care se
autoidentifica. Aceasta creatie autentica este departe de imitatie sau
replicare. Are timp si spatiu pentru schimbare, deoarece interpretul evolueaza
in mod constant, exact pe masura ce elevii nostri cresc, iar vocea, fizicul si
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conditia lor se schimba. Cu toate acestea, familiaritatea cu traditia cantului
popular si cu cantecele sale este adanc inradacinata in ele. Cand canta, ea
reiese In mod repetat prin existenta lor actuala.

Invatarea studentilor nostri, cu aceastd mentalitate si cunostinte este
un proces provocator si indelungat. Mai mult, exista diferite moduri de a urca
pe scena si de a canta melodii populare cu interpretari diferite. Totusi, Tn
practica mea de predare si cant, acesta este poate cel mai important concept.
Tot ce am scris mai sus despre metodele si structura de predare
institutionalizata serveste acestui scop.
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