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ONsOz

Miizigin insan geligimindeki 6nemi yadsinamaz. Her alanda oldugu gibi miizige de en
dogru ulagma araci egitim olacaktir. Miizik eZitimini en iyi, en yararli ve kolay sekilde
verme problemi her zaman tarigilmig, bu dogrultuda gesitli yontemler ve metotlar
tiretilmigtir. Bu metotlardan biri Macaristan’da ortaya ¢ikan Kodaly Metodu’dur.

Macaristan, buglin miizik egitimindeki bagansiyla diinyaya adim duyurmus, aynt sonuca
ulagmak isteyen dlkeler tarafindan 6mek alinan bir tilke haline gelmistir. Bu siireg
Macar bestecisi, egitimcisi ve miizikolog Zoltin Kodaly (1882-1967)'in 1930’lu
yillarda iilkesinde bir miizik egitimi reformu gergeklestirme gerekliligi diigiincesini fiili
olarak yaymasiyla baglamigtir. Cevresindeki herkesin ona inamp siirece katkida
bulunmas: Macaristan’daki bu siirecin biylmesini ve bugin bir metot olarak
adlandinlmasim saglamigtir,

Metodun amaci, miizifi herkese ulagilabilir yapma yoluyla genel miizik kiiltiirii
yaratmaktir. Ve bu amaca ulagmak i¢in insanlann kendi kiltiirintin miizigi ile, miizikal
ana dilleri olan halk miizigi ile diinya mizigine agilacak kapinin aralanmas1 gerekliligi
{izerinde durulmustur. Diger metotlardan farkli olarak, metodu kullanacak tilkelerin
kaynaklarina, ihtiyaglarina gére adapte edilebilecek dgeler igermesi, kendi iginde de
gelisme dogrultusunda her an defisiklik yapilabilme payina sahip olmasi, metodun
evrensel boyutlara ulasma yolunu agmugtir.

Tezimin amaci; uygulandifs takdirde ¢ok kapsaml yararlar saglandifim
Macaristan’daki okullarda bizzat gozlemledigim ve Tirkiye’ye de mutlak katkilan
olacafim diginddgim bu metodu, Turk Egitim Sistemiyle ve dolayisiyla Turk
kulturiyle tamigtirmaktir.

Konu hakkinda elde eftifim tiim bilgiler ve yararlandifim kaynaklar, Macaristan’da
yabanci 6fretmen ve dgretmen adaylarina metodun kullamilma egitimini veren Zoltan
Kodaly Pedagogical Institute Of Music’te 1999-2000 Ogretim yilinda bu kurumda
egitim alan ilk Turk 6grenci olma sifatiyla egitim aldifim donemde elde edilmigtir.



Caliymamda her tirli yardimda bulunan Damsman 6gretmenim Prof. Dr. Nergiz
Sakirzade San’ya, Zoltan Kodaly Pedagogical Institute Of Music 6gretmenlerinden
Mihaly Ittzés, Laszlé Nemes, Orsolya Szabé ve Carlos Miro’ya ve tiim arsiv ve
kiitiphane ¢alisanlarina, Kodaly Iskola 6gretmenlerinden Marta Hainfart, Laszlé
Durényik, Andrea Antoni, Eva Ersek, Judit Pard4nyi ve Eva Pajor.’a, ablam Nergiz

Yigit’e ve aileme tesekkdirlerimi sunarim.



OZET
Calismamin Kodaly Metodunun Araglari adh birinci béliimiinde, Kodily metodunun
miizik elementlerinin Ofretilmesinde kullandifn araglardan; bagil solmizasyon, el
igaretleri, ritim siiresi hecelerinden bahsedilmigtir. Bu araglarn bir kismu tarih iginde
daha 6nce denenmis, kullamlmig ve bazilann Kodaly tarafindan degistirilip gelistirilmis |
sistemlerdir.

Kodaly Metodunun Ilkeleri adli ikinci boliimde, Kodaly’1n, miizik egitiminde daha iyiye
ulagmak i¢in saptamug oldugu, sonradan metodun ilkeleri haline doniigmiiy diigtinceleri
yer alir.

Kodily Metodunun Uygulamsg: adh G¢iincii béliimde, Kodaly metodunun uygulamiginin
Macaristan’da nasil basladify, yayidifi, metodun Macaristan’in mizik egitim
yapisindaki etkileri, Macaristan’da metodun uygulamasinda kullamlan mizik
elementlerinin 6gretim siras1, miizik elementlerini §gretme teknikleri ve Macaristan’da
Kecskémetteki Kodéaly mizik ilkdgretim okulu ve lisesinde (Kodaly Iskola) gdzlemci
olarak katiidigim 1.’den 11.’e kadar olan simflarin 6rnek muzik dersleri yer almaktadir.
Bu gozlemlere Macaristan’da ilk Tirk Ogrenci olarak egitim aldiim Kodaly
Pedagogical Institute Of Music’te 1999-2000 Ogretim yilinda katilmig bulunmaktayim.

Kodily Metodunun Adaptasyonu adli dérdincd ve son bélimde, metodun
adaptasyonunda dikkat edilmesi gereken konular, metodun adaptasyonunu
gergeklestiren ulkelerin izledifi ve Turkiye’deki adaptasyonunda izlenebilinecek
yollardan bahsedilmistir.

Metodun bagansi, efitimde duyulacak her thrld ihtiyaca higbir basamag ihmal
edilmeden cevap verilmesi yoluyla elde edildigi igin butiinltgtn giicint ifade etmek
amaciyla metotta katedilen bitlin agamalara deginilmigtir.



ABSTRACT

In my study, in Part 1 which is called The Tools Of Kodaly Method, I have mention
about the tools which are used to teach music elements by Kodaly method: Relative
solmization, hand signs, rhythm names. Some of these tools are the systems which had
been experimented and used in the past and in some aspects which had been changed
and improved by Kodaly.

Part 2, The Principles Of Kodaly Method, contains the ideas of Kodaly which he had
ascertained in order to make music education better and afterwards which they have
changed into the principles of the method.

In Part 3 which is called The Practice Of Kodaly Method, these subjects takes place:
Beginning and spreading of the method in Hungary, the effects of the method on music
education structure in Hungary, the order and techniques of the teaching music
elements in Hungary and model music lessons of classes from 1* to 11™ which I had
observed in Kodaly School in Kecskémet in Hungary (Kodaly Iskola- Kecskémet-
Hungary) in 1999-2000 academic year as the first Turkish student of Kodaly
Pedagogical Institute Of Music in Hungary.

In Part 4 which is called The Adaptation Of Kodaly Method, I have mention about the
matters that are must been care in the course of adaptation of the method, the ways that
the countries which have used the method, have followed while they have adapted it
and the ways which Turkey should go.

Due to the successfulness of Kodaly method is coming from that the method gives
solutions to all needs of music education without neglecting any of them, with the aim

of explaining the power of completeness I have touched on all ranks of the method.
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1. KODALY METODUNUN ARACLARI

1.1. Bagl Solmizasyon (Relative Solmization)

Degsifre soylemeye yardimci olmak amaciyla gelistirilen bu sistem, 11. ylzyil
Benedictine kesisi ve miizik egitimcisi Guido d’ Arezzo’ya mal edilir; ancak Cin, Antik
Yunanistan ve Hindistan (Hughes & Gerson-Kiwi, 1980)’da gelisen sistemleri i¢eren
daha erken 6rnekleri vardir.

Guido, nota perdelerine hecelerle isim vermigtir: ut, re, mi, fa, sol,la. Guido’nun Sekil
1’de gosterilen “Ut queant laxis” adli eseri solmizasyon hecelerine kaynak olarak
hizmet verir.

Sekil 1: Bagil Solmizasyon Heceleri

Ut queant laxis
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sol- ve pol- lu- ti la-bi- i re- a-tum, San- cte  Jo- an-mes.

1650°li yillarda Fransa’da “si” hecesi tiim oktava eklenmigtir. “ut” ftalya’da “do” ile
degistirilmigtir.

Kodaly metodu’nda kullanilan solmizasyon heceleri s6yledir;




Tam heceler; do re mi fa so la ti. “Sol”yerine “so” kullamlir; béylece bitiin
heceler sesli harfle biter. Kodaly Metodu’'nda miizik okuma ve yazmada kolaylik
saglama amaciyla, hecelerin sadece ilk harflerini kullanma yénteminden yararlamlir; d-
r-m-f-s-I-t. Miizik egitimine yeni baglayanlar igin, notalarin porte iizerinde
kullanmasindan 6nce sdlmizasyon hecelerinin ilk harflerinin kullamlmas: disiincesi
Ingiliz John Spencer Curwen’in (1816-1880) calismasina dayamir. Hecelerin sadece ilk
barfleri kullamldifinda “si” ve “so” arasinda ortaya gikacak karigiklif1 onlemek igin
“si”, “ti” olarak degistirilmigtir. En sik kullanilan alterasyonlar, Fa-fi (fa diyez) ve ti-ta
(si bemol) seklinde, armonik minériin 7. adimimin alterasyonu da so-si (sol diyez)
seklinde adlandinlir. Kisaca biitiin diyezlenmis olan heceler “i” ile, bemollenmis
olanlar “a” ile bitirilir. Boylece, heceler siklikla altere edilis yollarina gére soyle
kullamlir; do-di, re-ri, mi-ma, fa-fi, so-si, la-lo, ti-ta. Bu alterasyonlardan ayn olarak re-
ra, la-li ve digerleri, giicli tonal ayrnilmalarin veya modiilasyonlarin sonucudur. Bu
asamada da moditlasyon yapilan tonun tonigine yine “do” denilerek bu alterasyonlara
ithtiyag duyulmaz. Kromatik dizi ¢ikict ve inici olarak séyledir;

Do-di-Re-ri-Mi-Fa-fi-So-si-La-1i-Ti-Do-Do! -Ti-ta-La-lo-So-fe-Fa-Mi-ma-Re-ra-Do.

Ince do ve onun izerindeki notalar, hecenin sag iist kosesine ¢izgi konularak yazilir
veya orta do’nun altindaki notalar, hecenin sag alt kdsesine ¢izgi konularak yazilir. Bu
basitlegtirme ile Curwen Ingiliz koro soyleme gelismesine ¢ok biyikk bir dirti

vermigtir.

Guido’nun orjinal solmizasyon sistemi, Kodaly ve izleyenlerinin destekledigi “hareketli
do” sisteminin ilk karakteristiklerini kapsar. Tarihsel gelisimi iginde “tonik sol-fa”,
“tonika do” gibi isimlerle yer almig ve gelisimini tamamlamigtir. Geg 16. ve erken 17.
yizyillda, modiilasyon ve altere edilmis notalar sebebiyle daha karmagik hale gelen
besteler ile birlikte Fransiz miuzisyenler, desifre okumay: basitlestirmek i¢in “C”
perdesini “ut” ile egit saymaya baglamiglardir. Bu, Fransiz gelenegi olarak “sabit do”’nun
kurulmasiyla sonuglanmustir. Fransa’da Jean Jacquez Rousseau (1712-1778), iilkesinde
gelisgen “sabit do” anlayisina karsilik “hareketli do”anlayisimi savunmugtur. Aym
yontemle Pierre Galin (1786-1822) ve Emile Chevé (1804-1864), bu anlayist
gelistirmiglerdir. 19.ytizyihin ikinci yansi, 20.ylizyilin ilk yansinda Galin-Paris-Chevé



Metodu Fransadaki okullarda resmi olarak tanmnmug, Rusya’yr da igeren iilkelere
yayilmugtir. Bagil solmizasyonun Ingilteredeki adaptasyonu, Sarah Ann Glover (1786-
1867)’m ¢aligmasmi drnek alan John Curwen (1816-1880) tarafindan gelistirilmistir. Bu
anlayisin Isvigredeki temsilcisi John Weber’dir. Macaristan’da bagil solmizasyona ilk
olarak Weber’in 1849°da yaymlanan, 1875°de Macarcaya ¢evrilip adapte edilen kitabinda
yer verilmistir. Almanyadaki temsilcileri Otto Gibel, Agnes Hundoegger (1858-1927) ve
Fritz Jode (1887-1970)dir. Kodaly, “Tonik sol-fa” metodunu 1927°de Ingiltere’de
bulundugu srada ¢aligma firsati bulmugtur. ikinci kaynak Jend Adam ve Kodaly ile
ilisgkide bulunan Fritz J6de’dir. J6de’nin, Adam’n davetiyle Macaristan’da Macar miizik
egitimcilerine seminer sunmasi, metodun Macaristan’da yayilmasmda ilk fiili hareket
olmustur.

Bagil solmizasyon ile biitlin majér tonlarm tonigi, temel majér dizisi C majoriin tonigi
olan “do”; biitiin mindr dizilerin tonigi, temel mindr dizisi A mindriin tonigi olan “la”;
biitiin Doryen modlarm tonigi, temel doryen dizisi D Doryenin tonigi olan “re”; biitiin
Frijyen modlarn tonigi, temel Frijyen dizisi E Frijyenin tonigi olan “mi”; biitlin Lidyen
modlarm tonigi, temel Lidyen dizisi F Lidyenin tonigi olan “fa” ve diger modlarda da aym
sekilde, tonik perdesine temel dizisinin toniginin ad1 verilir. Bagil solmizasyonun amaci,
degistirici isaret almayan dogal diziler diginda diger perdelerden baslayip, dogal dizilerin
arabklarm korumak icin degistirici isaretler alan dizilerde okumay: kolaylastirmay:
saglamaktir.

Sekil 2°deki 6rnek D Major tonundadr. D Majoriin tonik perdesi “D=re”dir. Bu par¢a
majér bir tonda oldugu i¢in tonigi olan “re”ye bagil solmizasyonda, dogal major dizisinin
tonigi olan “do” denir. Biitiin majér tonlar aym aralik kalibina sahiptirler. Oyleyse aym
aralik iligkileri i¢in aym isimleri kullanmakta bir zarar yoktur.

Figure 2: Major Tonlarda Bagil Solmizasyonun Uygulanmasi
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Sekil 3’deki 6rnek, D minér tonundadir. D minériin tonik sesi “re”dir. Dogal minér
dizisi A minorin tonigi “la” oldugu igin “re=la” deriz. Asagidaki 6rmek, D mindriin
tonik sesiyle degil dizinin 5. derecesi “la” ile bagladifindan dogal minér A minériin 5.

Derecesi “mi” sesi ile baglariz. “re=la” ise “la=mi” olur.

Sekil 3: Minér Tonlarda Bagl Solmizasyonun Uygulanmasi
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Pargada modiilasyon meydana gelirse modiilasyon yapilan tona goére “do”nun
veya”la”’nin pozisyonu degistirilir. Sekil 4’te F majérden G mindre sonra tekrar F

majére modilasyon yapilmustir.

Sekil 4: Bagil Solmizasyonda Modiilasyon
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Omek, F majoriin 3. Derecesi olan “la” perdesiyle baslamistir, yani bagil solmizasyon
ile baslangic perdesi, dogal maj6r dizisi C majériin 3. derecesi olan “mi” perdesi
olacaktir. G min6re modilasyon yapilan noktada (3. Ol¢iintin bast) G mindre gore 5.
derecesi olan “re” (bagil solmizasyona gore “la”) perdesi, bagil solmizasyon ile dogal



mindriin 5. derecesi “mi” perdesine dénigir. Buradan da anlagilacagi gibi 6grencinin
bagil solmizasyon ile ¢aligmasi igin modiilasyonlann farkinda olmas: gerekir.

Solmizasyon heceleri, perdelerin diyezli ve bemollii hallerine de ayn isimler verdigi
icin asil tonda yapilmig tiim arizalar bagil solmizasyon ile dogal dizisinde okunurken
belirtilebilir. C Majorde “fa diyez perdesi devam ettigi takdirde dominant tonu olan G
majére modiilasyon diiginiilir. Bu, en sik kullamlan modilasyondur ve ilk armoni
bilgileri de C majérde verildifinden, &grenci “fa diyez” perdesini, dominant tona
moditlasyon ile 6zdeglestirir. D Major tonunda “sol diyez” perdesinin devam etmesi
durumunda, dominant tonu A majére modilasyon digindlir. Ancak 6frencinin bunu
farketmesi daha fazla zaman alir, dolayistyla “sol diyez” perdesini sGylerken ya da
calarken D Majorin dominant tonu i¢inde oldugunun bilincinde olmadan séyler ya da
calar. Bu da miizikal cahilligin baslangicidir. Oysa D Majér bir parga bagil solmizasyon
ile okundugunda “sol diyez” perdesi “fa diyez” olarak isim alacaktir ve §grenci miizigi
daha bilingli icra edecektir. Bagil solmizasyon, miizik egitiminde, dizilerin dogal hali
disindaki, degistirici isaretlerle daha karmagik hale gelmis olan dizileri ve bu dizilerde
yazilmug eserlerin icra edilmesini 6grenciye ulagilabilir yapar ve belli bir yerden sonra
6nii tikanan §grencinin miizife dogru giden kapisim agar.

Sekil 5’de, C diyez minér gibi okumas: zor bir tonda bafil solmizasyonun yarttif
kolayliph gorebiliriz. Ornek, C diyez mindrin 5.derecesi olan “sol diyez” perdesiyle
baglamigtir. A mindriin 5. Derecesi “mi” perdesidir. Bagil solmizasyona gore drnee
“mi” perdesiyle baslanir.

Sekil 5: Bagil Solmizasyonun Zor Tonlar1 Okumakdaki Yardimm
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Bagil solmizasyon biitiin modlara da uygulamr. Sekil 6°daki 6rnek C Doryendir. Omek,
C Doryenin tonik sesi “do” perdesi ile baglamigtir. Dogal Doryen dizisinin tonigi “re”

perdesi olduguna gore bagil solmizasyon ile “do=re” olur.

Sekil 6: Modlarda Bagil Solmizasyonun Uygulanmasi

e e do. ... lo.lo.lo.
n 1 /‘T l\ |
SEemEes EprE=tias: &
Pr.< I 7 )

S L {1 ]

A T
/] 1 —— H
N [ T 5 T ~ i Wj

i [ {
Y - I B -

Bagil solmizasyon ile, anahtarsiz portede bulunan notalarla, her ton ve mod iizerinde
caliplabilir. Herhangi bir anahtar ya da degistirici isaretler, portenin basina konulabilir

veya hayal edilir.

Sekil 7: Bagil Solmizasyon ile Anahtarsiz Portede Caligma
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Ozetlersek;biitiin major, mindr tonlar ve modlar, temel dizilerinin toniginden bagka bir
perdeden bagladiklar1 zaman, araliklan korumak igin degistirici isaretler alirlar; ancak
oziinde dizi ve araliklari bakimindan temel dizisinden farklan yoktur. Oyleyse miizigi
daha bilingli, daha c¢abuk ve daha kolay kavrayabilmek i¢in mizik egitimi
uygulamasinda, ilk etapi;l her ton ve mod, temel dizisinin tonigini kendi tonigi alarak



kullanilabilir. Daha sonra aym parga, gergek tonunun mutlak isimleri yani alfabe
isimleriyle de soylenir. Her notamin bagil ve mutlak olmak tizere iki ismi vardir. “Bagil
solmizasyona” gore “G”, “do” da olabilir “la” da. Eger “G” majoérdeysek” “G=do”, “G

mindrdeysek “G=la” olur.

Ogrenci, bagil solmizasyon ile galigirken modilasyon varsa bunu farketmeli, hangi tona
modiilasyon yapildifim bulmali ve tonigi, gegilen tona veya modaliteye gore
degistirmelidir. Bu da Ogrencinin miiziin teorik olarak da farkinda olmasim saglar.
Bagl solmizasyon ile sdyleyen gocuk, 6ntindeki notayr goriir, temeline bakar, tanimlar,
degistirici igaretlere ve son notaya bakar, melodide “do”, “la™y1 ya da modlarin dogal
dizilerinin tonigini arar ve bulunca biitin tonlarda ve modlarda okur. Cocuk, bagl
solmizasyonun degisimlerini modiile edilmis melodi ile dofru konumda algilayip
kullanabiliyorsa bu aym zamanda, o melodinin armonik yapisim1 da anlayabiliyor
demektir.

Bagil solmizasyon, araliklann iligkisini, dizinin derecelerini, tonaliteyi ifade etmek igin
kullamlir. Notalan tonal diiginmeye baglar. Efer notaya bagl solmizasyon ile isim
verirsek aym zamanda onun tonalite i¢indeki islevini (fonksiyononunu) de belirlemis
oluruz. Bagl solmizasyon, bireysel seslere kolayca anlagilir iligkiler kurar, dizinin
dereceleriyle aginalik saglar. Bu rol, notanin tonal fonksiyononun teorik tanimlamasiyla
bu kadar etkili doldurulamazdi. Solmizasyon heceleri mitzikal deneyimi, sesin akustik
ve duyusal karakteristigiyle iligkilendirir. Notalan sol-fa heceleri ile gdstermek, onlann
verilen tonalitedeki roliinii tammlar. Her aralik, tipik ciimlelerin iskeleti iginde dogal
olarak yerini bulur. Solmizasyon, ortalama 6grenci igin bile miizik kiltlirine dogru en

elverisli yolun kapisim agar.

Jean Jacquez Rousseau, bu diistinceleri destekler nitelikte “Neden aym miizikal iliskiler
icin aym ismi kullanmiyorsunuz?”' diye sormugtur.

Diger bir yandan bagil solmizasyonun her semboli, bir miizikal karakter belirtir. Eger
hangi isaretin agik ya da kapaliyr gosterdigini, hangisine ytikselmeyle ya da algalmayla

! Nemes, Klara; Zoltan Kodaly-Composer, Musicologist And Educationist, The Finish Kodaly Centre Yearbook, 1996,
Syf40



eslik edildigini, hangisinin materyalistik, hangisinin manevi deneyim kapsadifim,
neden birinin anlatimci veya digerinin izlenimci kavram oldufunu taniyabilirsek; diger
bir deyisle eger isaretlerin yardimu sayesinde soguk ve sicak renklerin arasindaki pozitif
ve negatif gerilimler arasindaki farki yakalayabilirsek notalarin arkasinda gizledigi
dﬁnyayl fethedebiliriz. Ornegin; “fi” yiiksege uzanir ve “ma” acikli, Gzintiila bir 6zellik
saklar.

Mutlak do kullanan iilkelerde bile dogal olarak bagil solmizasyon duygusu vardir. Biraz
miizik egitimi olan insanlarin ¢ofu major dizide bir melodi dinledikleri ve nota
isimleriyle sdylemeye galigtiklan zaman gergek perdeyi diigiinmeksizin otomatik olarak

do dizisini kullanirlar.

Bagil solmizasyon, hem mutlak perdeleri gostermek i¢in hem de bagil notasyon ile
okumak i¢in yanlig bir fikre dayamilarak kullanilmamalidir. Aym isim iki ayn kavrami
gostermek igin kullamlamaz Alfabe harflerinin mutlak perdeleri gostermek igin
kullanmlda@ iilkelerde, solmizasyon heceleri tonalite iginde alistirma imkam saglar.

Tiirkiye’de su anda mutlak perde, aym: anda hem alfabe harfleriyle hem de solmizasyon
heceleriyle adlandinimaktadir ve “sabit do” anlayisi kullamlmaktadir. Ayrica bir
perdenin diyez ya da bemol almig haline de degisiklik yapiimadan yine aym isim
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verilmektedir. Soyle ki:“D” perdesine de “re” ,”D diyez” perdesine de “re”
denmektedir. Iki ayn perde igin aym adlandirmanin kullamilmasi , perdenin ve onunla
bagintilh olarak iginde bulunulan tonun zihinsel algilamasinda, entonasyonda

problemler yaratir.

Tirkiye’nin miizik yapisi, daha ¢ok modal bir yapidir. Biz bu modlara makam adi
veririz. Bagl solmizasyonun Tirk makamlarnna da uygulanma alam belirlenmelidir.
Simdiye kadar major, minér tonlar ve modlarda izlenen yolla dregin, Mi Hiiseyni bir
sarkinin tonigi olan “mi”perdesine, temel Hiiseyni dizisi La Hiiseyni’nin tonigi olan

“la”ismi verilip daha kolay - galigilabilinir mi?

Solmizasyon sisteminde, mekanik bagvurunun ve aligilmighgin getirebilecegi tehlikeden

kaginmak gerekir. Eger bu meydana gelirse sonug basanh olmaz. Stiphe yok ki; notalar



ve solmizasyon heceleri arasinda meydana gelen iligki igin pratik ve otomatik geri
cagma kagimlmaz sonugtur. Cok sayida milkkemmel niteliklerinin  yaminda
solmizasyon, Ogretmeni ve dfrenciyi g¢ok rahat hale getirebilir. Ses, heceye o kadar
dogal ¢agnigim yapabilir ki, kesifin diriligi, canlilifn ve iletisimi kaybolur, igten duyum
ve mizikal hayal giiciiniin ¢aliymas:1 yokolabilir ve 63renci tonal fonksiyonun kesﬁne
veya mizikal diigtinceye dogru kendini zorlamaz. Bu tehlike ancak Ogretmenin,
solmizasyonun arkasindaki temel miizik fikrini anlamasi ve tonal duyumu daima iginde
canl tutmasiyla onlenebilir. Ayn1 zamanda bagil solmizasyon, 20.yiizy1l miizigine de
sinirlt yardim saglar.

Cocuklar igin bagl solmizasyon, miizik egitiminde son derece kolaylastirici bir
yontemdir, fakat mutlak nota isimleri (alfabe harfleri) de Ofretilmek zorundadir.
Macaristan miizik egitimi sisteminde mutlak nota isimleri ilkokul 3. Siniftan itibaren

tanstirilir ve bagil solmizasyon ile paralel ¢aligilmaya baglanir.

1.2. El Isaretleri (Hand Sings), Fonomimi

Elin mizik egitiminde kullanildi1 yerde yine Guido d’Arezzo’dan bahsetmek gerekir.
“Gidonian Hand”, modern isaretlerin habercisidir. Bu yontemle parmaklann uglan ve
eklemleri kendilerine béligtirilmis notalara sahiptir ve modiilasyonu kolaylastirir.
Macaristan miizik egitimi sisteminde kullanilan el isaretleri ise John Curwen’dan

alinmigtir.

Curwen, el isaretleriyle, seslerin bagil perdelerini sarkiy1 s6yleyene grafiksel sekillerle
belirterek gorsel agidan yardimci olur.

El isaretini uygulayan gocuk sadece yazi yazdigi elini kullanir. “do”, bel hizasinda; “la”,

g6z hizasinda gosterilir. Seslerin aralanndaki uzaklik, isaretlere de yansimalhidar.

Sekil 8: El Isaretleri 1
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El isaretleri bugiin Macaristan’da baz kiigiik degisiklikler ile kullamlmaktadir. Curwen,
hem “fa”y1 hem de “ti"’yi isaret parmag; ile gosterirken Kodély metodunda isaret parmag:
sadece “ti” igin kullamhr, “fa” icin bas parmak kullamhr. Curwen el isaretlerini,
alterasyonlar i¢in kullanmamugtir. Macaristan’da uygulanan miizik egitiminde el igaretleri
alterasyonlar i¢in de kullanir, ¢linkili 6grencilerin heniiz entonasyonda el isaretlerine ¢ok
bagh oldugu donemlerde de alterasyonlar siklikla olugur.

Bu isaretler, miizik 6gretiminin her agamasmda hazirlik, aligtirma, pekistirme amagh
kullamlr. Soylemede, entonasyonu diizeltme agisindan biiyiik yarar saglar. El ile
gosterilen perdenin, biraz daha ince ya da kaln sGylenmesi gerektigi durumlarda,
Ogretmen elinin konumunu asag: indirme ya da yukar: ¢ikarma yoluyla bir {istteki ya da
alttaki notaya yaklastirir ve dogru entonasyonun bulunmasim saglayarak isaretlerin gorsel
yardimiyla, Sgrencilerin kulak egitimini saglamlagtirir. El isaretleri, degifre edilecek
pargadaki araliklara kulak aginahi:i yaratmada, 6gretmenin par¢a iginde gegen sik
araliklar1 iceren alistirmalar dogaglamasiyla kullamlir. Son derece 6nemli katkisi da iki

sesli galisma i¢in mitkemmel bir galiyma yolu yaratmasidir.

Ogretmen ayn iki perdeyi ve partiyi gdstermek icin bir elini bir gruba diger elini diger
gruba hitap edecek sekilde kullanabilir. Sol eli ile uzayan “do” notasiu gosterirken, sag
eli ile “do-so-do” gosterebilir. Tki grubun birbirini dinleyerek birbirini akord etmesiyle
entonasyon sorunu asilir.

El igaretleri, Macar miizik egitim sisteminde diktenin ilk agamasi olarak da kullanilr.
Ogretmenin el isaretleriyle gosterdigi melodiyi gocuklar, solmizasyon heceleriyle sGyler
ya da yazar. Bu, icten duyumu gelistirir. Enstriimanda c¢alman bir melodinin dikte
edilmesinin tersine, ¢ocuk bu yolla melodiyi ses olarak distan duymaz ama igaretlerden
okudugu notalarin seslerini i¢inden duyar. El igaretleri bellek gelisimine de biiyiik Slctide
yarar saglar.

1.3. Ritim Siiresi Heceleri

Ritim stiresi heceleri, ritmin seslendirilme yoludur.
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Ritim siiresi heceleri, Galin-Paris-Chevé Metodu’ndan alinmigtir. Fakat Chevé, ritim
cahigmasi igin hecelerin ¢ok kapsamh bir sistemini meydana getirmisken Macaristan’da
ritm heceleri, sadece Ogrencilerin ilk bastaki zorluklann ustesinden gelmelerine

yardimci olmak i¢in kullamilir. Ritm okumak igin basta sadece nota saplan kullamlir.

0o |

Notanin govdesi ikilik ve birlik nota disinda ritm okuma igin gerekli degildir. Diger
durumlann hepsinde ritm, nota saplariyla kararlagtirilir.

Sekil 10: Ritim siiresi heceleri:
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Chevé’nin bagka bir 6gretme araci; “hareketli gubuk” metotta kullanilan bagka bir
aragtir. (Bkz. Metotta Kullamilan Ogretme Teknikleri)

1.4. Halk Miizigi Materyali

Kodaly yaklasgiminin oncellerinden farki ve bagarisi, mizik egitiminde kullanilacak
materyallerin ¢ok dikkatli segilmis olmasidir. Bu materyaller, dilzen i¢ine en uygun
bigimde kaynastinlmustir. Kodaly, ¢ocufun mizik egitiminde ozellikle baslangig
safhasinda kullanilacak materyalin, halk sarkilan olmasi gerekliligi tizerinde durmustur.
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Kodaly, ¢cocugun yabanct dillerden 6nce dogal olarak annesinin dilini 6grendigini ve diger
miiziklerden 6nce de kendi filkesinin halk miizigini, miizikal annesinin dilini 6grenmesi

gerektigini hissetmigtir.

Kodaly, sarkili oyunlarin ve halk miiziginin, basit ve anlaml: formalarda yasayan miizikler
olmas: ve pedagojik amaclar icin yapay bir sekilde liretilmemesi sebebiyle ¢ocuklarin
miizik egitiminde daha dogal ve uygun olacagmu dislinmiistir. Halk sarkilari s6z ve
melodinin uyumlu biitiinligiiniin agik Srnekleri olmasmin yaninda insanlarm rubunun
ifadesidir. Ifadenin, saf, basit ve kendini agiklayic: sekli, kisa formlar ile gocugun kalbine
ve disiincesine dogrudan hitap eder. Halk miizigi, 6zellikle erken agamalarda sarki
sOylemek ve okumak icin yardimcidir.

Halk miizigi ruhuyla tasarlanmis miiziklerde form ve dizi, melodik ve ritmik bigcimiyle
halk miizifine benzeyen melodiler de 6gretimde kullamlabilir. Amag; gocuklar1 kendi
miiziginin duvarlar1 arasma kapatmak degildir. Tam tersine, gocuklar bir kere miizikal
ana dillerini aldiklarmda miizigin diinya diline kendileri gireceklerdir; fakat biiyiik yapmmn
zemin kati anadil olmahdir.

Bicimsel analiz agisindan halk sarkilar1 erken agamalarda bile climielerin benzerliklerini,
tekrarlamalarim tanmimak icin kullanilabilir ve 6grenci bu halk sarkidarmn tonlarimi, bitis
kadanslarim1 ve son notalarmi analiz edebilir. Halk sarkilarimi smiflandirmak, onlart ana
stilistlik gruplarina gore yerlestirmek ve Ozelliklerini aymt etmek konusunda yorum
yapmak da miizik 6gretiminin pargasidir.

Bértok ve Koddly, Macar halk miizigini kendi artistik, metodik ve egitsel aktivitelerinin
merkezi yapmuglardir. Bu etki ile Macar miizigini, Macaristanin gegmisini ve gelecegini
aciga ¢ikarmuglardir.

Kodaly, miizik egitiminde ve kendi ¢ahgmalarmda kullanmak, sakh olan bu hazineyi
ortaya gikarmak {izere Macar halk sarkilarini toplama ¢aligmalarma 1905 yilinda baslad1.
Bir yil sonra 1906’da, Bela Bartok da Kodéaly’m c¢alismalarma katildi. Birkag yil
icinde binlerce melodiyi fonograf ile kaydettiler. 60 yihk ¢aliymamn {iriinii olarak yaklasik
yiz bin melodi toplandi. Bu Uretkenligin gostergeleri 1954 yihindan baglayarak
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Folk Music Resarch Institute In Hungary (Halk Miizigi Arastrma Enstitlisii) niin
destegiyle yiikseldi. Bu enstitii, Hungarian Academy Of Sciences ile ¢alisir ve derleme
calismalarinda en iyi olanaklan saglar. Bu enstiti, 1967’ den Gliimiine kadar Kodaly’m
emri altindaydi. Kodaly, 6grencilerinin ve iy arkadaglarinin da halk miizigi ¢aligmalarinda
aktif rol oynamalarini saglamugtir.

Kodaly, ¢ocuklar i¢in miizigin olabildigi kadar ¢esitli olmasi gerektiginden bahsetmistir.
Bundan sonra diger milletlerin halk melodilerine gegilmelidir ve miimkiinse melodiler
orjinal dillerinde sGylenmelidir. Dil, o milletin karakteri hakkinda bilgi verecektir. Kendi
halk miizigimizde siklikla bulunmayan bazi miizik elementlerini difer milletlerin
miiziklerinde bulabiliriz. Ornegin 3/4’lik 6l¢ii sayisi, Macar halk miiziginde ¢ok nadir
bulunur. Burada, orjinal Polonya mazurka melodileri 6gretilebilir. 6/8°lik 6l¢ii sayism,
Doryen ve Frijyen modlarm &gretmek icin Fransiz balk miiziginden yararlamlabilir.
Lidyen modda, Slovak halk sarkilar1 kullanilabilir. Aksak 6l¢ii sayilan (5-7-9) Bulgar,
Tiirk, Yunan folkl6riinde bulunur.

Bununla birlikte halk miizigi, metodun tek materyali degildir. Bundan sonra gocuklarin
sOylemesine uygun, iyi bestelenmis miizik gereklidir.

Daha sonraki yillarda Monteverdi, Bach, Handel’den Mozart’a, Haydn’a, Beethoven,
Brahms, Schumann’a kadar Barok, Klasik ve Romantik periyodlardan ve bagka birgok
dénem ve besteciden diizenlenmis ¢ahgmalar1 da sGylerler. Biiyiik eserlerin temalarm
incelerler. Yedinci ve sekizinci smiflarda ¢ocuklar 20. Yiizyil bestecilerinin ¢alismalarim
. da ele alirlar.

Kodély, Bartok ve daha birgok Macar besteci, halk miizigi derlemeleri yaymlayip, Macar
halk miizigini, diger milletlerin halk miizigini, tarihdeki miizik donemlerini yansitan
materyalleri igeren birgok okul egitimi amagh kitap ve sahne galigmalar1 yaratmuslardir.
(Bkz.Kodély Metodunda Materyal Olarak Kullamlan Kaynak Uretimi).

Tiirkiye’de ¢ok sayida olmamakla beraber halk miizifi materyali kulanilarak ¢ocuklarin
egitimini amaglayan pedagojik eserler hazrlanmgtir. (Muammer Sun, Saip Egiiz, Halil
Bedii YoOnetken, Mahir Dinger, Cenan Akin v.s). Bestecilerimiz tarafindan halk
ezgilerinin koro diizenlemeleri yapumugtir. Fakat bu hareketin daha ¢ok yayilmasm,
tesvik edilmesini, okullarn i¢ine girmesini saglamak gereklidir.
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2. KODALY METODUN iLKELERI

2.1. Miizik Egitimine En Erken Yasta Baslama

Kodaly miizige, en erken yagta hatta ¢ocugun dofumundan 9 ay 6nce baslanmasi
gerektigini s6ylemigtir. Bu amag igin en uygun ortammn 3-6 yag arasina hitap eden
anaokullan oldugunu saptamigtir. Macaristan’da 1941°de anaokuluna katilim %15 iken
Kodaly’in bu konu hakkindaki girisim ve bilgilendirmeleriyle bugiin bu oran %90°1n
fizerine ¢ikmustir. Anaokulu yagindaki gocuklarin miizikal dilleri, ¢ocuk sarkilan ve
sarkili oyunlardan olusur. Bunlar tim danyanin mozikal dagarciginda benzerdir.
Miizikal dagarcik “la-sol-mi”, tetraton veya “do” penta ve hexachord’lan igerir. Biiyiik
kismi ¢ogunlukla basit iki zamanli 6lgi sayisina sahiptir.

Cocuklar anaokulunda,daha sonra ilkogretim okullarinda miizikal elementlerin bilingli
ogretilmesine zemin olusturacak sarki dagarcigim elde ederler. Anaokulunda gegirilen
ti¢ yilda gocuklar, her hafta iki kere garki soyleme, her giin 10-15 dakikalik oyunlu sarki
soyleme dersleriyle 80-90 sarki 6grenirler. Bunun %70-80’i sarkili oyunlar, geri kalan
gocuk sarkilandir. Sarkilarin goguna okullarda da geri dénalar. Muzik elementlerini
anaokulunda sdylenmig garkilardan ogretmek gok daha kolaydir. Soylerken ve galarken
¢ocuklar miizigin temel fikirlerini ¢grenirler: Yavag-hizli, yumusak- giglii, uzun-kisa,
benzer- farkli kavramlari, notalarin yiiksekliklerini el isaretleriyle havada gostermek
yoluyla ince-kalin sesler arasindaki fark ve iligkiler, ritmik ve melodik imitasyon,
ostinato, temiz entonasyon, i¢ten duyumun giiglendirilmesi, mizikal bellek (iyi bilinen
sarkilarin sozsiiz s6ylenmesiyle melodileri tamima), 6grenilen sarkinin sadece ritmini
vurmak, miizik dinlemeyi dgrenme, dogaglama yoluyla yaraticilif1 gelistirme konular
¢alisilir. Bunlar gocugun zihinsel kabiliyetlerini, duygusal yetilerini gelistirir: Dikkat,
sirekli ilgi, bellek (oyunlarin kurallart yeni s6zler ve melodiler), diginme,
karsilagtirma, soyutlama, hayal genisligi, konsantrasyon, kendine giiven, sosyal uyum,

zevk alma, vb.
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Kodaly, “Ailedeki en dikkatli egitim bile anaokulunun sundufu insan topluluuna

kendini aligtirmay saglayamaz sozilyle anaokullarimin 8nemini vurgulamigtir.

Macaristan’da anaokulu Ofretmenleri, 6gretmen egitimi miifredatinda yeterli muizik
derslerini aldiklan igin iyl egitilmiy durumdadirlar. (Bkz. Macaristan’da Miizik Egitim
Yapist). Yeni bir program ile anaokulu Ofretmenlerinin hem anaokulunda, hem

ilkokulda egitim verebileceklerine dair lisanslar almalan saglanmigtir.

2.2. Oyun Ve Miizikten Zevk Alma

Metodun temel ilkelerinden biri de gocugun ilk asamalarda oyunlar yoluyla daima
keyifli ve zevkli muzik 6grenmesi gerekliligidir. Bu yolla gocufun miizik yasaminin
sonucu olarak aklinda, bedeninde, ruhunda, motivasyonundaki gelismeler desteklenir.
gelistirirler, utangag, igine kapamk ¢ocuklar basariyla gelen seving duygusunu
kegfederler. Kogma, kovalama, hoplama, ziplama gibi hareketler konsantrasyon ve
viicuda, akla hakim olma kabiliyetini gelistirir. Ritm ve vurus duyumunu olustururlar.
Bunlar da ileride daha karmagik aktiviteler i¢in kullanilir.

Kodaly s6yle demigtir: “Oyunlar saf insan degerine sahiptir: Oyunlar, sosyal olma ve
hayatin sevincinin deneyimini gelistirirler. Anaokul yasin1 gegen ¢ocuklanimiza oyun
oynamanin, onlara daha fazla yakismadigim séyleme egilimi gésteriyorlar. Daha biyik
olanlan tegvik etmeliyiz. Béylece oyun oynamaktan hala zevk almaktan utanmazlar.

Daha uzun gocukluk, daha uyumlu ve mutlu yetiskin hayat: saglayacaktir.”

2.3. Sarki Soyleme

Kodaly metodunun bir temel ilkesi de herkesin miizikal kesif ilerlemesinde kendi
soyleme sesini, en uygun ve ulasilabilir en ucuz mizik enstrimam olarak

kullanabilecegidir. Onun digtincesine gére sdyleme, biitiin miizigin temelidir ve en iyi

? Z. Kodaly; Selected Writings, Syf: 129

? Katalin Forrai; Z Xodaly’s Music Education Concepts In The Pre-School IKS Bulletin 1988-1991, Syf: 16
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orkestralar bile galgilan, kendilerinin séyleme niteligini meydana ¢ikaramadikga giizel
ses iretemez. Ses, herkes i¢in ulagilabilir tek enstriimandir. Cocuk daha sonra miizik
enstrimam ¢alismasa bile sarki sdyleme sayesinde miizifi anlamaya yakinlasacaktir,

Sarki séyleme, enstriiman ¢aligmalarina zemin hazirlar ve ilerletir.

“Enstrimental kaltir higbirzaman kitle kiiltiri haline gelemez, ¢iinkii biitiin gocuklar
enstriman ¢alma yetenegine sahip degildir ve hepsi enstritmana sahip olamaz, elde
edemez. Fakat her saglikh gocuk, iyeliginde 6zgir ve en gilizel enstrimana, insan sesine
sahiptir. Bu nedenle ilkokulda miizik okuma ve yazma, ses ile s6yleme aracilifiyla elde
edilir. Eger ¢ocuk vokal yazimmnin usta eserlerinden haberdar edilir ve duyma , okuma
ve yazma miizikal kabiliyetleri, soyleme ile aktif iligki aracihg ile elde edilirse daha
sonra enstriimental miizikte de aktif sezgi kabiliyetine erisecektir.”™

2.4. Koroda Sdyleme

Kodaly’a gore koroda séylemek, hem gocuk hem yetigkin gelisimine her agidan yarar
saglar. Beraber soyleme, kisisel iletigimi tesvik eder. Koroda sarki s6yleme igbirligi,
gocufun toplumun bir dyesi oldufu duyumunu geligtiir ve topluma kargt
sorumlulugunun bireysel gelisimini saglar. Bir elemanin hatasi, dierlerinin ¢abasim
bozacaktir. Korolar, toplumun her yas grubundan amator, 6grenci veya profesyonel her
miizikseverin miizikle ilgilerini aktif hale getirebilecekleri en uygun muzik faaliyetini
saglarlar. Kodaly, gocuk korolan i¢in galigmalar bestelemeye 1923 yilinda baslamig ve
gok sayida eser bestelemigtir. (Bkz.Ek 1)

2.5. Esliksiz S6yleme Ve Enstriimanin Kullanim Sekli

Kodily metodunda enstriman ¢aligmasi, genel miizik egitiminin amact degil bir

pargasidir.

Kodaly, enstriiman egitiminin iyi kurulmug sdyleme kabiliyeti tizerine yapilandiriimasi
gerekliligini vurgulamigtir. Enstriiman gahigmak isteyen her 6grenci bir yil onceden

ritim ve melodi kabiliyetlerini geligtirir ve sonra enstriiman g¢aligmalarina baglar.

4 Nemesszeghy, Marta; Kodaly Seminar, The Kodaly Method In School Practice, Kecskemet 1970, Syf 4
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Cocugun miizik okuma yeterlilii olmadan, enstriiman egitimine gegilmemelidir. Amag,
gocufun enstriiman iizerinde ¢ahisacafn melodiyi, ¢almadan once duyabilecek hale
gelmesidir. Boylece ¢ocuk daha onceden elde ettigfi duyma deneyiminin tim
avantajlarin1 enstriman egitiminde kullanir. (Eko sdyleme, ritim kanonu, bellek
aligtirmalan, form duygusu, cimleleme, vb.). Enstriiman ¢aligmasina gegildigi zaman
da bagimsiz duyu ve diigiinme gelisimine devam edilmelidir.

Enstriman dgretiminin ilk yillarinda miizik elementlerinin 63retilmesinde oldugu gibi
enstriiman egitiminde de dnce ¢ocugun zaten agina oldugu halk sarkilan tzerinde
¢alisilir. CocuBun enstriiman tzerinde galmadan 6nce halk sarkilanm kendiliginden
sOyleyebilir olmasi, g¢ocuBun ¢aldifn mizigin karakterini anlamasini, hissetmesini
saglar, ¢iinki sarki, belirli melodinin ruhunu anlatan, belirli s6zlerle séylenir. Cocugun
solmizasyon ve harf isimleriyle soyleyebildigi halk sarkilan enstrimantal materyal

olarak ele alinir.

Halk sarkilanm, enstriiman egitiminde temel olarak kullanmak icin s6z konusu
enstrimanin tipik ihtiyaglanna gore adapte etmek gerekir. Bu gibi bir teknik
adaptasyon, sadece o enstrimamn uzmani tarafindan yapilabilir. Bu da genel miizik
egitimi personeliyle enstriman 6gretmenleri arasinda yogun isbirligi anlamna gelir.
Enstriiman egitimi i¢in uzun pargalara gereksinim duyulurken, gogu halk sarkisi kisadir.
Bu da besteleme, halk sarkilanmn melodi ve ritimlerini temel alan kigtik gelismeler,
varyasyonlar, aym seyi sikici hale gelmeden tekrar ettiren dolaplar kullamlarak yapilan
kugik besteler anlamina gelir. Ornegin brass enstriiman 6gretmeni diizenli olarak uzun
notalar kullanmak ister. Bu da bazi ciimlelerin bu dogrultuda adapte edilmesini
gerektirir. Kodély’dan beri Macar bestecileri nesli, sevkle enstriman dersleri igin

derleme yapma galigmalarina katilmiglardar.

Solfej Ogrenimi hem amatér, hem profesyonel diizeyde enstrimantal mifredatin
ayrilmaz pargasidir. Solfej derslerinde Ogrenciler, séyleme ile mizie aktif katilim
saflarlar. Enstrlman O6fretimi, vokal egitimle tamamlanir. Bagil solmizasyonun
kullanilmasina enstritman egitiminde de devam edilir. Omegin kemanda her telin ilk iig
notast daima “do-re-mi”dir. Aym yontem, diger enstriimanlarin da belirli 6zelliklerine

gore degisen uygulama yollariyla, yeni bagslayanlar igin her enstrimantal okulda
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gosterilebilir. Enstriiman 6grenen ¢ocuklar, onlan solfej derslerinde ritim ve melodi
¢alismalarim daha renkli hale getirmek i¢in kullanabilirler. Hazirhk simflannda ve ilk
solfej simflarinda vurmal: enstriimanlar, ritmin aynintilanna girildiginde uygulama igin
gereklidir. Bu agamada grup alkiglamasi bile hemen hemen enstriiman sayilabilir.
Enstriimanlar, miizik elementlerinin 6gretilmesinde sarkinin belirli bir ritmini igaret
ederek, ostinato calarak, kanon geklinde veya ikinci parti yerine gegerek kullanilabilir.
Piyano, 6gretmen tarafindan araliklan, dizileri veya daha sonra 6grenciler tarafindan
solmizasyon heceleri veya mutlak isimleriyle soylenecek akorlan ¢almak igin ders
boyunca kullanilir.

Bununla beraber Kodaly, enstriiman eglifi olmadan sarki séylemenin en dogru yol
olacafimi savunmustur. Esliksiz sOyleme, soyleyen kisiyi berraklik, entonasyon
agisindan egitir. Eslik kullanmak, okul piyanolannin durumu goézéniine alimirsa, bazi
hos olmayan sonuglar dogurur. Okul egitiminde flat, tahta ksilofon veya birkag
perkiisyon enstriimant kullanilmas: daha iyidir. Davul veya tggen zil; alklsiamamn,

ayakla vurmanin, adimlamanin rengine yardim etmek igin yeterlidir.

Koroda soyleyenler, mizigi kendilerinin okumasi dogrultusunda disiindirilmelidirler.
Yani piyanoya bel baglaytp perdeyi hatirlatict malzeme olarak kullanmak, séyleyenlerin
mizidi digiinmelerini engeller. Kodaly bu konu hakkindaki disiincelerini §6yle dile
getirmigtir: “Devamli piyano esligi, gocugu bagimsiz sdylemenin saglayacag yarardan
ve memnuniyetten mahrum eder. Devamli koltuk degnekleriyle yiirliyen birisi, onlar
olmadan hicbir zaman yiriiyemeyecektir. Bunu ¢ocufun sdylemesinde perdeden
kagimlmaz diisiis izler. Bir kere piyano ile eslik edilen ¢ocuk korosunun, piyano oldugu
yerde kalmasina ragmen, 2-3 nota diigiik bitirdigini duydum. Iyi ayarlanmis piyano her
gin akort edilse bile dogru séylemeyi yonlendiremez. Odada bile gocuklann sarkis: agik
bostugun illazyonunu yaratmalidir. Bu, piyano ile tamamiyle saklamr.™

Kodaly metodunda enstriimanin yeri ¢gok 6nemli olmasina ragmen en 6nemli enstriman
sestir. Ciinkt metodun amaci olan toplumun kultir seviyesini yilceltmeye ancak

herkesin kolayca ulagabilecegi, kitlelere hitap edebilecek ses ile ulagilabilir. Boylece

% Kodaly; Selected Writtings, Syf: 150
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enstriiman egitimi almamug kisiler de miizigi 6grenebilirler. Kodaly’a gore enstriimental
kiiltiir, kitle kiltira haline gelemez. Bu sebeple Kodaly, en az bir yil 6grencinin
duyumu, sarki s¢yleme yolu ile egitilene kadar, enstriiman eZitimine gegilmemesini
savunmugtur.Ogrenci 6nce kulagim ve miizik bilgisini belli bir seviyeye kadar
gelistirmelidir ki bunu enstriimanina aktarabilsin. “Bag, parmaklar: kontrol etmelidir.”®

2.6. Sadece En Degerli Miizikal Materyalleri Kullanma

(Bkz.Kodaly Metodunun Araglar)

2.7. Belirlenmis Diizen i¢inde Ogretme

Diizen, ogretilecek miizik elementlerinin ¢ocuk gelisimi agisindan gocuBun
yapabilirlikleri ve Gfretme aract olarak segilmis materyallerde sik gorillen ritmik ve
melodik 6zelliklere gore belirlenmis 6gretilme sirasimi temel alarak, pedagojik agidan
¢ok dikkatli bir bigimde hazirlamir. Konular basamak basamak birbirleriyle
iligkilendirilir.

2.8. Egitimde Esitlik

Her gocuk yeteneklerini geligtirmek igin egit sansa, firsata sahip olmalidir, Macaristan
okullarinda kabul .edilmis merkez miifredat icinde kabul edilmis miizik dersi
programinin sonuglari, genel egitim alaninda 6nemli etkiler yapmigtir. Metodun temel
olgiitleri her tip okulda -ilkokul, ortaokul, 6gretmen egitimi enstitilleri ve mizik
okullarinda 6zdestir. Mizik, okulun saglamasi gereken bir deneyimdir.

2.9, Nitelikli Ogretmen

Kodaly, 6gretmene verdigi 6nemi “Kisvarda’da (Macaristan’da bir kéy) kimin miizik
ogretmeni oldugu, Budapeste operaevinin yoneticisinin kim oldugundan daha
onemlidir. Zayif yonetici, bir kere bagaramaz ama zayif 6gretmen, basarisizhiim 30 yil
siirdiiriir ve 30 grup ¢ocufun mizik sevgisini 6ldiiriir.” sézleriyle dile getirmigtir. Metot

¢ Dobszay, Laszlo; After Kodaly, Kecskemet, Akaprint Budapest, 1992, Syf: 110
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ne kadar iyi hazirlanmis olursa olsun bunu 6grencilere aktaracak 6gretmen, metodun
timini kavrayamadikga, onu kendi yetenekleri dogrultusunda sekillendiremedikge ve
etkili bir bigimde kullanamadik¢a bagariya ulagamaz.

Kodaly, metodunun 6gretmenin kendi digiincelerini katabilecegi bir iskelet olmasini
istemistir. Ogretmen, ifade edilen digince ve stilin bireysel farkhiliklarim
yorumlamalidir. Macaristandaki miizik 6gretmenleri, Koddly metodunu 6grettiklerini
soylemezler, miizigi Kodaly filozofisi temelinde bildikleri en iyi yolla ogrettiklerini

sGylerler.

Macar etnomiizikolog Dr.Ldszl6 Vikar'in iyi 6gretmen tammi sOyledir: “Bagarli bir
Opretmen olmak igin 3 seye sahip olunmahdir: Uygun bir metot, iyi nitelikli materyal ve
mantik ve duyguya sahip bir kisilik.”’

Kodaly, mizik 6fretmeni egitiminin saglamlastinlmas: amaciyla 6fretmen egitimi
programinin birbuguk yildan o¢ yia ¢ikanlmasim ve simdiki akademideki 5 yillik

dgretmen diploma program halini almasim saglamigtir.

2.9.1. Kodaly Ogretmeninde Bulunmas: Beklenen Ozellikler

a. Ogretmen en bagta iyi bir miizisyen olmali ve miizisyenligini gelistirebilmelidir.
Kendi miizikal yeteneklerinde, uygun materyalin bilgisinde ve miifredata gore esnek,
yaratic1 ve etkili olabilecegi pedagojik prosedirde emin, saflam olmalidir. Kodaly
6gretmeni, kendi perde algilamasindan emin olmalidir. Ciinkii onun baglica rolil
¢ocuklar i¢in model olmaktir. Teori, mizikal form bilgisi olmal ve miizikal yazim
iyi bilmelidir. Yaratici olmahdir. Yetigkin yagaminda miizikal performansa aktif
olarak katilmali, kendi ilkesinin halk miizigi yapisint bilip, analizini yapabilmeli,
gesitli etnik ﬂgruplarm ve bagka iilkelerin uygun yas diizeyindeki halk sarkilarim
kullanmaya istekli olmal, 6gretmenin gesitli agamalan igin uygun sanat mizigi
bilmeii, mizigi sevmelidir. Ogretmenin e@itimi, bilgisi, stil duyumu, zevki
¢ocuklarin miizik kiltirini belirlemede gok énemli bir role sahiptir.

7 Alice Lingard, A Kodaly Mosaic, Bulletin Of The International Kodaly Socicty 197971, Syf: 20

k1
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b. Mizik 6gretmenleri teknik egitimi boyunca 3 noktaya dikkat etmelidir; Birincisi, 1yi,
yararli ve uygun teknigi ogretmeli; ikincisi, miizikal aktivite ve teknik aligtirmalar
boyunca elverisli ¢oziim yollarim saptayabilmeli; Ggiincisii, teknik aligtirmalardan
tam, ¢ok fonksiyonel miizik aktivitesine en gabuk ve piriizsiiz gegisi saglama yolunu

bulabilmelidirler.

c. Tehlike, gercek miizik okumaya sadece notasyon bilgisinin temelleriyle ulagmaya
¢ahisan Ofretmen olacaktir. Cocufun okuma aligtirmalan ve sistemetik yapilanmms
diizenle her gesit mizigi okuyabilecegini ve aym zamanda bu §frenilen pargalara
renk, ruh vererek performans artistifini gelistirebilecegini diiginmek, 6Zretmenin
yanhg1 olacaktir. Ogrencilerini gok zor sifre goziimlemeleri olan sarkilart sdyleme
kabiliyetine erigtirip pargalara nefes alan yagami katmakta sorun yagayan
Ogretmenlere sikhikla rastlanir. Bu gesit mizik okuma egitimi, mizik egitimi igin
zararhidir. Bu durumda gorsel sekli hizlica birlestirme kabiliyeti, akustik imge ve
gelismelerin farkindalif1 daha yavag olacaktir. Ve ek olarak gocuklann zihinlerinde,
zorluklarn tstesinden gelecek miizikal kariyere sahip olmalarim engelleyecektir.

d. Ogretmen, miizik okuma gelisimini saglarken gocuklarin dikkatini miizikal duyuma
ve karsilikli iligkilere, benzerlik ve farkliliklara ¢ekerek notasyondan dogrudan
okunamayacak fakat temiz, duyumsal ve dogru performans igin tzerinde durulmasi
gereken hususlan tamamlayabilmelidir. Ogretmen kendi mizik dinyasina goz
atmalidir.

e. Ogretmen, sdzkonusu smifin 6zel armonik, ritmik, melodik ihtiyaglarina en uygun
olan aligtirmay: segebilmelidir.

f Ogretmen, ogrenciye ¢ok ¢abuk ve kolay ¢Oziimler vermemeli, gocuklarin
kesfetmelerine firsat tanimalidir.

g. Kodaly 6gretmeninin 6gretme stili, miizik yaparak §gretmek olmalidir. Konugma ile
ve miizik olmadan verilen teorik bilgiyle zaman kaybedilmemelidir.

h. Ogretmen, ¢ocuktan arzulanan sonucun beklentisini tagimalidir. Simifta zorluk geken
cocuklara da dikkatini vermeli onlardan da aym beklentiyi tagimahidir.
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i. Ogretmen, miizifin diginda 63rencilerine bagka seyler de katabilmelidir.

j. Cocuklann bilingli ogretimden zevk almalanm sajlamali, dikkatlice siralanmig
diizeni ilging ve gekici yolla kullanabilmelidir.

k. Ogretmen, 68rencilerinin cevaplarimn (tepkilerinin) kendisini yonlendirmede rehber

olmasina izin vermelidir.

1. Kigik gruplarin enstriiman ¢aligmasi, topluluk ve koro galigmalan formunda mizik
yapmalan i¢in miimkin oldugunca ¢ok imkan saglamali, tegvik etmelidir.

2.9.2, Opretmen Egitiminde Karsilagilabilecek Problemler

1. Toplumda amator mizik: Bu konuda 68retmen egitiminde seflik tekniSinin egitimi
cok onemlidir. Bu teknik diginda, 6gretmenler, yetiskinlerle ¢ahgmanin farkhhklan
hakkinda bilgilendirilmelidirler. Ofretmen, yetigkin amatérler igin uygun miizik
yazini, uygun ¢aligma dinamigini segmelidir.

2. Siuf Ogretmenleri: Ilkokullarda egitimli miizik 6gretmeni eksikligi sebebiyle birgok
iilkede miizik dersi, simf Ofretmenleri tarafindan Ggretilmektedir. Bu durumu
degistirmek igin sunlar 6nerilebilir:

o Gelecek smuf Ofretmenlerinin kisa fakat zorunlu mizik egitimini
iceren model galigma kurslan gelistirilebilir.

e Caligmalann boyunca segmeli, yofunlagtinlmns mizik egitimi

sunulabilir.

e Iskoluna girilecefi zaman bu gibi ek egitim alan Ofretmenlerin
oncelikli tercih edilmesi saglanabilir.

o Aktif simf 6gretmenine miizikte hizmet egitimi sunulabilir.

3. flerki iskolu igin 6gretmenin motivasyonu: Caligmalarim bitirdikleri zaman oldukga
fazla 6fretmen mesleki kariyerlerine girememektedirler. Sebepler soyle siralanabilir:
Higbirzaman miizik égretmeni olmak istememislerdir, sadece kapsamli miizik egitimi

L]
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almak istemislerdir, kendilerini ¢ocuk kitlesini idare edebilecek yeterlilikte
hissetmiyorlardir, basarili Ofretme igin yeterince Ofrenmediklerine dair izlenime
sahiptirler.

Ana sebep, meslekleri igin yeterli motive edilmemis olmalaridir. Ogretmenler, 6gretme
metotlan ve didaktikleri konusunda dyle efitilmelilerdir ki bilgilerini ve yeteneklerini
gocukla nasil iletigim haline getireceklerini bilir hale gelsinler. Ogretmen adaylarina
¢aligmamn en bagindan pedagojik kabiliyetlerini gelistirme sansi verilebilir. Egitimin
soyut kavramlannin tizerinde, egitimin her konusu hakkinda tim detaylant vermeye
gayret sarfetmek yerine kigisel diiginmeye daha fazla yoneltilebilir. Ofretmen adaylan
mizik egitiminin bireysel, toplumsal ve mizik kiltiri agisindan 6nemine dair
bilinglendirilebilir.

Ogretmen, simfinin miizikal ¢evresinin farkina varmasi i¢in hazirlanmali, 6grencilerinin
degisen davrams tavirlani hakkinda bilgilendirilmelidir. Ogretmen, miizigin bitiin
tirlerini tarafsizlikla yargilamay1 ve kisisel dnyargilarim birakmayi dgrenmelidir.

Kodaly s6yle demistir: “Genel kural olarak, sadece iyi 6gretilmis kisi iyi dgretebilir.”

Macaristan’da kurulmus miizik efitimi sistemi, ders kitaplaryla, aym ders sayisiyla ve
aym metotla Ulkedeki titm okullar ve dgretmenler icin gegerli, merkezi planla
dizenlenmis bir miizik egitim sistemidir. Fakat bu taslak iginde her mizik 6Zretmeni
materyale ve metoda bir gekil vermelidir.

“Metot konusunda 6gretmenin ellerini baglayacak hicbir zorunlu ilke yoktur. Ofretmen
kendi sectigi metoda, agina oldugu, kisisel egilimlerine, miizikal gegmisine en iyi uyan
prosediirii iileyebilir. Ancak, 6fretmenin segilmis metodun her agamasini, gelisimini,
ve temelini, 6grencilerinin kigiliklerini ve Macar halk sarkilart materyalinin doZasin:
bilmesi gereklidir.”’

% Corvina Press, The Selected Writings Of Zoltan Kodaly, Hungary 1974, Syf 197
® Bulletin Of The International Kodély Society 1983/2, The Cultural Impact Of The Kodaly Presentation In Early
Childhood Education, Katalin Forrai, Sayfa 19
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2.10. Miizik Yapmaya Aktif Katihm

2.11. Miizikal Okur Yazarhk

Kodily’a gore goérdiginii duyamayan ve duydufunu géremeyen kisi iyi mizisyen
degildir.

2.12. Bilingli Dinleyici

Bu metodun yetistirdigi toplum da miizikal zevk diizeyine ulagir, uygulamal: sanatlar
icin dinleyici yaratir. Halk sarkilanm kullanmasiyla, gesitli etnik gegmisleri olan
insanlar1 biraraya getirir.

2.13. Bilinenden Bilinmeyene Gitme
Metodun temel bir kosulu da herhangibir elementin bilingli gretiimeden once bu
elementin viicuda ve akla iyice yerlestirilmis olmasi gerekliligidir.

2.14. icten duyma
(Bkz.Miizik Elementlerin Ogretiminde Kullanilan Teknikler)

2.15, Dogaclama
(Bkz. Miizik Elementlerin Ogretiminde Kullamian Teknikler)

25



3. KODALY METODUNUN UYGULANISI

3.1. Kodily Metodunun Ortaya Cikma Ve Yayilma Siireci

Koddly, o6grencilik yillarinda Macar mizik egitimindeki boslufu ve Macar halk
miizidinin yok olmak {izere oldugunu farketmis ve bu dogrultuda g¢aligmalarina
baglamigtir. Kodaly 6nderlifinde baglayan Macar miizik egitimi reformu,birgok Macar
miizisyeni tarafindan gelistirilmis, pedogojik eserler ve uygulamalarla katkida
bulunulmustur.

Kodaly’in 1905 yilinda bagladif1 sistematik halk sarkilan toplama galigmalarma 1906
yihinda Barték da katilmigtir. Bu ¢aligmalann ilk dirinii 1906 yihinda yaymlanmigtir ve
bu iki besteci, Macar mizik egitiminin geligtirilmesi siireci boyunca halk muzigi
kaynakh egitim amach eserler iretmeye devam etmislerdir. Bugiin, halk sarkilari
toplanmas: ¢aligmasina Hungarian Academy Of Sciences ve Institute For Folk Music
Research tarafindan devam edilmektedir.

Kodaly, Macar sanat miizigine halk mizigini tanigtirma cabalarna, halk sarkilarina
piyano egligi ile dizenlemeler yaparak bagladi. Halk melodileri daha sonra koral
bestelerinde bigimlendi. Kodaly, kompozisyon galigmas: ile ilgili olan 6grencilerine
koylere gidip halk sarkilan toplamalan ve okul miizigi ile ¢aligmalan igin 1srar etti.

Kodaly’n 6grencisi ve daha sonra en iyi arkadaglarindan ve meslekdaglarindan biri olan
Antal Molnar, Kodaly’in ditincelerini 1919-1920°de tanitmaya baslad

1925°te Kodaly, gelecegin sadece gocuklar sayesinde sekillendirilebileceSini anladi.
1930’Iu yillarda gocuklar igin koro eserlerini yayinlamaya bagladi.

1930°da Kodaly, daha 6nce 6grencisi olan Jend Adam’1, Fritz Jode’nin bazi simiflarina
katilmasi igin Berlin’e génderdi. Aym yi1l Kerényi’yi Jode ile tam bir y1l galigmas: igin
Almanya’ya gonderdi. Jode,genglige halk sarkilanm &gretmek igin bagl solmizasyon ve
el isaretlerini (fonomimi) kullanan Alman miizik egitimcisiydi. J6de, John Curwen’in
“Tonik Sol-Fa College”den 1896’da mezun olan Agnes Hundoegger’in 68rencisiydi ve
kendi dugiinceleri ve filozofisi tonik sol-fa’min fikirlerinden gelisti. Daha sonra J6de’nin
“Tonika Do” g¢aligmasi ortaya c¢ikti. JodeMacar Ofrencilerini kendi Ogretme

&
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tekniklerini uygulamak, kamtlamak igin kullandi. Jode, 1938°de Almanya’ya geri
donditkten sonra Kodaly, tonik sol-fa’'mn popilaritesinin devam etitirme gorevini
tstlendi. Kodaly, bu sistemin etkililifini kamtlamak igin Liszt Akademisinden kigiik bir
égrenci grubunu deney grubu olarak kullandi ve sonuglart 1941°de Ogretmen Egitimi
Toplulugu Igin Halk Konferansinda sundu. Bu konferansta Macaristamn her yerinden
geien Ogretmenler vard.

Kodély’in 6grencileri Jend Adam, Lajos Bardos, Gyorgy Kerényi, Gyula Kertész daha
sonra i§ arkadaglan oldular ve Macaristandaki miizik egitiminin ilerideki geligimi i¢in
Kodaly’in takimmma katildilar. 1931°de Bardos ve Kertész “Magyar Korus” yayin
sirketini kurdular. Bu sirketin kurulmas: fikri Kodély’a ait idi. Kodaly onlara kendi
kompozisyonlarin1 basma hakki verdi. Bu onlar i¢in bitytik bir yardimd: ve bu yayin evi
Kodaly’in amaglanim yakalamasinda dnemli bir adim oldu. Macaristan 1930 ile birlikte
kuvvetli bir halk sarkilanm Ofrenme ve koral hareket yasadi. 1931°de resmi olarak,
“National Association Of Hungarian Singing Teachers” adh bir dernek kuruldu ve bu
dernegin aym adl yaymuyla birlikte Enekszé6 (Singing World) adh kitabin
yaymlanmasina, 1933’te Magyar Ko6rus yayin sirketi tarafindan baglandi. Bu girket daha
sonra okullardaki 6gretme problemlerine nasil yaklasilacag konusu {izerine makaleler
ve okullar i¢in materyaller yayinlandi. 1941°den itibaren Magyar Kérus ¢ baska seri
daha yaymladi. “Singing Youth, Music Review, Music Pedagogy”. 1944’te Magyar
Korus, Adam tarafindan yazilan “Instruction Of Singing On The Basis Of Relative
Solmization” adl1 eserini yayinladi.

Macar miizik egitiminin temeli, Kodaly’m Adam, Kerényi, Rajeczky’i bu alanda
caliymalan igin harekete gegirmesiyle 1940’larda basladi. Kodaly dgrencilerine burs
saglayarak, onlan halk sarkilan toplama ¢aligmalarina tegvik etti.

1940’larda 2. Diinya savagina ramen Kodaly’in ¢aligmas1 “School Song Collection” iki
cilt halinde yayinlandi.

1945-1946°da yeni okul miifredati onaylandi.

Kodaly, 1941°de “Music In Kindergarden=Anaokulunda Miizik” konulu bir halk

konferansi verdi.

27



Lajos Bardos, Barna Kishonti, Gy6rgy Kerényi ve Benjamin Rajeczky metodda
bagvurulacak yeni ders kitaplan ve Ogretmen el kitaplan yazdilar. 1944’te Jend
Adam’in “The Methodical Teaching Of Singing On The Basis Of The Realitive
Solmisation” adl1 kitab1 ortaya gikt1. Bu kitap Kodaly’in “A School Collection Of Songs
I-II, Budapest, 1943” adlt ¢aligmasimn temelinde yatan ilkeler {izerine kurulmus ohip
aym zamanda ilkokul miizik egitimi i¢in en kapsamli ve dogru rehberdi. Birkag yil
sonra bagil solmizasyon §gretimi, enstriimantal egitim ile tamstinld:i. Bunun ilk isareti
Vera J. Irsai’nin “Introductory Course In Music, Budapest, 1947 adli kitabinda
bulunabilir.

Mizik egitiminin orta diizeydeki kurumsal temeli olan konservatuvarlar kadar, vilayete
ait kasabalarin miizikal gelisimi de bu programin 6nemli bir boliimi idi. Kodaly, 1945-
1950 yillarinda Macaristan Sanat Konseyi bagkanmi oldugu donemde, bu kasabalarda da
konservatuvarlar kurma ¢aligmalan gergeklestirmistir.

[tk mizik ilkokulu “Singing Elementary School” Mrs. Marta Nemesszeghy tarafindan
1950’de Kecskémet’te kurul;iu. Bu program igin 1949-1950’de Kodaly, Macar Kiltiir
Bakanligindan izin istedi. Kisa bir sire sonra Irma Bors, aym tir bir programa
Budapeste’de bagladi. irma Bors, Liszt Akademisi'nde okul 6ncesi egitimi uygulama
ogretmeni idi. Bors, ilk genel okul miizik ders kitaplarm Kodaly ve Jone Adam’m
rehberliginde hazirlads. Ileriki yillarda bu tip okullarin sayilan artti. Egitim politikacilar
miifradati kabul ettiler ve 6zel miizik okullarina iglevsellik kazandirdirlar. Bu okullarda
¢ocuk, miizik egitimini genel okulun sekiz yili boyunca hergiin alir. Bu okulann amaci
gocuga mizigin diger egitim branglanyla egit goérildugi bir efitim saglamaktir.
Macaristan’da 1950°de sadece 1 adet miizik ilkokulu varken, giintiimiizde bu say1 160’1n
lizerindedir.

Kodaly’in Liszt Akademisindeki &grencisi Erzsébet Szonyi, Kodaly’dan sonra onun
yerine bu akademide halk miizi3i derslerini 63retmeye bagladi. Paris’e gittifi siire
icinde Kodaly Szonyi’den, Fransiz solfej sistemini arastirmasim istedi ve yaptiklarim
yazmasinda 1srar etti. Boylece “Musical Reading and Writing” olugtu (1953).

1964 ISME (The International Society Of Music Education) Budapest Konferansiyla
diinyamin ilgisi Macar mizik egitimine ¢evrildi ve bu konferans adaptasyon

girigimlerine agilan kap: oldu.
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Alman miizik egitiminin biiyiik reformcusu Leo Kestenberg’in (1882-1962) amag ve
basansindaki birgok nokta Kodaly’in beyanatlarinda bulunur. O zamanlar Alman miizik
6gretiminin temel ilkelerini olusturacak olan devlet organizeli miizik egitimiyle ilgili
program ve tavsiyelerini koydugu “Erziehung Zur Menschlichkeit Mit Und Durch
Musik”, daha sonra Alman miizik 6Fretiminin temelini olugturacak hale geldi ve Nazi
devrine kadar devam etti. Kestenberg de Kodaly gibi, mizik egitimini halk goérevi
olarak digundii ve gorislerini aym istekle ortaya koydu. Kodély’in diigiincelerini yayan
ISME’nin yaraticist Kestenberg idi. Asafidaki noktalar Kodaly ve Kestenberg’in
ilkelerinde ortak bulunan yanlardir:

a. Mizigi herkes i¢in ulagilabilir yapmak,

b. Miizigin genel egitimde 6nemli oldugu disiincesi,

c. Genel egitim Uzerine organize edilmis ve devlet kontrolli temeli olan en etkili

Ogretim,

d. Ideal 6gretmen egitimi,

e. Uluslararas: igbirligi ve digiince etkilegiminin 6nemi.
Kestenberg’in galigmasi, Alman federal cumhuriyetinde Dr. Egon Kraus tarafindan
stirdiiriildii. Egon’un 1958’den beri kisisel ilgisi nedeniyle Kodaly metodu ISME’nin
iskeletinde 6nemli rol oynadi ve Dr.Egon, Kodaly’in modern Macar miizik egitimi i¢in

en 6nemli sponsorlarindan biri oldu.

Macar Halk Cumhuriyeti, bu siireg igindeki tim projelere bityiik destek verdi ve su anda
hala gelismekte olan devlet miizik okullani ve enstitiilenn a8, tlke ¢apinda kuruldu.
Miizik ¢aligan 6grencilerin sayis1 artti. Bu gelisme esnasinda egitim ve Ogretimde

karsilagilan problemler igin ¢6ziimler Gretildi ve tretilmektedir.

3.2. Kodély Metodunda Materyal Olarak Kullanilacak Kaynak Uretimi

Kodaly’in 6nderliginde ve tesvikiyle, bagta Bart6k olmak iizere ve daha sonra birgok
Macar besteci metotta kullanilacak materyal iretimine katkida bulunmuglardir. Bu
galigmalar halk sarkilarinin, oyunlu ¢ocuk sarkilannin toplanmip derlenmesiyle
olugturulmus; metodun diger biitiin ilkelerini kullanmaya aligtirma imkan: saglayacak,
Ogretimin en basindan sonuna kadar her agamasi dagiinilerek, mizigin higbir dali ihmal
edilmeden hazirlanmis kitap ve sahne galismalandir.
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Bu bolimde, ¢aligmalarin igerigi hakkinda fikir edinmek amaciyla okul miizik
derslerine kaynak olusturacak ¢aligmalann bazilarindan sézedilecektir.

Kodaly’in tim sahne g¢alismalari, orkestra ¢aligmalan, oda miizii ve ensriimental
caligmalan, massler, sarkilar, koro g¢ahsmalan, koro eserlerinin koleksiyonlan,
uyarlamalar, makaleleri ve kitaplarinin listesi Ek 1°de verilmisgtir.

Kodaly, gocuk korolan igin ¢aligmalar bestelemeye ve okullarda miizik egitimini
derinlemesine ¢galigmaya bagladifinda y1l 1923°ti1.

Kodily’in ilk pedagojik ¢aligmas: “Bicinia Hungarica 1-4 (1937-1942)”, Macar halk
sarkilan {izerine temellenmig iki sesli aligtirmalar igerir. Birinci ve ikinci cilt Kodaly’in
Macar halk sarkilar stilinde yazdit bestelerden olusur. Ugtincit cilt bazi Macar halk
sarkilari ve 16 ve 17. Yiizyil Avrupa koral melodilerinden olugmustur. Dérdiinci ciltte
bazi Fin ve Cheremiss pentatonik halk melodileri bulunur.

Kodaly metodunun bugiin bilinen haline dogru yénlenmesi olarak disinilebilinecek ilk
kitap Gyorgy Kerény ve Benjamin Rajeczky tarafindan derlenen “Magyar
Koérus(1938)”dur. Bunu 1940’da “Enekl6 Iskola” izlemistir, Bu kitap Macaristan’da ok
sayida okul tarafindan kulamlmigtir. Metottaki dier bir kaynak kitap “Iskolai
Enekegyiijtemény”dir. Bu kitaplarda sarkilar major ikili iizerine kuruluyordu ve
¢ocuklarin zorlandiklarinin gériilmesi {izerine bundan sonra Jend Adam’in “Médszéres
Enektanitss” adh kitabi kullamlds; fakat bu kitapta da kavramdan kavrama gegis hizh
bulundu ve Mérta Nemegszeghy (1-5 sinif) ve Helga Szabé’nun (6-8 simnif) su anda
Macar miizik okullarinda kullanilan “Enek Zene” adli yavag sistematik adimh 8 simfhik
kitapla degistirildi.

Kodaly’in “15 Kétszélami Enekgyakorlat=15 Two Part Exercises (1941)” calismasi
Bertalotti’nin Solfeggi’sini kullanarak koroda sdyleme stiline girig hizmeti sunar.

Kodaly’in “Enekeljink Tisztin=Let Us Sing Correctly (1941)” aligmasi, iinisonda ve
¢ok partili sdylemede entonasyon giivenligini saflama igin 107 kisa, iki sesli aligtirma

igerir.

30



Kodaly’in “Otfokii Zene 1-4=Pentatonic Music 1-4 (1942-1947)” serisinin birinci
cildinde 100 Macar halk sarkisi vardur. ikinci cilt 100 kiigiik pentatonik mars igerir. Bu
marslar gocuklarin sarki sdylemesi igin degil; ritmli yiiriimeleri i¢in yazilmigtir. Marglar
ksilofonla caliabilir ve boylece 6gretmen ksilofonu galarken aym zamanda gocuklarin
yirdyislerini de izleyebilir. Ugtincii cilt 100 Cheremiss (Mari) halk sarkisindan,
dérdiinci cilt 140 Chuvash pentatonik melodiden olugur. Dért cilt de degifre soyleme
alistirmast niteliinde solfej notasyonunda yazilmgtir.

Kodaly’in “333 Olvaségyakorlat=333 Reading Exercises (1943)” adl1 ¢aligmas: iki nota
kombinasyonundan pentatonik ahstirmalara dogm gelisen desifre okumaya baslangic
alistirmalan igerir. Bu melodiler yiriiyils, kogma,vs. gibi basit hareketlerle sdylenir.
Melodilerin sézleri ¢agdas Macar sairleri tarafindan yazilmgtir.

Kodaly “Iskolai énekgyiijtemény 1-2=Collected Songs For Schools (1943-1944)” adli
caligmasimt Gyoérgy Kerényi ile birlikte hazirlamigtir. Bu ¢alisma metodolojik sirayla
dlizenlenmis 630 Macar ve Avrupa halk sarkis: ve kanonlar igerir.

Kodaly “Szo-Mi 1-8. Simflar Igin (1943)” adh ¢ahigmasim Jené Adam ile birlikte
hazirlamistir. ‘

Jend Adém’in “The Methodical Teaching Of Singing On The Basis Of The Relative‘
Solmization (1944)” ¢aligmasi, Kodaly’in “Collected Songs For Schools 1-2 (1943-
1944)” adli galismasimin temelinde yatan ilkelere gére kurulmugtur.

Kodaly, piyano igin “24 Kis Kanon E Fekete Billentyikon=24 Little Canons On The
Black Keys (1945)”de piyanonun siyah tuglarinin pentatonik diziye aginaligini gocugun
miizikal ana diliyle de iligkilendirerek hazirlamigtir. Bazi kanonlarin bir partisi sadece
solmizasyon heceleriyle verilmigtir ve gocuk bir partiyi sdylerken diger partiyi piyanoda
¢alar. Enstriimental egitimin baglangici olan bu kullamm ¢ocugun daha énce 6grendigi
biitiin elementleri kullamr; eko sdyleme, ritm kanonu, bellek egitimi, form duygusu,

ciimleleme vs.
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Bagil solmizasyon &fretiminin enstriimental egitim ile tamgtirilmasi Vera J. Irsai’nin
“Introductury Course In Music (1947)” adh kitabinda bulunabilir. Bu ¢ahsma halk
sarkilar1 temelli enstriiman ¢aligmasi hazirhg: igerir.

Kodély “Enekeskonyv Az Altaldnos Iskoldk 1-8. Siniflar igin= Songbook For Primary
Schools (1948)” adli galismasmt Jens Adém ile birlikte hazirlamgtir. Bu eserde miizikal
elementlerin ve kavramlarin sunumuna dikkat ¢ekilmistir.

Kodaly ve Bela Bartok, Dr.Gyorgy Kerény’nin mod, gam (dizi) tiplemesine gore analiz
edip smifladiklar1 100 kadar gocuk sarldsml “Corpus Musicae Popularis Hungaricae”
(1951-1973)’nin ilk cildinde toplamislardir. Daha sonra 6 cilde yayilan bu ¢ahsma ¢ocuk
sarkilari, toren sarkilari, tatil ve bayram sarkilari, sayma sarkilar1 ve agitlar igerir. Diger
ciltlerinin hazirlanmasi {izerinde ¢aligmalar halen devam etmektedir.‘

Erszébet Szényi’nin 1953’teki gahismas1 “A Zenei Irds-Olvasis Modzsertana, Volumes 1-
2- 3=The Methodology Of Music Writing And Reading 1-2-3”, baslangictan en yliksek
seviyeye kadar metodu kullanarak hem 6grencilere hem de dgretmenlere yardimer olma
amacmdadir. Erzsébet Szonyi’nin bu ¢ahgmasi Kodaly Metodu olarak biline gelmis biitiin
elementleri birlestirir. Bu kitaplar bugiin Macaristan’da 6zel miizik hazirlik okullarinda,
konservatuarlarda, ve miizik akademilerinde kullamimaktadir.

Kodaly’m “33 Kétszolami Enekgyakorlat=33 Two Part Exercises (1954)” adh ¢alismasi
entonsayon ve sik goriilmeyen modiilasyon analizi konularma yardim eder. Barok ve

Romantik stilde elementler icerir.

Kodaly’mn “55 Kétszélami Enekgyakorlat=55 Two Part Exercises (1954)” adh ¢alismasi
temel armonik kaliplar ve modiilasyonlar igeren sdyleme ahstirmalardir.

Koddly’m “44 Kétszélami Enekgyakorlat=44 Two Part Exercises (1954)” adh
¢ahsmasmnda konturpuan, zor tonlar ve araliklar {izerine odaklamlmig sSyleme
aligtirmalari bulunur. Romantik d6nem miizigiyle benzer stildedir.
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Kodaly’n “Tricinia: 28 Haromszélamé Enekgyakorlat=Tricinia : 28 Progressive Three
Part Songs (1954)” adh ¢aligmasi1 Barok, Romantik ve Empressiyonistik donemlerin
karakterlerini igerir.

Kodaly’mn “Kis emberek dalai”, “50 Nursery Songs Within A Range Of Five Notes”
{1961) baslikh koleksiyonu gocuk sarkilan, sarkili oyunlar ve halk sarkilan igerir.

Kodaly'm “66 Kétszélamti Enekgyakorlat=66 Two Part Exercises (1962)” adh
caliymasi Barok imitasyonlarim ve kontrapuntal yapilan igerir. Macar melodilerini ve

geleneksel Avrupa melodik yapilarim kullamr.

Kodaly’m “22 Kétszélama Enekgyakorlat=22 Two Part Exercises (1964)” adli
caligmas: aligtirma serisinin en zorudur. Macar edisyonu “C” anahtarinda yazilmigtir.
Notasyon okumaya hazirlik niteligindedir. Alterasyonlar, kromatizm, modilasyonlar,

imitasyonlar ve kontrapuntal yapilar igerir.

Kodaly’in “77 Kétszélamii Eneckgyakorlat=77 Two Part Exercises (1966)” adli
caligmas: diyatonik ve modal galigmalar igeren goksesli aligtirmalardir. Japon Ainou
melodileri kullanilmigtir.

Bunlar geleneksel etiid ahstlrmalén degillerdir. Teknik gelismeyi saglamak ya da solo
sarkict igin ses aligtirmast niyetlenerek degil genel miizik eitimi igin genel teknik
amaglanarak olusturulmustur.

Bart6k, materyal iiretimi ¢alijmasina pedagojik ahistirmalar igeren okul kitaplan
uretmek ile degil; ancak halk sarkilan toplama, halk miizigi hakkinda kitaplar yazma,
gocuklar i¢in gesitli koro eserleri ve enstriimental eserler yazma yoluyla katilmigtir.

Kodaly ve Bartok halk sarkilar toplamaya baglamalarindan bir y1l sonra 1906°da ses ve
piyano i¢in “20 Hungarian Folk Songs” yayinlandt. ilk 10 parganin piyano eslikleri
Bartok tarafindan, diger 10 parganin eglikleri Kodaly tarafindan bestelendi. 1921°de bu
sefer miizikal agiklamalarla ve piyano esligi olmadan“150 Transilvanian Folk Songs™u
yayinladilar.Bartok’un bilimsel galigmast “The Hungarian Folk Song” 1924°de
yaymlandi. Bartok, keman igin “Fourtyfour Duos”, piyano i¢in “For Children” (4 cilt) ve

s
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“Microkosmos™ (6 cilt); piyano igin “Four Hungarian Folksongs”, “Three Rondos On
Folk Tunes” ¢aligymalanm gergeklestirdi. “Hungarian Folk Music And The Folk Music
Of The Neighbouring Peoplesadl bir kitap hazirlad:.

Kodaly, 6grencilerini halk sarkilan kolleksiyonlart yayinlamaya tegvik etti. 1930°lardan
1967°de olumiine kadar aktif olarak simf iginde kullanilmak iizere hazirlanan kitaplar
ve diger materyallerin geligimine ve rétusuna yardlmda bulundu.

3.3. Macaristan’da Miizik Egitimi Yapisi

Macaristan’da miizik egitim sistemi, biitin Ofretmenlerin aymt metot ve kitaplarla
galigti®, her hafta aym sayida ders verdigi, uzmanlar tarafindan ulusal diizeyde tartigilip
meydana getirilen merkezi bir plam uygular. Fakat bu taslak iginde her miizik
Ogretmeni materyale ve metoda bir sekil vermelidir.

Macaristanda miizik egitiminin ilk érgiitlenmis ve 6nemli formu 3-6 yas aras1 ¢ocuklar
icin anaokullandir. Bu yas grubundaki gocuklann %90’dan fazlasi anaokuluna
katilirlar. Her hafta iki kere sark: s6yleme dersleri, hergiin 10-15 dakika sarkili oyun
zamanlan vardir Bunlara ek olarak, gocuklarin kulak, ritim geligmelerinin, temiz gark:
sOylemelerinin, ritim ve melodinin genel kurallaninin digiiniildiga haftada 30 dakikalik
ekstra zamanlar da saglarlar. Anaokuluna devam etmeyen gocuklar igin sarkili oyun ve
mizik kurslar saglamr. Cocuklar bu kurslara haftada 2 veya 3 defa giderler. Normal
anaokullarinda oldugu gibi 3 yillik kurslanin gereksinimlerinin sistemi ve miifredat:
vardir.

Macaristan’da 6-14 yaslan arasindaki ¢ocuklar igin 8 yillik ilkogretim egitimi
zorunludur. Bu efitimi veren okul tipine “genel okul” adi verilir. Macaristan’in
tumiinde 8 yillik dénemin tim simflarinda §ocuklara haftada iki kez 30 dakikalik sark1
soyleme dersi ve ek olarak koro dersi verilir. Ilk 4 sinifta genellikle stmf 6gretmeni
tarafindan, 5-8. simmflarda mizik uzmanlan tarafindan mizik o6gretilir. Genel
caligmalara ek olarak enstriman ¢almayr Ogrenmek isteyen ogrenciler, 6zel mizik
okullarina veya kollejlere devam etmek zorundadirlar, Bu ag, tlkenin merkezinde de,
en kiigik sehrinde de aymidir. Miizik 6zel okullarinda hazirlik sinifi olarak adlandirilan
sinifa 7-8-9 yaslanndakiler katilabilir. Mizik hazirhk kurslan,mizik okullanmn bir
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bolimiidiir. Enstriiman egitimi almak isteyen ¢ocuklar, ¢aligmalarina normal ilkokulda
devam ederken, bu kurslara aym zamanda 7 veya 8 yasinda baslarlar. Zaten mizik
ilkokuluna devam edenler, enstriman c¢aligmasi i¢in bu kurslan almaya zorunlu
degillerdir. Ctnkii onlarin simflarindaki yogun egitimleri zaten enstriiman ile baglar. 1
yilik hazirlik kursu, enstritman almak isteyen digerleri i¢in zorunludur. Hazirlik
donemindekiler haftada iki kere 1 saatlik dersler alir, birinci siniftan sonraki her miizik
okulu, 6grencisine haftada iki kere bireysel enstriman dersi ve haftada iki saat bagl
solmizasyon dersi verir. Hazirlik kurslarindaki simiflarin normal ilkokullardaki sark:
sOyleme simiflarindan temel farkliliklar sunlardur:

a. Hazirthk simfindaki gocuklarin sayist 10-15 arasinda degigen kiigiik gruplardan
olusur.

b. Girig, sadece miizik i¢in 6zel yetenek gosteren ve sikt galigan gocuklara agiktir.

c. Bu kurslar enstriiman almak isteyen gocuklar igin ancak ikinci yillarinda elde

edilebilirler.

“Mizik ilkokullarinda= Singing Elementary School” sdyleme, daima herbir sinifa
haftada 6 ders veren egitimli 6gretmenler tarafindan ogretilir. Yiksek simiflarda (5-8)
koroda s6yleme zorunludur. Aym zamanda miizik kliipleri ve enstriiman 3retimi de
vardir. Bu okullardan sadece biri Kecskemet’te,diger ikisi Budapeste’de olmak tizere
toplam 3 tane vardir. Miizik konusunda 6zellesmis ilkokullarda 25-30 ¢ocuklu sinif ve
nitelikli Ogretmen ile hergin 45°ser dakikalik dersler alinir ve miizik hazirhik
kurslarinda ise 10-15 kisilik simflar ile her hafta iki defa 1°er saatlik dersler alinr.

Liselerde (14-18 yas) miizik dersleri devam eder. Liselerin ilk iki yilinda (14-16 yas)

haftada bir kere 2 saatlik koro séyleme dersi, 2 saatlik okul orkestras: dersi verilir.

Macaristan’da 13 konservatuvar vardir. Herbiri lise diizeyinde miizik kollejleridir.
Burast, ¢ocuklanin enstrimental ¢aligmalarinda Kkariyerleri igin genel hazirhk
niteligindedir. Kariyerini strdiirmek isteyenler Liszt Academy Of Music’de 3-5 yillik
doénemlerle galigmalarina devam edebilirler. 3 yillik kurs, normal okullar ve miizik
ilkokullan igin O6fretmen yetistirir. 5 yilhk kurs, imiversite diizeyine karsilik olan
miifredat saglar ve 6frencileri sanat¢1 ve egitimci olarak yapacaklan kariyer i¢in en
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yliksek diizeyde hazirlar. Aym zamanda normal 68retmen egitimi kollejlerinde miizik
6gretimi dersleri de almak miimkiindir.

3.4. Macaristan’da Miizik Oretmenleri Egitimi

3.4.1. Anaokulu Ogretmenleri Egitimi

Anaokulu 68retmenleri, ortaokul final sinavlarim izleyen kollejlerde iki yillik egitim
alirlar. Bu kollejlere giriste miizik kulagi yeterlili§i giris sinavinin konulas arasinda
Onemli bir role sahiptir. Anaokulu dgretmenleri, galigmalan sirasinda her hafta iki sarki
soyleme dersi ve 1 saat metodoloji dersi gorirler. Bunun yaninda koro ve oda
orkestrasinda aktif rol alirlar, Macaristan’da 4 adet anaokulu Ofretment egitim kolleji
vardir. Bunlarn diginda &zel ortaokullar, 14-18 yaglar arasindaki 6grencileri anaokulu
Ogretmeni olarak egitmek amaciyla kurulmustur. Anaokul égretmenlerinin sayisininin
az olmasi nedeniyle bu tip okullarin sayis1 23’tiir.

3.4.2. ilkokul Oretmenleri Egitimi
[kokul igin Gfretmen efitimi iki kategoriye aynlir. Bu iki tip egitim arasinda 6nemli

farklihklar vardir. Bafimsiz 6gretmen egitim kollejlerinin sayist 16°dir.

a. Simf 6gretmenleri igin egitim kollejleri i¢ yil siiren bir ¢aliyma sunarlar. Miizikal
kabiliyetler, koleje kabul igin 6n kogul olugturmaz. Simf ogretmenlifi 6grencileri
igin mizikteki egitim asgaridir. Ilkokulun mizik 6gretme materyalleri ve bununla
iliskili 6gretme metodlart her hafta iki dénem seklinde 1 saatlik dersler ile verilir.
Ogrencilerin az bir kismi, %25-30’u ik simflar igin mizik 6gretme konusunda
yitksek muzikal yeterlilik elde ederler. 6 dénem boyunca, 6grenciler genel kiiltir,
sarki sOyleme, solfej, koro yonetimi, enstriman (piyano, flit), mizk tarihi ve
metodoloji dersleri goriirler.

b. Diger ¢aligma kursu miizik uzmanh igin, 4 yili igeren egitim dénemini kapsar. Bu
okuldan mezun olanlar begsinci siiftan sekizinci simfa kadar olan simiflara efitim
verebilirler. Ogrenciler segecekleri iki konuda uzmanlagirlar; Macarca (Macar dili)-
Sarki sGyleme; Matematik-Sarki s6yleme; Tarih-Sark: sOyleme. Sadece ¢n hazirhk
caligmalan olan ve enstriman ¢almada belli bir seviyéye" ulagmis adaylar kabul
edilir. Bu egitim siiresince alinan bazi derslerin igerii asagida agiklanmagtr.

»
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e Sarki séyleme ve solfej dersi: Bu dersin en 6nemli 6zellikleri kulak egitimi-
teorik bilgi kombinasyonunun ¢aligiimasi, Kodaly kavramina gore miizik
okuma ve yazmamn kazanilmasidir. Miizik okuma ahigtirmalan ve érnekleri,
halk mizigi ve sanat miizifinden alimr. Bu ders miizik teorisi, koro yonetimi
ve ses efitimi, enstrtiman ¢alma, notasyon okuma gibi bireysel ogretilen
derslerle yakindan iligkilidir. Ogrencilerin mizikal kaltdr seviyesine
ulagmalan i¢in en iyi miizikal dafarcifi saglar. Piyano galmak her 6grenci
i¢in zorunlu olmasina ragmen, diger enstriimanlan 6grenmek ségmelidir.

e Miizik Teorisi: ROnesanstan baslaylp giiniimiize kadar gelen miizik tarihi
donemlerinin teorik konularim temel alan c¢aliyma analizlerine deginir.
Ogrenciler, miizik yazim ve estetik duyum ve gelisim yoniinden 6nemli bir
aligtirma programu gériirler. Macar miizik tarihi ayn bir alan olugturur. Macar
halk miizi§i aragtirmalan sonuglartyla tanigiklik ve temel teorik problemlerin
siniflandirilmasina biytk 6nem verilir. Teorik konulann dgretilmesi egitimi,
uygulamali 6gretme ile yakindan iligkilidir. Ogrenciler galismalarnnin son
donemlerinde 1 aylk &gretme pratigi yaparlar. Ogretmen adaylan
yeteneklerine gore ayrilmig, segme igin sunulan konular hakkinda bir ¢aliyma
(bildiri=tez) hazirlamak mecburiyetindedirler. Bu c¢aligma fizerinde 6gretim
kadrosunun tiyeleri ile miizakere iginde ve onlarin rehberlikleri altinda iki yil
calisirlar, Ogretmen adaylar, ¢aligmalarinin sonuglandinlmas: igin yeterlilik
sinavina girmek mecburiyetindedirler.

e Koro Yonetimi: Pratik bir ders olmasinin yaninda prozodi, entonasyon gibi
teorik olgulan da igerir. Son donemde herbiri degigik stillere ait usta
bestecilerden iki pargayr yonettikleri konser ile ilk halk deneyimlerini
gergeklegtirirler. Diplomalarim1  aldiktan sonra koro yonetimi igin
yetkilendirilirler.

Beginci simiftan sekizinci sinifa kadar olan egitimde miizik 3retmeni olmamn bagka bir
yolu; Liszt Academy Of Music’in rehberligi altinda Mizik Ogretmenleri Egitimi
Enstitilerinde g¢aligan, enstriman ve sarki sGyleme 63retmen adaylanmin egitilmesi
yoludur. Macaristan’da bu tip 6 enstitt vardir. Bu okullara girigin 6nkosulu, mizik orta
okulu 6nsinavina katilmig olmak ve gesitli yillar aktif mizik ¢aligma tecriibesine sahip
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olmaktir. Ug yil boyunca 6grenciler su ogretmenlik konularindan kendi segtikleri
herhangi birinde uzmanlagirlar: Enstriiman, Solfej egitimi ve Ilkokul igin sarki sdyleme.
Yeterlilik sinavinda kendi enstriimanlanyla hazirladiklan 20-30 dakikalik halk konseri
ve miizik okullarinda ilk simiflardaki 6grenciler igin enstriiman galma 68retimi; mizik
okullarinda solfej ogretme; ilkokulada sarki sGylemeyi 6fretme konulanm igeren g
farklt alandaki 6@retme yetilerini tayin edilen komisyon 6ntinde sunarlar.

3.4.3. Universite Ogretmenleri Egitimi

Macaristan’da Liszt Academy Of Music Budapest’te verilir. Caligmalann stiresi 5 yildir.
Buradan mezun olanlar ortaokullarda miizik 6gretirler ve koro yénetimi diplomas: da
alirlar. Bu akademide 6grenci olmaya kabul edilmek igin yiiksek seviyeli giris sinavinda
basarili olunmalidir. Calismalarin sonunda koro yonetimi diploma konseri, yazili tez
verilmeli ve pratik 6gretme yapilmalidir.

Macaristan’da, Ogretmen yetistiren kurumlar hakkinda genel bilgi Tablo 1’de

gosterilmigtir.
Tablo 1: Macaristan’da Ogretmen Yetistiren Kurumlar
Okullarm Ofretmen | Opretmen | Egitim | Ders Yillar Toplam | Macaristan
Hitap Ettigl | Epitimi Veren | Adaymm | yih | Térd Ders | ‘daki Toplam
Yag Grubu | Okl Tipi yan Saati | Okul Adedi
Mizik |90 90 60 60 300
Ozel 23
Anaokulu  |Ortaokul 14-18 |4 Koro [60 |60 |60 [60  [240
(3-6 Yag) Miizik {120 90 210
Egitim 4
Enstitiileri 1820 |2 Koro [60* 60 120
metodolojiyle
1-4. simuflar igin Mizik |30 45 - 75
Tkokul smf 1821 |3 Koro |- - - 0 16
| dgretmenlifi
(6-10 Yas) Mizik {105 105 180 435
miizik sinf ‘
ofretmenlizi (1821 |3 Koro |60 60 60 180
Mizik {270 [270 (350  |210 [1140
5-8.simflar igin 6
fikokul miizik 1822 |4 Koro |120 {120 {120  [120 |480
6Frotmenlifi
(11-14 Yas) Miizik [405 390 412 [1207
Enstriiman ve 5
Sarki Soyleme |18-21 3. Koro |60 60 60 180
Ortaokul Miizik [330 {360 [360 [420 (210 {1680
Miizik 1
(14-18 Yas) |Akademisi 1823 |5 Koro [75 |75 [165 [165 [135 [615
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3.5. Macaristan Modelinde Miizik Elementlerinin Ogretilme Sirast

Siralamada ilk olgut, her yerde aym ozellikler gosteren evrensel gocuk gelismi
olacaktir. Siralama yapilirken gocufun yapabilirlikleriyle ilgili agagidaki noktalar
gbzéntne alinmgtir:

® Yarim ses aralit ile olan adimlar ¢ocugun melodi iginde séylemesi zor olan
adimlardir. Ancak ilk simftan itibaren minér ikiliye sahip olan baz1 sarkilar
denenir, ¢aligilir. Efer bu yapilmazsa, bu sesler hep gocugun gerisinde
kalacaktir.

e Inici melodiler, gocuklarin d3renmesi ve taklit etmesi i¢in ¢ikici olanlardan
daha kolaydir.

e Kigiik atlayislar, gocugun s6ylemesi igin kigiik adimlardan daha kolaydir.
Altili ve oktav gibi genis araliklar, sdylemesi zor araliklardir.

Ikinci ol¢it,elementlerin miizikal materyaldeki meydana gelme siklifidir. Bunlara gore
Macaristan’da elementlerin 6gretilme sirasindaki ana hatlar soyledir:

3.5.1. Melodik Elementler
s-m = sol-mi (solmizasyon hecelerinin ilk harfleri kullanilmigtir. Bkz. Syf 2)

s-m-d
l-s-m-d
l-s-m-r-d

d'--s-m-r-d
1-s-m-r-d-1
l-s-m-r-d-1;-s|
s-f-m-r-d
m-r-d-t}-1|
10. l-s-f-m-r-d-t)-1
11. d'-t-l-s-f-m-r-d

© W% N AW N
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Degistirici igaretler gocuga pentatonik dizi, pentakord, hexakord, diyatonik minér ve
major dizilerin formu dgretildikten sonra tamgtinlir. Bunlar nce bagil solmizasyon ile

ve sonra mutlak isimleriyle ¢aligilir.

3.5.2. Ritmik Elementler

Bu sira, metodu uygulayacak diger llkelerde yeniden ele alinmali adaptasyonu
gerceklestirilmelidir. Cocuk geligiminin galigmast tek bagina dZretmene( P J )
kalibinin mu, (l. D ) kalibinin m1 dnce 6retilecegini soyleyemez. Ornegin ingilizce
konusan ilkelerin halk miiziinde ( J P ) ( P J Y’den daha sik olugur, bu
yiizden daha dnce 6gretilir. Kalin “la” ve kalin “sol” iceren melodik bigimler, ince “do”
icerenlerden daha fazladir. Yani ince “do” kalin “la” ve kalin “sol”’den sonra &gretilir.

Bitiin diizenin igindeki kiiglik diizenler, 6gretme i¢in kullanilan sarki ‘materyalinin
belirli melodik bigimini veya ritmik figiirlerinin olugma siklifim temel alarak belirlenir.

Sekil 11: Ritmik elementlerin dgretilme strasi
J ‘”"2‘-<"‘1%5‘c,$badwl—4—'b’j P_.

4

b A P Sayl - o —~ m. _ W ¢ sle a%\jm_

). —_ .%,6‘(;& .:adam- cl — 4 — Yy D_.%Bldaadm_
3 9
,r:r] — g sles .badlb\ — 8l -'-’chw' — ﬁ—-i vz.jolq;

4 ——§—

émdm _z~vz§3k$ceéjm_. J J JJ—JJJJJJ

3.6. Kodily Metodunda Miizik Elementlerinin 6gretiminde Kullamilan Teknikler .

Mizikal kabiliyetlerin gelisimi, pedagojik ilkelere gére kolaydan zor gorevlere giden
gelisim diizenine, gocuBun ergenligine ve yapabilirliklerine baglidir.
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Cocuklar anaokulunda, miizife sarki séyleme ile yaklagirlar. Eglenceli galigma gok
O6nemlidir. Metodun temeli, dikkatlice dizenlenmis sarkilar diizeninin oyun ve

aktiviteler ile birlestirilerek sdylenmesine dayamr.

Mizik materyali ilk olarak kulaktan 6gretilir. Sinifin taklit eden tekrariyla izlenir.
Sarkilar cimle ciimle, dikkatlice olugturulmalidir. Sark: sdyleme ve miizikli oyunlar
basitten en karmagik mizikal materyallere dogru ilerlemelidir. Vokal ve igitsel
kabiliyetler, miizik notasyonunun teorik kavramlarna gegilmeden Once iyice
gelistiriimelidir. Pedagojik amagla kullamilacak sarkilar, Ofretim araglan olarak
kullamlmadan 6nce 6grenciye tamdik, agina olmalidir. Ogrenci miizikal elementi 6nce
tek bagina Ofrenmek yerine, bildii ve oyununu oynadifi sarkiyr sdylerken adim
bilmeden pratigini zaten yapar ve sonra element biitiin iginden gikarihp tamitilir ve adi
verilir. Bu yolla ¢ocugun 6grenimi gok daha bilingli ve ¢abuk olur. Cocuklara gorsel
semboller tamstirilmadan 6nce ses olarak tecriibe ettiklerini ritim ve tonal hecelerle
anlama firsat1 verilmelidir. S6zld hecelerin hazirhgim, gorsel semboller gosterilmeden
once dinleme pratifi agamas: izleyebilir. Bu, ¢ocugun dil kabiliyetini elde etme dogal
gelismesiyle aym tiirde bir gelismedir. Cocuk dogumdan itibaren gevreyi tecriibe eder,
sozlt ctimlecikleri, nitelendirmeleri 6grenir ve bu s6zli climleciklerin d6rt-bes yillik
pratiginden sonra yazma ve okuma yoluyla semboller 6gretilir. Isitsel kabiliyetler, tonal
ve ritim elementlerinin kulakla algilanmasinda ustalagincaya kadar gérsel sembolleri
vermemekle geligtirilir. Yaratici aktivitelerin, 6frenme asamalarina uygun bir gekilde
dahil edilmesi gereklidir. Kodaly yaklagiminin merkezi, agina olandan olmayana gidilen
dizendir.

Mizik simflaninda tamgtinlacak ilk hareket yiriytistiir. Anaokullaninda, en baglarda
cocufun sarkilan sdylerken tempo ile ytirimesini saflama yontemi kullamlir. S6yleme
devam ederken ostinato adimlama veya alkiglama ilerki adimlan olusturur. Bir sonraki
asama, Ofretmenin zaten bilinen sarkimn motiflerini sézleriyle sdyleyip 6grenciden
alkigla ritmini vurmasim istemek olacaktir, Ritm heceleri 6grenildikten sonra gocuk
sarkinin ritimini alleia vururken ritim hecelerine gore de telaffuz eder.

En basit ritimler -dértliikk ve sekizlik notalar, ritim gubuklan veya kiirdanlar ile kolayca
sekillendirilebilecek basit ¢izgi bigimleri igerirler. Baslangigta nota baglan
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kullantlmaksizin dortlikk ve sekizlik notalar sadece saplan kullamlarak ¢aligilabilinir.
Buna “cubuk notasyon-stick notation” adi verilir. Ogretmen once daha 6nceden alkigla
vurulan sarkimin ritmini, baglangigta ¢ubuk notasyonla tahtaya yazar ve yapilant
gorsellige gecirir. Aym ritm kaliplan tahtadan gérerek de gahisilir. Ritm heceleri
ogretilir ve ¢ocuk ritm kalibim alkiglarken aym anda ritm heceleriyle isimlerini de
sdyler.

2 1 0|rA P N|AT 1

to +id Fodcida A A dFHE A it

Dikte galigmalan ve miizikal yazma, daha bu agamada baglayabilir. Ogretmen daha
onceden kulaktan 6grenilmis bir sarkinin motiflerini sozleriyle sdyler. Cocuklar 6nce
alkigla motifin ritmini vururlar sonra ritm hecelerini eklerler ve sonra bunlan siralarinin
iizerine gubuklarla veya kiirdanlarla gekillendirirler. Ritim gelisimi igin {izerine 6l¢i
6l¢it ya da ikiser ol¢h halinde ritim kaliplan yazilmig kartlarin kullamlmasi, bagka bir
yontemdir, Ritm yaziminda porte kullanimindan 6nce ritmler tek bir ¢izgi iizerinde
cahigilir. Kartlarin yerleri degistirilip yeni kombinasyonlar yaratilabilir. Ogretmenin
soyledigi ritm kalibimin hangi kartta yazili oldufunun bulunmas: istenebilir. Tahtaya
yazilmis sarkinin ritmi her defasinda bir 6l¢ti olmak tizere 6l¢ii 6l¢i silinip gocuklarin
belleg gelistirilir ve boylece ¢cocuk dikkatini her an derse verir.
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Nota yiiksekliklerinin 6gretiminde el isaretleri sik kullanilan bir aragtir. Yine bilinen
sarki materyali kullanilir. Once hangi notamin yikksek hangisinin algak oldugunun
kavranmasi saglanir. Daha sonra ismi verilir ve nota merdivenindeki yeri gosterilir.
Ogretmenin el isaretleriyle gosterdigi notalar gocuklarin bulmasiyla melodik diktenin
ilk adimlar atilir. Bireysel galigma gok dnemlidir. Ofretmen ritmi goézardi edip uzun
stirelerle ve vokal seslerle s6yledigi melodiyi tahtaya kaldirdigi 6renciden elindeki
cubukla nota merdiveninde ya da el isaretleriyle gdstermesini isteyebilir. Tahtaya
yazilan ritm kalibimn altina notalann ilk harflerinin yazilmas: melodi yazimmm ilk

asamasidir.
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Notalann portede yazilma agamasina gecildiginde notalar defterde ¢alisilmadan 6nce
metal tabakalar {izerine manyetik nota baglan ile yazilarak c¢ahigilir. Boyle yapmanin
améél; kiigiik gocuklara oynamanin verdigi hosnutlugu tattirmaktir. Cocuklar melodi ve
ritim diktelerinin ayn1 anda olmasimi zor bulurlar. Bu durumda ritim ve melodi diktesi
igin ayn ayn zaman verilebilir. Melodiye odaklanilan yerde ritm basit segilmeli, ritmin
karmagik oldugu yerde melodi basit secilmelidir. Ogretmen, yapilanlan kontrol edip
duizeltmelidir. Dogru yapanlar 6dullendirilir. $arki materyali 6fretilecek yeni nota veya
ritim modelini dikkati ¢eken, géze garpan yerde igermelidir. Yeni melodik ogretiler,
basit ritim igerifi ile tamgtinlmalidir. Yeni bir miizikal model 6gretme igin segilen sark:
materyali, yeni gosterilecek olandan (s6zkonusu) bagka bilinmeyen nota veya ritim
modeli igermemelidir. Yeni melodik model ve ritim modeli ogretilmesi igin yaklagik
20-30 sarki gereklidir. Bazilan g¢ocuklann kulaklarini ve seslerini hazirlamak igin,
bazilan1 yeni elementleri géstermek ve Ofretmek igin, bazilari ise yeni Ofretilen

elementleri pekistirmek igin kullanihir.
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Miizik egitimi itk agamadan itibaren gocuk tarafindan 6zgiirce yapilacak dogaglamay1
icermelidir. Dogaglama yaraticih@y geligtirir, 6grenilenler tizerinde pratik yapmay ve
pekistirmeyi saBlar. Dogaglanmis motifler 63renci ve Ofretmen tarfindan
cesitlendirilerek en hognut verici olani buluncaya kadar ¢aligilir. Dogaglamalar, verilen
iskelet tizerinde ilerler. Olgiilerin sayisi, mod ve kadans, 6gretmen tarafindan verilir. Ik
agamalarda ritim Onceden kararlagtinhir. Cevap, sorunun ritmik olarak kopyasi
olmahdir. Bagka bir dogaglama alighrmast da verilen melodiye, ritmik model
bulunmasidir. By, form duyumunu geligtirir. Ofretmen, gocuklarin varyasyonlarindan
birisini segip soru haline getirebilir. Daba fazla imkanlar, 6gretmenin davulla veya
alkasla sabit ostinato galmas: yoluyla saglanabilir.

Form duygusunu gelistirmek igin dfretmen tahtaya belirli bir yerde bogluk birakarak
gesitli ritim olgileri yazar. Cocuktan bu bogluklan hissettifi gibi doldurmas: istenir.
Dogal olarak bu, gocuk ahigtirmay: énce iginden okursa yapilabilir. Ozellikle bosluktan
onceki ve sonraki olgileri. Burada birgok cevap verilebilir ve tekrar simf en giizel
olanim seger. Form duyumunu besleyen temel, halk sarkilarinda bulunabilir. {lk evre, es
olguleri tammaktir. Inici ve gikici yapilan tantyarak soru ve cevap anlagilir. Daha sonra

gocuklara dominant tizerinde cevap verme Ogretilir.

Igten sdylemeye biiyikk dnem verilir. Cocuklar yazilt mizigin zihinsel hayaline sahip
olmahdirlar. Buna, ses ve ‘enstrimantal miizikte esit olarak bagvurulur. Bu yéntem,
“sessiz sOyleme=silent singing” diye adlandinlir. Cocuklara séylemeleri i¢in tanidik bir
sarki verilir ve bazi yerlerde 6fretmenin verecedi isaretle sarkiya iglerinden devam
etmeleri ve tekrar verilen igaretle sdylemeye devam etmeleri istenir. Birgok giir kitasi
olan melodiler bu tip aligurmalar igin en uygun olamdir. Bir misra sesli, digeri sessiz
sOylenebilir, Sessiz sdyleme sarkinin ritmini alkiglayarak da uygulanabilir. Sark:
sOylenirken sabit adimlarla yiirtinebilir ve sessiz séyleme sirasinda yiirimeye devam
edilip sabit vurus korunabilir. Benzer amagla iki partili garkilarda, verilen isaretle
partileri degistirmeleri istenebilir. Orencilere iclerinden sdylemelerini istenilen yerde
komut vermeyi kolaylagtirmak i¢in Chevé’nin bagka bir Ofretme yonteminden
“hareketli gubuk” yonteminden yararlamhir. Uzerinde bir tarafi yesil bir tarafi kirmizi
olan yuvarlak bi; levha bulunan kiigik bir gubuk kullamlilir. Yesil renk sarkinin sesli,



kirmizi renk igten soylenecegini gosterir. Ofretmen, komutlarimt gubugun yesil ve
kirmiz1 tarafin gevirerek belirtir.

Daha 6nceden 6grenilmemis bir pargayi, notasyondan desifre etmeden 6nce hazirlik
yapiimahdir. Degifre edilecek sarkiyla aym tonda ve benzer melodik ve ritmik kaliplar
igeren, dnceden bilinen bir parga sdylenir. El igaretleriyle ¢aligilarak pargamin zor
araliklanina hazirlik yapilir. Ritmi alkigla vurulur ve ritm heceleriyle séylenir. Okumaya
gegmeden Once zorluklann oldugu olgiler saptanir ve galisitir. Burada da hareketli
gubuk kullanilir. Ogretmenin gubugun yesil kismiyla isaret ettigi notalan cocuklar
solmizasyon heceleriyle sesli, kirmiziyla igaret ettifi notalan igten sdylerler. Igten
soylenen kisimlarda ritim korunmalidir ve tekrar yesil geldiginde devam
edilebilmelidir. Bir bagka hazirlik olarak ilk perde ses olarak verildikten sonra 6rnefin
sarkimn iginde gecen bitim “sol” seslerini distan sdylemeleri istenir. Ogretmen odl¢gi
sayisimin vurusunu belirtir. Bundan sonra sarki solmizasyon heceleriyle ve mutlak
isimlerle ve en son sozleriyle soylenir. Agina ve iyi ¢alisilmis melodi, gocuklar
tarafindan sozleriyle ve aym zamanda solmizasyon hecelerini el isaretleriyle gostererek
de sdylenebilir. Sonra gocuklardan sarkiyr tekrar yine ayitr el isaretlerini kullanarak

fakat sadece iclerinden séylemeleri istenir.

Solmizasyonun dogasi, dofal olarak transpoze gelisimine yardimcidir. Yazma
ahgtirmalan, transpozeyi anlamakta tamamlayici rol oynar.

Notalanin mutlak isimleri ogrenildiginde ve onun notasyonuyla tamgildif ‘andan
itibaren perde diizeyinin degigmemis olarak kalacag: vurgulanmahdir. Notalarin mutlak
isimleri 3. simftan itibaren ¢aligilir. Ofretmen, anahtar ve ton arizalanyla gosterilmis
mutlak perdede dikteler yazdinp melodiler soyletmekte uzun siire 1srar ederse, bagil
soimizasyon mutlak perdeyi kazanmay1 engellemez. Mutlak perdeyi gelistirmek i¢in
gesitli ahigtirmalar vardir. Omegin; 6gretmen derse baglarken hep aym melodiyi aym
tonda galabilir. Yiiksek simflarda usta mizisyenlerin pargalarinin baglangig olgileri
veya Onemli temalant orjinal tonlarinda alinabilir. Bu yola gocuklann ilgili tonlarin
seslerinin, renk ve karakterinin ve aym zamanda mizikal yazinlannmin bilgisi
genisletiimeye calisilir,
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Ogretmenin elleri 5 gizgili porteyi 6grencilere tamtmak igin kullanlabilinir. Ofretmen
sol elinin 5 parmagim (Bagparmak yukariyr gosterecek sekilde tutularak) porte olarak
kullanilip sag elinin igaret parmagiyla istedigi notay: gosterebilir. Her parmak ve her iki
parmagin aralif1 her bir nota i¢in kullanilir.

Sekil 12: Elin Porte Olarak Kullanilmasi

S5th Jline house

4th space house

3rd space house

house

Bugiin Macaristan’da modiilasyon da bu yOnten;lg_ﬁgO_,s,t,e;ilebilir. Bu, notanin bir elden
digerine gegmesiyle yapilir. Omegin; melodi “sol” lizerinde bitmigse diger ele transferle
bu dominant yeni tonik yerine “do” yerine gecer. Mutlak isimlerle ¢aligtlirken de el
isaretlerini kullanmak mimkiindir. Miizik egitiminde el igaretlerinin miimkiin kullamm
alan1 hemen hemen sonsuzdur ve yaklagik her yaé grubu yararlanabilir.
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Iki veya gok sesli sdyleme, en 6n planda tutulan konulardan biridir. Iki sesli s6yleme
bagtaki asamalardan itibaren ritmik ve melodik ostinatolarla ve ritmik ve melodik
kanonlarla hazirlanir. El igaretleri bu asamada da biiyiik rol oynar. Ogretmen sinifi ikiye
bolup aynm anda bir eliyle bir gruba diger eliyle diger gruba direktif verir, Ogrenciler
pargay1 sdylerken 6gretmen de uzayan notalarla armonik fonksiyonu saglayan notalan
sdyleyerek ogrencilerin soylemesine eslik eder, sonra gocuklardan sarkiy1 séylerken
dikkatlerini bu ikinci sese vermelerini ister. Ogrenciler bu notalarm isimlerini bulmaya

¢aligir ve sarkiy: sozleriyle soylerken ikinci sesi de el isaretleriyle gosterirler.

Sekil 13: Kodaly Metodunda Cok Sesli Miizige Girig
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Ozellikle iist simiflarda maféfyal Ofretimi, dinlemeyi ve aktif mizik yapmay1 beraber
igerir. Bu asamada ¢ocuk, ¢aligmanin ana temalarim Ogrenir, onlan séyler, besteci ve
donemi hakkinda bilgilendirilir. Eski anahtarlara yakinlik, diinya mizik tarihine girmeyi

saglar.
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Grup etkilesimi, gocuklar arasindaki etkilesim ilk giinden baglamalidir. Ogretmen,
oyunlar boyunca cocuklarn aym kigiyi bir defadan fazla segmemesine dikkat
edilmelidir.

Cocuklar siralanini beklemeyi 6grenmelidirler. Eger gocuk segilecegini bilirse 6§retmek
daha kolay olacaktir. Cocuk ders boyunca 6gretmenin ilgisinin belli bir siire kendisi
iizerinde yogunlagacaBin bilmelidir.

Materyallerin  dgretiminde Ogrencilerin gizel ve dogru sOylemelerine dikkat
edilmelidir,dikkati devamli kilmak igin renkli ve zevkli, temposu hareketli ders
verilmelidir.

Mizik teorisi,gocuklar miizikal elementleri rahat¢a okumaya basladifi zaman bilingli
olarak ogretilebilir.

Elementler okul miifredatimi, helozonik (sarmal miifredat) olmasi mantifina gore
hazirlanmis sekilde yapilandinlmalidir. Sarmal milfredatta her mizik pargasi, her
kavram ve her iligki belirli araliklarla yeniden sunulur. Daima degisik bir agidan,
oidugu yerden gittikge daha yiksege ¢ikararak, ele alnan elementin daha iyl
goritlmesini saglayarak, konu dzerine dikkati ¢eker. Mizik tekrar ve tekrar
yinelendiginde yeni kavramlar veya yeni iligkiler simflandirhir, Erken agamalarda
belirsiz formda tamgtinlan kavramlar, belli bir zaman sonra gittikge artarak
anlamhlasir. Iligkiler de her meydana geldiklerinde daha fazla anlam elde ederler.
Miifredatin incelenmesi, notasyonun ogrenilmesinin, miizikal kavrayis gelisiminin
dogal sonucu oldugunu gosterecektir.

Ogrencilerin cevaplannin (tepkilerinin) plan yapmada rehber olmasina izin verilmelidir.
Kodaly Metodu, performans agamasinda da yarar saglar. Miizikal yapilan algilama,
analiz etme, hatirda tutma, ¢aldit miizige daha ¢ok hakim olmay: ve galdift muzigi
anlamay: saglar. Dolayisyla daha iyi anlanan mizik, performans agamasinda daha iyi
aktanilir. Daetlerde, kongertolarda, oda orkestralarinda g¢ok partili diagiinme becerisi,
icten duyma becerisi, miizie timiyle (tam partilerle) bir bitin olarak hakim olma

becerisi geligir.

Diger sanatlar ve edebiyat ile taniymanin mizisyen i¢in yasamsal gerekliligi vardir.
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3.7. Kodaly Miizik [lkégretim Ve Lise Okulu’nda (Kod4ly Iskola-Kecskemet)

1.’den 11.Simfa Kadar Ornek Ders Gozlemleri

3.7.1. Birinci Simif

Cocuklar dersin baginda anaokulunda kulaktan 6grenme yoluyla elde ettikleri miizikal
dagarciktan 3-4 sarkiyr gesitli oyunlarla ve alkigla ritimlerini vurarak séylerler.
Ogretmen de ¢ocuklarla birlikte hareket eder, yeri geldiginde diizenlemeler yapar. Bu
asama, derse hazirlik niteligindedir. flk simflarda dersler daima once sarkili oyunlarin
oynanmasi ve sarkilann soylenmesiyle baglar. Ogretmen yine daha once kulaktan
6grenilen bir sarkinin melodisini “la” vokal sesiyle sdyler. Ogrenciler bunun hangi sarki
oldufunu tamy1p, sarkiy1 sdzleriyle sdylemeye baglarlar.

s m S$ s m S s mm s §s m

20 1 v nrr

Zsipp Zsupp| ken-der zsupp | ha meg-4 - zik| ki- dob - juk

Ogretmen ilk motifi sozleriyle sdyler. Ogrenciler 6gretmenin soyledigi motifin ritmini

alkigla vururlar.

Ogretmen: | | M
Zsipp Zsupp| ken-der zsupp

Ogrenci: l |

%Y

Ayni ¢aliyma diger motife de uygulanir,

Ogretmen:
ha meg-4-zik | ki-dob-juk

Ogrenci:
9 (1rtyri
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Daha sonra alkigla birlikte ritim siiresi heceleri de sdylenir.

O gretmen: I I M1 |

Zsipp Zsupp | ken-der zsupp

Ogrenci: M mE
A

Not: Yukarida ¢aliymanin anlagiimas: amaciyla notasyon kullamlmigtir. Ders esnasinda
bu ¢alisma, tahtaya yazilmadan, 6gretmen-0grenci arasinda bir diyalog halinde geligir.

Cocuklann ilk yazma galigmalan soyle geligtirilir:

Ogretmen 6grencilerden 4 adet renkli cubugu siralarimin iizerine yan yana dizmelerini

ister. Bu gubuklar ilk motifin birim vuruglan olacaktir.

I .

Ogretmen motifi sdylerken aym anda gocuklar da elleriyle gubuklan gostererek birim
vurusu takip ederler ve hangi ¢ubukta iki hece oldugunu saptarlar. iki hece soylenen
¢ubugun yanina bir gubuk daha koyup, diger bir gubukla ikisini yukanidan birlestirirler,
yani ¢ubuklarla yan yana iki tane sekizlik nota olustururlar.

T
o

Diger motif igin de aym ¢aligma uygulanr.
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Benzer bir ritim ¢aligmasi bir diger sark: ile daha uygulamr. Ofretmen dort 6grenciyi
tahtaya kaldirir. Her bir 6grenci dortlik notayr simgeler. Ogretmen sarkimin birinci
motifini sdyler, dértlik notanin iki tane sekizlik notaya donistiiga yeri bulup parmak
kaldiran &grencilerden biri iki tane sekizlife doniiymesi gereken dortliifii simgeleyen
¢ocufun yanma gidip, elini omzuna atar. Eger yan yana iki tane sekizlik nota tekrar
dortlik notaya dénistyorsa, difer bir ¢ocuk gelip onlan ayirir. Bu sekilde birgok
¢aligma yapilir.

Cocuklardan, sarkiy: s6ylerken seslerin yiiksekliklerini el ile géstermeleri istenir.

)]
ZS"ﬂ? J ten.der J L; Gw\ﬂﬁ ﬂ k{-}ob
23upp 23upp &-2c J‘u‘(,

Ogretmen tahtaya paralel iki ¢izgi gizer. Sol ve mi notalarim once i¢i bos yuvarlaklar
halinde, adim1 vermeden gosterir.

N
N/

N
—A

Ogretmen drenciye bir gubuk verir ve 6grenci sarkinin ilk motifini sézleriyle sdylerken
aym anda gubukla da iki ¢izgi iizerindeki i¢i bog notalan gostererek soyledifi sozlerin
ytksekliklerini gosterir.
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N

S
NN
Zsipp Zsupp

o

ken-der  Zsupp

Daha sonra 6gretmen i¢i bog notalarn i¢ine sol-mi yazip, notalara isim verir.

&
@-

Sarki solmizaéyon heceleriyle de séylenir.

1

sol sol mi

RN

sol mi | sol sol mi| sol sol mi mi

SO ca:

MI

N

=\ \

sol ve mi seslerinin el isaretleri de ogretilir.

Sarki, solmizasyon hecelerine el igaretlerinin de katilmasiyla tekrar sdylenir. Son olarak
Ofretmen tahtaya kaldirdigi ti¢ 6grenciye sol-mi ses aralifindaki bir melodiyi “la” vokal
sesi ile ve yavas bir tempoda soyler. Ogrenciler 6gretmenle aym anda, sylenen sesleri

el igaretleriyle gosterirler, yanhg yapanlar siralarina otururlar.

3.7.2. ikinci Simif

Derse daha once s6zleriyle bilinen bir garkinin séylenmesiyle baglanir.

L Yol j

J —
Lot-fi|- e-~&r va-la-ha , c::f(o-kﬂ.- boto,r rd-tsat,

g .
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o

L oy -,_“
(A - :

L4
4
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Ca’f) - ke.—loo J<,or o -32a kéw‘b kéfs L«C’{\r—o-\yo ~ran- /\a+-
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Parganin ritmi, once alkigla daha sonra da alkiga ritim siiresi hecelerinin sdylenmesi
eklenerek vurulur. Ofretmen parganin daha 6nceden ikiser 6l¢ii halinde kartonlara

yazilmg ritim kaliplarim siranm @izerine koyar.

ooy omh
TN o

Ogretmen ilk iki 6l¢ayi sozleriyle soyledikten sonra gocuklardan birisi bu sdzlerin

ritmini kartonlar arasindan bulur ve elinde tutarak tahtaya gider. Diger 6Slgiiler de aym
sekilde cocuklar tarafindan bulunur, dort ¢ocugun tahtada yan yana dizilmesiyle
sarkimn tim{nin ritim kalib1 ortaya ¢ikar. Simif alkigla garkinin ritmini bagtan sona
vurur. En son kartonu tutan ¢ocuk kartonu ters ¢evirir. Simif, bu kartonda yazan ritim
kalibimi aklinda tutmalidir. Kartonlar her defasinda bir tane olmak {izere ters gevrilir ve
son olarak ¢ocuklar sarkinin ritmini kartonlardan gérmeden, akillanndan vururlar. Aym
caligma ritim kartonlan yerine ritim kalibinin tahtaya yazilip, teker teker silinmesiyle de
uygulanabilir. Cocuklar yerlerini deZigtirip, yeni ritim kaliplari olugturabilirler.
Kartonlarin sirast degistirilebilecegi gibi Ogretmen ritmi vururken bazi yerlerde
degisiklik yapip gocuklardan hangi kartonda ve nasil bir degisiklik yaptigini1 bulmalarim

isteyebilir.

Asagidaki sarki 6nce bagil solmizasyon ile sonra mutlak nota isimleriyle (alfabe
harfleriyle) soylenir.

Abécédé-nota
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Asafidaki sarki bagil solmizasyon ile sylenir.

Zsld fd kézt
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Asapidaki sark sozleriyle soylenir.
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Bu derste ¢alistlan tim pargalar do pentachord’dur (do-re-mi-fa-sol). Dersin amac1 bu
dizide aligtirma yapmaktir.

3.7.3. Ugtincii Sif
Opretmen derse daha 6nceden bilinen bir sarkinin ritim kalibim alkisla vurarak baglar.
Cocuklar bunun hangi sarki oldugunu tantyip, sozleriyle séylerler.
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Hidl6 végén

I

OBl > -
Hid - 16 vé-gén, pad-16 vé- gén, Ka-ri-kds tin-cot jir - jak.

Daha sonra sozleriyle séylerken alkis ile ritmini de vurmaya baslarlar. Cegitli
aligtirmalar yapilir. Ornegin; ilk motif (ilk iki olgit) sozleriyle séylenir; ikinci motifin
ritmi alkigla vurulur; dglinct motif sozleriyle sdylenir, dérdiincti motif alkigla vurulur
Ya da ilk iki motif sozleriyle sdylenir, son iki motif alkigla vurulur.

Ogretmen simifi ikiye boler, sarkiy1 sézleriyle sdylerken bir grup birim vurugu, diger
grup sarkinin ritmini vurur. Ogretmen ¢ocuklardan “karikas” kelimesine kag nota denk
geldigini birim vurusla kargilastinip bulmasim ister. Cocuklar {i¢ tane oldugunu

soylerler.

J‘-‘-’L.q ri kds

A W W

Ogretmen yan yana iki tane sekizlik notada “karikds” kelimesinin hangi hecelerinin
birinci sekizlik notaya, hangi hecelerinin ikinci sekizlik notaya denk geldigini sorar.
Cocuklar birinciye iki hece deni; geldigini soylerler ve Ofretmen yeni ritim kalibini
¢ocuklara tamstirir.

J ]

ka-ri-kas

1)

’ ’ ¢
ka-ri-kas Ci-ef-t
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Sarkinin ritmi bir kez daha alkigla vurulup, alkiga ritim siiresi hecelerinin s6ylenmesi de
eklenir. Daha sonra, gocuklarn §imdiye kadar ogrendikieri tim ritim kaliplanyla
dogaglama yapilir. Ofretmen, ritim siiresi hecelerini sdyleyerek bir motif alkiglar, gocuk
ona kendi yaratifn bir motifle aym gekilde cevap verir. Birgok ¢ocukla aym sey
uygulanir. Asafidaki parga séleriyle ve bagil solmizasyon ile sdylenir.

A gbgbs lény

g dd’ 1
e = — ———————
— c"f‘::—'i—_w == = ]
\ . Nézd meg la-nyom, nézd meg j<’>'l. ki ko-pog-tat az aj-tén?
Sej. * a-nyim, a ka-nisz, a ga-tyi-ja  ka-na- visz,

:§ i 3

Nem ksl né- kem az

Parganin tonu hakkinda sorular sorulur.
D=do

U [ 2

Bagil solmizasyon ile D Majoriin tonik sesi olan “re”ye dogal majér dizisinin tonik sesi
“do” denir. Ogretmen elindeki gubukla yukaridaki porte tzerinde gesitli ¢izgi ve
araliklan gosterir ve gocuklardan gosterdigi notalar1 bagl solmizasyon isimleriyle
sOylemelerini ister. Bu yolla melodi diktesi yapilir. Asagidaki par¢a izerinde form

¢aligmasi yapilir. ,
Megyen mir a hajnalcsillag
szd
Db T T r—— —
feE=E e s SIS S S sssss ==
Me-gyenmir a haj-nal-csil- lag  le-fe - [§,
o . S O !
M 5 " ]
:%V |5 1 1 1} 1 1 i 1
Az én kedves ga-lam-bom mostmegyenha - za-fe - ¢,
h u' N S— ) 11 N T Jl- 4} 3 1
W#t: W‘ e i e
O] rd—— ]
La-ban van a csizmi - ja, lakkos-sza-rd  kis csiz - ma,
prp——
44 S sa— ﬁ‘j—?h — == ]

o
3 ¢

-
R4 - sii- tott a haj-nal-csil-lag  su-ga -
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3.7.4. Dordiincii Simf

Cesitli inici ve gikic dizilerin sdylenmesiyle ¢aligmalar yapilir.

Major do-re-mi-fa-so-la-ti-do = la
Armonik minér la-si-fa~-mi-re-do-ti-la = fa
Lidyen fa-so-la-ti-do-re-mi-fa = la
Dogal minér la-so-fa-mi-re-do-ti-la, =re
Doryen re-mi-fa-so-la-ti-do-re

Ogretmen, tahtada merdiven {izerine la doryen dizisi yazar. Elindeki gubukla gosterdigi
notalan ¢ocuklardan bagil solmizasyon heceleriyle séylemelerini ister. Cocuklardan
bazilarini teker teker tahtaya kaldirp, kendi elindeki ¢ubufu g¢ocuklara verir.
Cocuklardan kendilerinin segecegi perdeleri merdivende ardarda gosterip bagil
solmizasyonla s6ylemeleri istenir.

Ofretmen asafidaki sarkiyr tahtaya yazar, énce sarkimin ritmi alkigla vurulur, sonra
parca degifre edilir. Merdivende yapilan galigma, ayn: tonda olan bu sarkinin hazirh
niteligindedir.

J4szkunségl gyerek vagyok ' 1

‘9 gﬂ 1 1 : 1 1 - 1 l
o9 b S 3 1 — ! 1 il Nl n | S .
#&’@—tﬁ g T T ! ETH:,J 5 r; E
— > 1 [ ! LAN |
Jasz-kun-si-gi  gyerek vagyok, Jasz-kun-si - gon szii-let - tem, ‘
i :
A ! i I (f.1‘2 1 ! 4 \

Kis ko-romtdl,. nagy ko-ro-mig, Ben-ne fel - ne - ve-I&d - tem. )
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Ogretmen piyanoda cesitli araliklar calar, ogrenciler aralifin ismini sdylerler (Bs, Ks
vs.). Opretmen ikiye ayirdigi simfa iki eliyle ayn ayn verdigi el isaretleriyle, iki sesli

galigma yapar.
Z.KODALY |
i)
o] (o S 7 N « @) o)
( (o) 00O o O
D 7
U -’
do i
0
4
7 (o)
e = -5 e - — o © ———
&
3.7.5. Beginci Simif

Opretmen daha onceden bilinen bir sarkimn melodisini “la” vokal sesiylesdyler.
Ogrenciler sarkiy: taniyip, sozleriyle soylerler.

S ﬁ'gy elmegyek, megléssétok

Par lando | ) ~ ~ -

v x ' i I 1 I L - 1 |
. N <
- Sdgy elmegyek,meglis-si- tok, so-ha hf-remnemhalljs - tok,
a k Svp— 1 LI i L I H ) S— I' { Ib‘I .ﬂ
0 - g y a=
smi-kor hi-remmeghall-j4 - tok, kdnnye- i-tek hul-las - s& - tok.

Daha sonra kitabi kapatip, hafizadan bagil solmizasyon heceleriyle sdylerler. Bundan
sonra galisilacak sarkiya hazirlik olarak pentatonik diziler galigilir.

do pentatonik d r m s 1 d
re pentatonik T m ] 1 d T
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mi pentatonik m ] 1 d r m
sol pentatonik s 1 d T m ]

Ogrenciler bu dizileri el isaretleriyle gostererek soylerler.

Ogretmen, qubukla portenin aralik ve gizgilerini gostererek (ritmini de belirtir)
cocuklardan bu pargay1 igten okuma yoluyla tanimalarin ister.

Gyere hozz4m estére |

(Csongréd, Csongrdd megye, Péczely A.) .
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¥ r T ]
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-
: l-ca te, hadd nézzeka szemed - be! i

Bu sarki mutlak nota isimleriyle (alfabe harfleri) s6ylenir. Sarkimin ritmi ritim siiresi
heceleri sdylenerek ve alkiglanarak vurulur.

Ogretmen diger bir bilinen sarkinin sadece ritmini alkiglar ve 8grenciler tamdiklan
sarkiy1 sozleriyle, sonra da bagil solmizasyon heceleriyle, el isaretleriyle de géstererek

sOylerler.
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Miksolidyen diziler sdylenir.
s f m T d 7 L S (cikacy)
d ta 1 ] f m r d (inici)

Ogrenilen diger modlar hatirlatillir. Hangi sesten solmizasyon edildikleri ve hangisinin
mindr, hangisinin major karakterli oldugu sorulur.

Lidyen fa -major karakterli
Miksolidyen sol  -major karakterli
Firijyen mi  -minor karakterli
Doryen re -mindr karakterli
Eoliyen la -mindr karakterli
Lokrini ti -mindr karakterli

Ogretmen piyanoda kangik olarak mod ve tonlan galip, cocuklardan hangi mod veya
ton oldugunu bulmalarim ve el isaretleriyle birlikte soylemelerini ister.

Ogretmen, ses ile soylemeden, sadece el isaretleriyle bir paramin nota isimlerini
gostererek, ¢ocuklarn i¢ten okuma yoluyla pargay: tantmalarim ister.
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Oprenciler bu pargayr bagl solmizasyon ile soylerler. Ayni zamanda elin parmak ve

parmak aralarimn kullaniidig1 yontemi de kullanirlar.

3.7.6. Altinca Simif

Ders, 0gretmenin piyanoda caldif sesleri gocuklarin bagil solmizasyon heceleriyle
bulup soylemeleriyle baglar. Bu gahgma ¢ok hizli yapilir. OZretmen her sesi galdiktan
sonra, 6grenci arada hi¢ bogluk birakmadan séyler.

b

./

~1  Ogrenci
Ogretmen

be
P

8

i

Sarastro: MOZART

’ d ) JhJG/"JJ )

]
\ T 1 ! [
T S D T

Aralik ve akor dikteleri yapilir. Porte iizerinde notalar verilip, bu notalarin uzerine

minor akorlann birinci gevrimlerinin kurulmas: istenir.

Asagidaki Ornekler, sozleriyle ve bagil solmizasyon ile, elin parmak ve parmak

araliklart gosterilerek sdylenir.
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Caligilan bu 6rnekler kasetten dinletilir. Ogretmen bilgiler verir, sorular sorar.

3.7.7. Yedinci Smif

Dersin baginda gesitli alistirmalarla ses agilir. Ogretmenin piyanoda caldig sesler bagl
solmizasyon ile, mutlak nota isimleriyle ve elin parmak ve araliklarinda gosterilerek
sGylenir.

Cesitli inici ve ¢ikic1 diziler soylenir:

la do re mi S0 la=do

do ti la SO fa mi re do=s0
SO la do re mi so=1la

la SO fa mi re do t la=do
do e mi SO la do

Major, minér, eksik ve artik akorlarin temel ve birinci gevrim durumlanyla dikteler

yapilir.

Asafdaki 6rnek soylenir. Par¢a hakkinda bilgi verilir. Entonasyon sorunlarinin oldugu
yerleraynca ¢alisihir. Parga simftan iki kigiye soyletilir.
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Vivaldi “dort mevsim” eserinden daha 6nce galistlan temalar bafil solmizasyon ile
soylenerek tekrar edilir. Kasetten dinlenir. Asapidaki tema bagil solmizasyon ile

soylenirken, 6gretmen dgrencilere piyano ile eslik eder.
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3.7.8. Sekizinci Simf

Asapidaki eserler bagil solmizasyonla, her parti ayn ayn cahgildiktan sonra
birlestirilerek soylenir. Eserlerin kadanslan ve ritim yapilan hakkinda bilgi verilir. ‘



: : LS.BACH !
g4

1 e\ [h. )
}
Sz : =tV :
L] T 1 f T ' i T
. o) ] o
4 { ' | ‘. 1 ! 1 + =
A | - s 1 4 RS g o 1 N 1 T -
T
- la)
i ‘ l 1; ri
- —
—— 1
‘lgl 3 Il Jr

I

)
4
i —%_L

1. felvonis
~ Finale Nr. 10, részlet a ,,nép kérusabél”:

\/aro\u’- Aqu

Py |

3.7.9. Dokuzuncu Smif

Derse asafidaki eser bagil solmizasyonla sOylenerek baslanir. Once alt iki parti caligilir,
en son soprano partisi katilir. Parga sozleriyle sdylenir ve kadanslan fizerinde caligihir.
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Pargamin son 6lgiilerinin armonizasyonu yapilir. Ofretmen Ogrencilere

once

kendilerinin yapmas igin siire verir. Daha sonra ogrencilerden biri tahtaya dogrusunu

yazar.
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Asagdaki pargamn partileri teker teker caligilir ve sozleriyle s6ylenir. Rénesans miizigi
hakkinda bilgi verilir.

Nobilis, humilis
Gymel — Ikerének 4 (13. sz.)

No-bi-lis, hu-mi-lis, Ma- gne. mar- tyr sta- bi- lis,
ha-bi-lis, u- ti- lis, ¢O- mes ve- ne- ra- bi- lis
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ser- via  car- nis fra- gi- lis mo- le po-  si- 10s .
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3.7.10. Onuncu Simf

Derse ses abhgurmalariyla baglamr. Alistrmalar daha onceki  simflarla
karsilagtinldiginda daha karmagik ve uzun segilir. Purcell’in King Arthur operasinin
dordiincii sahnesindeki Shepherd Shepherd Leave Decoying adli diet, 6fretmenin
¢aldi1 piyano eslikligi ile sdylenir.

Vivaldi’den “Spring Concerto 2.movement™n ilk temas1 su sekilde ¢aligilir: Ogretmen
kadanslan ve melodinin karakteristik kisimlarim galarken  Ogrenciler “violino
principale” partisini iglerinden bafl solmizasyon ile takip ederler. Ogretmen,
ogrencilerin partilerini dogru takip edebilmeleri ve sesi kaybetmelerini dnlemek i¢in

“violino principale” partisinin baz1 seslerini piyano ile batirlatir.

E quindi sul fiorito ameno prato Al caro mormoriodi fronde e piante Dorme'l
IL CAPRARO CHE DORME

Violino
principale

o
1 IS
HeD

Violini

undl
~q

"2
1

=y 1

e
Y
T

P

Vi, =
princ. [§

R
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Daha sonra §gretmen 68rencilere temayi i¢ten okuma yoluyla hafizalanna almalar igin
kisa bir siire verir, 6grenciler kitabi ters ¢evirip motifi bagil solmizasyon ve daha sonra
mutlak nota isimleri ile s6ylerler. Cimlelerin kadaslan g¢alimir ve ne tir kadanslar

oldugu bulunur. Bu kadanslar 6grencilere de ¢aldirlur.

Beeethoven “Spring Sonata- F Major (keman- piyano igin)” eserinin ilk temas: kasetten
dinlenerek melodi diktesi yapilir. Once dikte yaptlmak igin belirlenen kisimin kag dlgii
oldugu sayilr. Ogrenciler deftere yazmadan énce dinlediklerini bagl solmizasyon ile
bulmaya caligirlar, akillarinda tutarlar ve daha sonra deftere yazarlar. Ogrencilerden biri
dogrusunu tahtaya yazmasi igin gérevlendirilir.
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3.7.11. Onbirinci Sinif

Derse bir 6nceki derste verilen ddevle baglanir. Figure Bass seklinde verilmis 6devler 4

diyezli ve 4 bemolliilere kadar her major ve dizide ¢alimr.
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Daha sonra dgrenci kendi sectigi tonalitede 6gretmenin soyledigi dereceleri figure bass

seklinde calar.
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Ogretmen aym sekilde bir dikteyi kendisi piyanoda galar ve 6grenciler yazarlar.
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Once bir 6grenci tahtaya bas partisini ve hangi ¢evrimde oldugunu yazar, diger bir
6grenci soprano partiéini yazar, bir digeri de armoniyi tamamlar. Son olarak bu dikte 4
sesli bagil solmizasyon ve mutlak nota isimleriyle sdylenir. Ogretmen bas ve soprano
partilerini tahtadan siler ve &grencilerden hafizadan séylemelerini ister. Ve sonra
tahtada yazanlarin hepsi silinerek sylenir.
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4. KODALY METODUNUN ADAPTASYONU

Adaptasyon,Kodaly metodunun egitim ilkeleri ve filozofisi temel alinarak bir egitim
metodunun bir dlkeden diger bir iilkeye aynen gétiriilmesi deneyi degildir. Her toplum
kendi hayatimin gelijme modelini anlamalidir ve toplumunun gocuklarinin ihtiyaglart
i¢in hazirlamalidur.

Adaptasyon, metodu kullanacak tilke miiziginin 6zelliklerine uygun materyal iretimi,
bu ozelliklere gore elementlerin Ogretilme sirasimin yeniden dfizenlenmesi, dgretmen
efitimi, mizifin okullardaki ders sayisimn arttinlmasi ve toplanan materyalle
uzmanlarca hazirlanmi§ diizeni igerecek plamin merkezi mifredatta yer almasini
saflama, bestecilerin pedagojik ve artistik eserler yaratmasina tesvik, aktif muzik
yapmanin drgitlenmesi gibi asamalar igerir.

Adaptasyon igin ilk adim ilk ve en bagsta ihtiya¢ duyulacak yerel miizik materyalinin

toplanmasi, metodolojik simflandirilmast ve segilmesi olacaktir.

Bu agamada Kodaly ve Bartok’un baglatifi ve su anda Hungarian Academy Of
Sciences ve Institute Of Musicology’nin devam ettirdii yol, dért énemli alanda
gruplandinlabilir;

a. Derleme

b. Cevriyazi=Transkripsiyon
c. Simflandirma

d. Yaymnlama

Halk sarkilann aragtirmasi, kdylerden sarki toplamaktan, kitiiphanelerde uluslararasi
karsilagtirmah galigmalara kadar sonsuz sayida agilan kapsayan ¢ok yonlii bir gorevdir.
Bu aragtirma dil bilimcilerin, etnografikerlerin, tarihgilerin ve diger aragtirma alanlan
temsilcilerinin aktiviteleriyle yakindan iligkilidir. Bu, aragtirmanin ¢ok yonli eZitimli
uzmanlar ve genis olgide ilgi gerektirdifini gosterir. Mizigi okuyup "yazabilen iyi bir
miizisyen olmak yeterli degildir.
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Derleme: Kodaly, kendi iilkelerinde binlerce halk sarkisi derleyen ve bunlan miizikal
sistem iginde organize edip yayinlayan iki Finli aragtirmaci {imari Krohn ve Armas
Launis ¢rneklerini izledi. Macaristan’da ilk bagta Bela Vikar, Kodaly’a yardim etti.

Cevriyazi (Transkripsiyon): Sarkilan ofretme, iiretme, gogaltma igin yazihi hale
getirmek kesinlikle gereklidir. Birkag on yil once, Kkasetgalarlann varolmadig
donemlerde her melodi fonograf silindirlere kaydediliyordu, Giiniimiizde toplama baz1
kigilere agtk olarak kasetcalarlarla yapiliyor. Dinleyicilerin gogunlugu materyallerden
melodilerin belirsiz ¢evriyazili olanlarim ihmal ederek alinti yapiyorlar. Aym durum
dimyanin biyiik halk mizigi arsivlerinde de hikkiim strer. Melodiler genellikle dikkatle
korundugu halde transkripsiyonlan yapilmaz. Yizyilin baginda Kodaly ve Bartok’un
manuskriptleri gosteriyor ki halk muzifimizin belirli melodik, ritmik ve yorumsal
karakteristiklerinin transkripsiyonlar1 i¢in kurulmug bir notasyon sistemi yoktur.
Ornegin komalar, 6zgar, parlando-rubato ritmik kalip, veya klasik muzikten gok
farklihk gosteren halk calgilanmin 6zel miuzikal efektlerinin transkripsiyonlar: birgok
probleme sebep olmustur. Bazi durumlarda uluslararasi kabul edilmis, birlestirilmis,
sade bir mizikal notasyon giiniimiizde bile yoktur. Herkes kendi zevkine, kanaatine ve
amacina gore ¢eviri yapmakta ve kesin ve agik olarak belirtmekte 6zgirdiir. Bazilan
melodinin zorlukla duyulabilir organik, anlik figiirasyonlarina farkli transkripsiyonlar
yaparken, bir bagkasi gesitli melodi tiplerinin ana karakteristiklerini kargilagtirr.
Kodaly, insan sesine sevgi duymug ve melodiyi, miizigin temel elementleri arasinda en
onemli Oge olarak ele almigtir. Bu nedenle transkripsiyonlarimt olabildigince basit
yapmugtir. Manuskriptlerinde mimkin varyasyonlar arasinda en tipik ve en iyi
versiyonu ilk siraya koyup, bilingli bir gekilde ikinci derecede 6nemli olan varyasyonlari
disarida birakmugtir. Tlim bu noktalar egitimsel amaglar i¢indir.

Siniflandirma: Smmflandirmada vurgu, miizikal 6lgiitler, kistaslar tizerinde olmalidsr.
Simiflandirmanin garkilant betimlemekte sozlerin igerigi, yer veya zaman, hatta pargay1
sOyleyen sarkict gibi faktorlerle yapilmasi mizik simrlhih@ digindadir. Bu aym bir
kuatiiphanedeki kitaplarin igeriklerine gore degil, renklerine ve dlgtlerine gore
kataloglandiriimasi gibidir. Simflandirmada sarkilann ses geniglikleri, ritim ve formlan
degerlendirilir. Analizler,belirli bir bolgenin muzikal odzellikleri fizerinde, derlemenin
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eksiklikleri izerine 151k tutmalidir. Boylece bir sonraki derleme yolculugu daha bagarih

olabilir.
Yayn: Halk miiziginin yayilmasi, koleksiyonlarin yayinlanmasiyla olur.

Derleme ile baslayip yayinlamayla biten ¢aligma, halk sarkilari arastirmasi olarak amlir.
Amaci; kaydetmek, ¢alismak ve gelenegi yasiyor kilmaktir. Kendimizi bilmek,
digerlerini daha iyi anlamamiza yardim eder. “Herkes bir yerlere ait olmahdir.”'® Bu

Kodaly’in ¢aligmasinin mesajidir.

Miizik egitiminin kaynak materyali, bilim adamlarinca bilimsel olarak toplanmig ve
sistematize edilmig halk sarkilan temeli ile besteci tarafindan yaratilir. Bu yolla iki ve
ii¢ sesli sOyleme aligtirmalan ve koral galismalar meydana getirilir. “Her insanin
miziginin milli kiltari, halk miizigi ve bestelenmis miizik arasindaki saghikli iligkiye

dayanir »11

Kodaly, Macar sanat mizigine halk miizifini tanigtirma g¢abalarina, halk sarkilarina
piyano eslifi ile dizenlemeler yaparak bagladi. Daha sonra halk miizigi melodileri,
koral bestelerinde bigimlendi. Direkt alintilar icermeyen bestelerinde bile Macar halk
kiltiiriiniin tonal dili, rubu, stili hissedildi. Yaklasik 1600 halk miizigi toplandi.

Ikinci olarak halk sarkilaninda siklikla olusan melodik kaliplar, ritmik figirler, 6lgi
sayilari, tonset (ses alam), diziler ve diger karakteristik 6zellikler saptanir ve bunlarn
diizen igerisindeki Ogretilme yeri kararlagtinlir. Omegin Macar egitim sisteminde
melodik kaliplarin olugumuna goére 6gretilen ilk melodik aralik “sol-mi” kiigiik tgliisi
olup Flemenk adaptasyonunda “sol-do”,Yunan adaptasyonunda “do-la” ilk aralik olarak
ogretilir. Macar halk miziginde J° J- ritmik kalin 4. J” ritmik kahibindan daha once
opretilir. Ingilizce konusan ilkelerde ise LoD ritmik kalibimin &gretilmesi
rimik kalibinin 6gretilmesinden daha 6ncedir. Fransiz adaptasyonunda 3/4lik ve 3/8lik
o6l¢il sayisi, Macaristan’da 6gretildiginden daha erken §gretilir. Macaristan’daki diizen
pentatoni {izerine kurulmustur; ancak halk sarkilarinda pentatoniye sahip olmayan

19 vikar, Laszlo; Bulletin Of The International Kodaly Society, 1983/2, Syf 17
!! Esze, Laszlo; Bulletin Of The International Kodaly Society, 1984/1, Syf 22
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ulkeler adaptasyonlarini, bunu gézoniinde bulundurarak yapmuslardir. Hatta gerekliyse
aym tlke iginde bile degisik adaptasyonlar yapilabilir.

Hangi agamada difer milletlerin halk mizifinden yararlamlacagma, Bati Klasik
Miizigine nasil gegis yapilacagina karar verilmelidir. Cok agik ki Almanca konusulan
bolgelerdeki adaptasyonlarda diinya yazimina, Mozart veya Haydn’nin miiziine kap1
hemen agilir. Ciinkii onlarin ¢aligmalarinda Alman halk sarkilarimin otantiklifi ve
artistik karmagikli1, sanat mizigi ile kansmigtir. Kodaly kavram: Avrupa merkezli
digintlmemistir. S6yle diyebiliriz ki, Japonya’da Ggrencilere ilk olarak Mozart
miizigini dfretmek gok onemli degildir, Ornegin, Michio Mamiya’nin vokal oeuvre’si
(halk sarkis1 temelli) ilk adim olarak, Mozart ise ikinci adim olarak 6gretilebilir.

Bagil solmizasyon harflerini mutlak isimlerle aym: amag iginde kullamlan dilkelerden
biri olan Yunanistan’da kigikk harflerle yazilan “do” perdenin bagl ismi igin, biyik
harflerle yazilan “DO” mutlak ismi igin kullamlmigtir. Bu gekilde kugiik latin harfler
bagl solmizasyonu ifade etmek igin kullamlir: “do-re-mi-fa-sol-la-ti”, buyik Yunan
harfler, mutlak nota isimlerini ifade etmek igin kullanihir: “NTO, PE, MI, @A, ZO0A,
AA, ZI”. Eger E=do demek istenirse “MI mutlak, do bagil” olacak ve sdyle yazilacak:
“MI=do”. Turkiye de bagil solmizasyon hecelerini mutlak perdeler igin kullanan

iilkelerden biridir. Metodun adaptasyonunda bu durumun ¢6ziim yollar: aragtinimalidur.

Biitiin bunlar gézéniinde bulundurularak merkezi sistemle kullamlacak ders kitaplari,
alistirma kitaplan, 6gretmenler igin rehber kitaplar hazirlanir, besteciler her agamada
sadece egitimde degil icrada da kullanilmak iizere eser yaratilmast konusunda tegvik
edilirler. Tirkiye’de de besteci ve egitimcilerimiz desteklenmeli, miizik derslerinde
kullamlacak ders kitaplarninin geligtirilmesi saglanmalidir. Veysel Arseven, Miizik
Gortgleri adli derginin 24. Sayisinda yazdigh bir yazida Turk mizik egitim sisteminde
mizik derslerine baglamak igin halk mizigimizde en sik kullamlan dizilerden birinin,
altihs1 biyiik olan dogal Re dizisinin uygun oldugundan bahsetmigtir. Ornegin bu ve
bunun gibi fikirler, uzmanlarin toplanmasiyla tartigilip halk miizigimizin 6zelliklerine
gbre elementlerin ogretilme sirast belirlenip buna gore halk materyali 6meklerini

kullanarak ders kitaplar: hazirlanabilir.

74



Biitiin bu materyaller hazirlandiktan sonra §gretmenler egitilir. Metodun adaptasyonunu
yapan iilkeler Ofretmen adaylanm bizzat Macaristan’a gonderip dersleri, galijma
sistemini gormelerini saglayarak, Kodaly topluluklan (Kodaly Society) kapsamt altinda
yaz kurslan diizenleyerek ya da Macaristan Kiiltir ve Sanat Bakanhifiyla igbirligi
alinda Macar Ofretmenlerin Ulkelerine gelmesini, kurslar vermesini, metodu
tanitmasim ve deneme gruplanmin efitimine rehber olmasini saglayarak bu eksikligi
gidermeye gahigmiglardir. TV programlan bile hazirlanmigtir. Ayrica Macaristan’da
Kecskemet’te bulunan Kodaly Pedagogical Institute Of Music, yabanci dgretmenlerin
ve 6Zretmen adaylarninin metodu nasil 68reteceklerinin egitimini veren ve aym zamanda
mizikal yeterliliklerini gelistirmeyi saglayan 4 seviye grubu igeren bir yilhk egitim
programlant salamakta ve bu programlann sonunda da diploma vermektedir. Liszt
Academy’de de yabanc: 6grenciler i¢in 6zel programlar diizenlenmektedir.

Bugiin birgok 6fretmen Macaristandaki egitimi gérmek iizere bu tlkeye ziyaretlerde
bulunuyor. Bizim égretmenlerimiz de bu konuda bilinglendirilip imkant olanlarin gidip
egitimi yerinde gdrmesi, imkam: olmayanlara da yukanda bahsedilen yollarla imkan

yaratilmasi bizim egitim sistemimiz agisindan son derece yararli olacaktir.

Bu galigmalarin yapilma agamasinda ve yapildiktan sonra iilkenin otorotelerinin destegi
cok Onemlidir. Sonuca ancak bunlann fiile gegirilmesi ile vanlir. Otoriteler ikna
edilmeli ve metodun merkezi sistem iginde okullarda uygulamilmasi, §Zretmen
egitimine destek saglanmalidir,

Macar miizik egitim sisteminin farkindalifs 1958’de Viyanadaki ve 1963’te Tokyodaki
LS.M.E. Konferanslarinda ve Kodaly’in fahri bagkan segildifi 1964’te Budapeste’de
yapilan konferans ile bagladi. Katilanlann sistemin sonuglanim dogrudan gérebildikleri
bir konferans oldufu i¢in bu ikinci konferans yaygin uluslararasi gikarlarin baslama
sebebi oldu. Metodun bilinen ilk ihraci Estonya’ya Estonyali egitimci Heino -
Kaljuste’nin Macar munk okullarimin kitap yayinlanm Estonya’min bagkenti Tallin’e
getirmesiyle oldu. Ilk deney okullan halk bilgisine sunulunca metod hizla yayildi ve
bugiin Estonya’nin her okulunda uygulanmaktadir,
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Kodaly’in diigiinceleri Amerika’ya ilk kez Mary Helen Richards’in Macaristan’a yaptig
kisa gezi sonrasinda yazdifn Threshold To Music adh kitabi sayesinde tamstinlidi.
Denise Bacon metod ile ¢ok ilgilendi ve dogrudan dogruya ¢algimak i¢in 1968-1969
akademik yilim Macaristan’da gegirdi. Bu onun, metodu ve metoddaki Ofretmen
egitimi hakkindaki dogru bilgileri yaymak igin Wellesley’de Kodéaly Musical Training
Institute’yi kurmasiyla sonuglandi. Su anda Kodaly uygulamas: olmayan Amerikan
devleti veya Kanada eyaleti bulmak zordur ve 6fretmen efitimi bildirileri Glney
Amerika egitim gazetelerini doldurmaktadir.

Kanada’dan iki egitimci Alastair ve Isobel Highet Macaristan’a bir yillik ¢aligma igin
gittiler ve doéndikklerinde Nanaimo’daki (Kanada’da bir il) ilkk Kodaly programim
kurdular. Ogretmenlerle caligip, onlan egitmeleri igin Macaristan’dan Ogretmenler
getirtildi.

Japonyadaki ilk adaptasyon Hani Kyoko’nun girisimiyle basladi. Jacquotte Ribiére
Raverlat Macaristandaki bir yilik ¢aligmasim 1966’da bitirmesiyle, metodun Fransiz
adaptasyonuna basladi. 1964 ISME Konferansindan sonra Estonya Sovyet Sosyalist
Cumbhuriyetinde Heino Kaljuste, Kodaly pedagojisini Estonya halk sarkilarina ¢ok
¢abuk adapte etti ve bu Sovyet Birlifi’'nde ¢ok hizli bir hareket haline geldi.
Avustralyali adaptasyonu D. Hoermann-D. Bridges, Fransiz adaptasyonu J. Ribiere
Raverlad, Kanadali adaptasyonu L. Choksy-R. Johnston tarafindan gergeklestirilmigtir.

Avustralya’da Kodaly metodu ilk adimim 1982°de att1. Queensland’da t¢ okulda pilot
programlara baglandi. Adapte edilmis ve gelistirilmis miifredat birgok okul tarafindan
kullamlmaya basland:.

Polonyadaki adaptasyona Cracow Kavrami adi verildi. Uluslararasi forumda yerel
seminerler ve organizasyonlar diizenlendi. Halk sarkilan kaynaklan olusturuldu.

Uluslararas1 Kodaly Toplulugunda tiyeye sahip iilkeler:

Arjantin, Avustralya, Almanya, Ingiltere, Yunanistan, Guan, Hollanda, Malezya,
Meksika, Norveg, Filipinler, Polonya, Portekiz, Romanya, Rusya, Tayland, Trinidad,
Amerika, Guney Afrika, Ispanya, Isvigre, Tayvan, Kenya, Kore, Irlanda, Israil, italya,

&3
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Japonya, Cin, Kibns, Danimarka, Finlandiya, Fransa, Avusturya, Belgika, Brezilya,
Kanada.

Kodaly Topluluguna (Kodaly Society) sahip olan tlkeler:

Italya, Danimarka, Ingiltere, Yunanistan, Finlandiya, Japonya, Filipinler, Cin, Tayvan,
Avustralya, Kore, Kanada, Amerika, Irlanda, Brezilya, Macaristan’dir.

Baglangigta metodu oldugu gibi kullanma yoluna gidilmigtir. Bunun sebebi metodun
aynen uygulandig taktirde basartya ulagtiracak bir yol olarak gérillmesi veya materyal
eksikliinden dofan hazir materyal kullanma diisiincesidir. Bu hatadan kagimilmali her
tlke kendi adaptasyonunu gergeklestirmelidir.
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5. SONUC

Kodaly Metodu, amacmn gok agik bir bigimde belirlendigi, ihtiyaglarin ok iyi
saptandifi, bu ihtiyaglann giderilmesinde higbir asamamin ihmal edilmedigi ve fiile
gecirilmesiyle sonuca ulagmas: kesinlestirilen gok kapsamli bir sistemdir.

Tarihte daha 6nce denenmis yanhis yollardan ders, dofru yollardan 6rnek alinarak,
kendi iginde de aym yolla devamli daha iyiyi arayan bir anlayigla olusturulmusgtur.

Halk miizifi materyalinden yola g¢ikilmasi, miizige en erken yasta baglanilmasi, en
uygun enstrimamn herkesin sahip oldugu “ses” oldugunun Uzerinde durulmasi, aktif
miizik yapmamn &nemi, sadece en degerli materyallerin kullanilmasi, i¢ten duyumun
gelistirilmesi ve mizikal okuryazarlifin saglanmasi, yaraticilifa verilen 6nem metodun
genel ilkeleridir. Metodun bitiin ilkelerinin yamsira, bu ilkeleri birgok &fretme
teknigiyle birbirleriyle kaynastirarak 68rencinin yas, ¢evre, gegmis ve kapasitesine bagh
olarak degisecek yeterlilifine ve kullanlacak materyallerin 6zelliklerine goére
elementlerin verilme siras1 belirlenerek hazirlanmig bir plan iginde toplamasi1 metodun
bir yani; bu planin uygulanacafi ders ve aligtirma kitaplarmin yazilmasi, iilkenin
besteci, gair, her dalindan sanat¢imn eserleriyle metoda katkida bulunmasi, plani
uygulayacak dfretmen yetistirilmesi, bu planin ve égretmen egitiminin devlet tarafindan
merkezi olarak her okulda esit kullammda kabul edilmesinin saglanmas: diger bir
yandr.

Kodaly, fikirlerinin yamsira besteci ve egitimci yamyla bu fikirlerin hayata
gegirilmesinin her asamasinda aktif rol aldipy ve karizmatik kisiligiyle hareketi
yonlendirdigi i¢in metot, Kodaly Metodu olarak adlandintmigtir. Cogu kisiye gére bu
bir metot degil;yaklagim, kavram véya filozofidir.

Tiirkiye’deki miizik egitiminin ihtiyaglarina genel olarak baktigimizda, Macaristan’da
uygulanan mizik egitiminin ilkelerini teker teker anlayis olarak ve/veya metodun
timdnd Ornek alabilecefimizi g6ririz. Burada en buylk tehlike, metodun
Macaristan’da uygulandift sekliyle aynen uygulamimak istenmesi olacaktir. Eger bu
hata yapilirsa metodun temel fikrini anlamamig oldugumuz anlagilir. Metot,
kullamlacak tilkenin gereksinimleri dogrultusunda, cergeve 0dimg alinarak, yeniden
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olusturulmali, adapte edilmelidir. Bu metodu 6mek almakla; ihmal edilen halk
mizigimizi, Ofrenciler ve Ofretmenler i¢in mizik efitim sistemimizi yasiyor hale
getirebilir, iilkenin genel mizik kiltirini yaratmada biyiik yol katedebiliriz. Metodun
tilkemizde uygulamaya gegirilmesinde en 6nemli nokta basta halk miizigi materyalinin
toplanmasi, incelenmesi ve pedagojik yolla elementlerin 6gretilme sirasinin GSretme
teknikleriyle diizene sokulup kaynak materyal hazirlanmasimn yaninda bunu
uygulamaya gegirecek nitelikli Ofretmenler eitimini, okullarda miizie gereken
6nemin verilmesini, tlkenin sanatgilannin ve egitimcilerinin tesvik edilmesini

saglayacak devlet organizasyonu olacaktir.

Diizen ne kadar iyi hazirlansa da her okulda merkezi olarak uygulanmadik¢a metot
sadece birkag kiginin bagansi olarak kalacaktir. Oysa ki metodun amaci, tlkenin miizik
kaltirind gelistirmekti. Bu bagarmn, toplumun basarisi olmasim ancak devlet destegi
saflayacaktir.

“En iyi mifredat ve en bilge diizenlemeler, eger kimse onlar1 inangla ve hevesle pratige
»12

koymazsa, degersizdirler.

12 Zoltan Kodaly, Selected Writings, Budapest, Corvina Press, 1974, Syf 147
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(indicated by Score). Movements of a work are indicated by Roman
-numerals, while individual pieces within a work are indicated by
Arabic numerals.

' STAGE WORKS
" 1. Notre Dame de Paris (Incidental music for a small play)
Date: 1902

N it Inst: Small orchestra

{1t - Perf: February 1902
| " M 2. A nagybidcsi [The Uncle] (Incidental music for students’ play
Ha:  at Eotvds College)

G1' Date: 1902
Inst: Choir and orchestra (manuscript)
Perf: 1904

3. Le Cid (Incidental music for parody play )

o, Date: 1903
Inst: Small orchestra
Perf: Budapest, 1903

i. " 4. Pacsirtaszé6 [Lark Song). Music for a play by Zsigmond
Moéricz

Date: 1917

Inst: Small orchestra
Pub: Unpublished
Perf: 1917

v, 5. The Adventures of Hiry Jdnos from Nagyabony to the Burg
. Castle, Op 15. Comic opera in four (originally five)
adventures, with prologue and epilogue; text by Béla Paulini
and Zsolt Harsanyi

I. Adventure Along the Russian Border
II. Adventure in the Garden of Emperor Franz II
II. Adventure Before the Castle of Milan
IV. Adventure at the End of the World (later omitted)
V. Adventure in Hary’s Room at the Vienna Burg
Date: 1926 (1937-8, 1948-52)




Per:

Cast:

Set:

Perf:

Pub:
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tuba, cimbalom ( if not available, substitute piano or
harpsichord), piano, celesta, timpani, cymbals, bass
drum, side drum, triangle, military drum, strings.
Military band

3 female soloists, 2 tenors, 2 baritones, children’s choir,
female and male choir, ballet

Hary Janos: Imre Pall6; Orzse, his betrothed: Izabella
Nagy; Emperor Franz: Sandor Pusztai; Empress: Sari
Sebesk; Emperor’s Mother-in-law: Teréz Fazekas;
Napoleon: Dr. Viktor Dalnoki; Marie Louise,
Napoleon’s wife: Rozsi Marschalko; Uncle Marci,
imperial coachman: Janos Kormendy; Knight
Ebelasztin: Gyula Toronyi (plus 14 spoken parts),
generals, Hungarian and French soldiers, Ruthenian
girls, bands of soldiers, people at the borders and at
court, and dragoons (only in the first version).

The prologue and epilogue are set in the Nagyabony
Inn

Budapest, 16 October 1926, Hungarian Royal Opera
House, conductor: Nandor Rékai, producer: Laszl6
Mairkus. Sets: Gusztav Olah, choirmaster: Vilmos
Roubal.

1929, 1931, U, Z 1955, Moscow: Izdatelstvo Muzika.
(vocal score).

Székely foné [The Transylvanian Spinning Room]

Date:

Inst:

Per:

Cast:

1924-1932

Piccolo, 2 flutes, 2 oboes (the second doubling cor
anglais), 2 clarinets, 2 bassoons, 4 horns, 2 trumpets, 3
trombones, timpani, percussion (bass drum, cymbals,
triangle, side drum, tambourine), strings

Soprano, 2 contraltos, tenor, 2 baritones, mixed choir,
ballet.

Housewife: Maria Basilides; Lover: Imre Pallg;
Neighbor: Maria Budanovits; A youth: Endre Rosler;
A girl: Anna Bathy; A mummer disguised as a flea:
Oszkar Maleczky: Mute characters: two gendarmes, an
old woman and a little girl.

Pub:

11UUST, LUNIUULIEU DY OUIBIU rauuvny; proaucea by
Laszl6 Markus; sets and costumes: Gusztiv Olah;
choir-master: Vilmos Roubal; choreography: Jan
Cieplinsky

U 1932, 1960 (vocal/piano score)

7. Czinka panna
Date: 1946-1948 .

Perf:

15 March 1948

Note: Incidental music to a singspiel by Béla Balazs

ORCHESTRAL WORKS

8.

Ded:
Inst:

Perf:

Pub:

Inst:
Perf:

Overture in D Minor

Date: 1897
Inst: Orchestra
Perf: February 1898, Nagyszombat

Nyiri este [Summer Evening]

Date: September 1906.

Arturo Toscanini

Flute, oboe, English horn, 2 clarinets, 2 bassoons, 2
horns, strings

Budapest, 22 October 1906, Hungarian Royal Opera
House Orchestra. Revised version: New York, 3 April
1930, New York Philharmonic Orchestra conducted by
Arturo Toscanini

U 1930, BH 1939, WPV

Note: Original score not extant. Revised 1929.

Régi magyar népdalok [Old Hungarian Folk Songs].
Date: 1917

2 clarinets, bassoon, strings.

First performance under German title: Alte ungarische
Volksweisen fiir kleines Orchester, gesetzt von Professor
Zoltdin Kodaly; Vienna, 12 January 1918 on the
occasion of a concert organized by the Ministry of
Defense of Austro-Hungarian Monarchy. Deutsch-
meister Orchestra, conductor: Wilhelm Wacek
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12,

13.
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Note: Melodies from old Hungarian soldier songs.
Transcription for cello and piano first performed in
1927 is called Magyar rondé [Hungarian Rondo]

Ballet Music “Dance of the Dragoons from the Omitted IV
Adventure of Hary Janos.”

Date: 1925

Inst: As in the comic opera

Perf: 22 August 1927, Saxohon Hall, Budapest,
Philharmonic Society Orchestra, conducted by Erng
von Dohnényi

Pub: U 1936

Note: Piano transcription by Andor Foldes, 193?

Hiry Jdnos Suite.

I. Prelude. The Fairy Tale Begins
Il. Viennese Musical Clocks
Ill. Song
IV. The Battle and Defeat of Napoleon
V. Intermezzo
VI. Entrance of Emperor and His Court
Date: 1926-1927
Perf: Barcelona, 24 March 1927, Gran Teatro del Liceo,
Pablo Casals Orchestra, conducted by Antal Fleischer
Inst: Orchestra as in opera
Pub: U 1927, BH, EMB, WPV
Note: The Intermezzo was transcribed by Jézsef Szigeti for
violin and piano. Pub: BH 1951, U 1952. The
Intermezzo was arranged for solo harp by Aristad von
Wiirtzler and a concert transcription was made for
piano by Andor Féldes.

Szinhdzi nyitdny [Theatre Overture]

Date: 1927, 1929-1932
Inst: As in the comic opera
Perf: Vienna, between 25 April 1928 and end of June,

Gesellschaft der Musik-Freunde, conducted by Robert
Heger.

L uv. v 1704

Note: Originally composed for Hiry Jinos.

Marosszéki tdncok [Dances of Zmnommamr_ (2 versions: for
piano and for orchestra)

Date: 1923-1927, orchestral version completed 8 October
1929

Inst: Orchestral version: 2 flutes (second doubling piccolo),
2 oboes, 2 clarinets, bassoon, double-bassoon, 4 horns,
2 trumpets, kettledrum, side drum, bass drum,
cymbals, strings.

Perf: Hungarian Radio, 14 March 1927 concert performance:
Budapest, 17 March 1927, Louis Kentner (piano
version); Dresden Opera House, 28 November 1930,
Sachsische Staatskapelle, conducted by Fritz Busch
(orchestral version) Ballet: Hagen, between January
and March 1931, City Theatre, Choreography: Giinter
Hess. ;

Pub: Piano version: U, EMB; Orchestral version: U 1930,
WPV, BH 1939, EMB, Z 1955

Galdntai tdncok [Dances of Galanta)

Date: Completed in 1933

Inst: 2 flutes (second flute doubling piccolo), 2 oboes, 2
clarinets,2 bassoons, 4 horns, 2 trumpets, timpani, side
drum, triangle, glockenspiel, strings

Perf: Budapest, 23 October 1933, gala concert. Orchestra of
the Budapest Philharmonic Society conducted by Erng
von Dohnényi.

Pub: 1. Score: U 1934, Hawkes and Son 1939, EMB. 2. Piano
score by Jen6 Kenessey: U, EMB

Variations on a Hungarian folk song ‘Felszdllott a pdva’ [The
Peacock Has Flown]

Date: 1937-1939 .

Inst: 3 flutes, (third doubling piccolo), 2 oboes, (second
doubling English horn), 2 clarinets, 2 bassoons, 4
horns, 3 trumpets, 3 trombones, timpani, cymbals, bell,
harp, strings



17.

18.

19.

20.

21.

Orchestra, conducted by Willem Mengelberg
Pub: Author 1941, EMB 1947, BH 1947, Z 1957

Concerto for Orchestra

Date: 1939-1940

Inst: 3 flutes (third doubling piccolo), 2 oboes, 2 clarinets, 2
bassoons, 4 horns, 3 trumpets, 3 trombones, tuba,
timpani, triangle, harp, strings

Perf: Chicago, 6-7 February 1941, Chicago Symphony
Orchestra, conducted by Frederick Stock _

Pub: BH 1958, EMB 1958

Honvéd parad march

Date: 1948
Inst: Brass band
Note: from Hiry Jinos.

Minuetto serio

Date: 1953 ;

Inst: Orchestra

Pub: EMB 1953

Note: Concert version of a movement from Ballade of Czinka
Panna, singspiel by Béla Balazs.

Symphony in C

1. Allegro
2. Andante moderato
3. Vivo
Date: From the 1930s to 1961

Inst: 3 flutes (third doubling piccolo), 2 oboes, 2 clarinets, 2
bassoons, 4 horns, 3 trumpets, 3 trombones, tuba,
timpani, triangle, cymbals, strings

Perf: Luzerne, 16 August 1961, Luzerne festival, Swiss
Festival Orchestra, conducted by Ferenc Fricsay.

Pub: BH 1962, EMB

Five Songs of Béla Bartok, Op. 15
Date: 1961

Pub: U 1962
Note: Orchestral arrangement by Kodaly

' CHAMBER AND INSTRUMENTAL WORKS
22.  Menuetto for String Quartet x
Date: 1897

23. Romance lyrique

Date: 1898
Inst: Cello and piano

24. String Trio in E-flat

Date: 1899
Inst: Two violins and viola

-25.  String Quartet

Date: 1899

Adagio

i+ Date: 1905
Inst: Violin and piano. Transcriptions for viola and cello
date from 1910
v Pub: R1910, U, ZV [EMB] Z 1953. (Orchestral transcriptions
: w by Ern6 Por (1929); Géza Fried, published in Germany;
mhr _ Géza Kresz, unpublished)

Date: 1905
_Inst: String trio

Perf: 20 June 1905 at a students’ concert together with a
movement for String Quartet
Pub: In Zenetudomdnyi tanulmdnyok Zoltin Koddly 75

sziiletésnapjira 1957, EMB 1976 (score and parts)

\Em&na:.oa sur un motif de Claude Debussy

U
...

" Date: 1907, Budapest
Inst: Piano
Pub: U 1925, 1953 EMB
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1. Andante poco rubato; Allegro
2. Lento assai; Tranquillo
3. Presto
4. Allegro
Date: 1908-1909
Perf: 17 March 1910, Budapest, Waldbauer-Kerpely String
Quartet §
Pub: R 1910, U 1920, EMB, Z 1950 M

Zongoramuzsika [Nine Piano Pieces], Op. 3.

1. Lento
2. Andante poco rubato
3. Lento; Andante
4. Allegretto scherzoso
5. (quos ego...) Furioso
6. Moderato triste
7. Allegro giocoso
8. Allegretto grazioso
9. Allegro commodo; Burlesco
Date: 17 March 1909, Budapest.
Pub: Rézsavolgyi 1910, Delkas 1945 (Los Angeles), BH 1983
Z 1950, 1955
Inst: Piano
Note: This composition was originally titled Ten Pieces and
included Valsette, which was composed in 1905.
(Valsette was published separately in 1921 by
Roézsavolgyi and omitted in later editions of the: Piano
Pieces. This piece was arranged by Emil Telmanyi for
violin and published by Boosey and Hawkes in 1965)
EMB 1952.

’

Seven Pieces for Piano, Op. 11

1. Lento.
2. Rubato, parlando (Székely-Transylvanian Lament)
3. Allegretto malincolio (“...il pleut dans mon coeur

comme il pleut sur la ville...”) Verlaine
4. Rubato (Epitaph)

or rrasmguauy
6. Poco rubato (Székely-Transylvanian Song)
7. Rubato
Date: 1910-1918
Pub: U 1921, 1968 ZV [EMB], Z 1952
Note: These were orchestrated by Gyorgy Ranki in 1962.
Poco rubato was arranged for solo harp by Aristad
von Wiirtzler.

Sonatina for Cello and Piano

Date: 1909

Pub: In Zenetudomdnyi tanulményok Zoltdn Koddly 75
szilletésnapjira 1957; EMB 1969 (ed. Lev Giuzburg,
Soviet Russian cello professor)

Sonata \mw Cello and Piano, Op. 4

I. Fantasia
II. Allegro con spirito
Date: 1909-1910
Perf: Festival Hongrois, Paris, 12 March 1910, Jénos
Mihéalkovics (cello), Béla Bartok (piano) second and
third movements only. March 17, 1910, all three
movements, JenS Kerpely (Cello) Béla Bartok (piano)
Pub: U 1922, BH 1966, Z 1969

Duo, Op. 7

1. Allegro serioso non troppo R
II. Adagio; Andante .
III. Maestoso e largamente ma non troppo lento; Presto
Date: Budapest, 1914
Inst: Violin and cello
Perf: Budapest, 7 May 1918 by Imre Waldbauer (Violin),
Jend Kerpely (Cello)
Pub: U 1922, 1949, 1952

Sonata for Solo Cello, Op. 8

I. Allegro maestoso ma appassionato
II. Adagio
III. Allegro molto vivace
Date: 1915
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37.

38.

39.

40.

41.
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Pub: U 1921

Capriccio for Solo Cello

Date: 1915
Pub: EMB 1969 (ed. Laszl6 Mez8), U 1921, 1952, Z 1969

String Quartet No. 2, Op. 10

I. Allegro
II. Andante; Allegro giocoso
Date: 1916-March 1918
Perf: Budapest, 7 May 1918, Waldbauer Kerpely String
Quartet
Pub: U 1921

Serenade, Op. 12

L. Allegramente

Il Lento, ma non troppo

III. Vivo
Date: 1919-March 1920
Inst: Two violins and viola
Perf: Budapest, 8 April 1920, Imre Waldbauer (first violin),
Jénos Temesvary (second violin), Egon Kornstein
(Kenton), Viola
U 1921, 1952

Pub:

Hivogaté taborttizh6z [Calling to Campfire]
Date: 1930

Inst: Clarinet

Preludium for Organ

Date: 1931
Pub: U
Note: Originally composed for Pange Lingua

Gyermektdncok [Children’s Dances]. Twelve dances for piano
on the black keys

1. Allegretto

. vivace
Moderato cantabile
Allegro moderato, poco rubato
Vivace
Vivace, quasi marcia
Friss
- Allegro marcato -
10. Allegro leggiero
11. Vivace
12. Allegro comodo
Date: May 1945, Budapest
Pub: 'BH 1947, 1965, EMB 1953, Z 1969
Perf: Some of the above pieces were played by Péter Frankl,
Eva and Zsofia Szepessy and Annie Fischer during a
lecture given by Kodaly on Hungarian instrumental
teaching in May/June of 1946.
Note: Arranged for solo harp by Aristad von Wirtzler.

OEONUGIEO

Gavotte

Date: 19527
Inst: 3 violins, cello
Pub: EMB 1982

Epigrammik [Epigrams]

Date: 1954

Inst: Nine pieces for one or two melodic instruments with
piano accompaniment. Originally voice and piano.

Pub: EMB 1954, BH 1963 (as part of Choral Method Series)

Note: Transcriptions for organ by Gabor Trajtles published
by EMB.

Date: c. 1897
Inst: Mixed choir and organ
Pub: Manuscript lost. Fragments only
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"Date: 1942

Inst: Organ

Perf: Budapest, 11:30 Low Mass, at St. Stephen’s Basilica, 7
May 1944 Organist: Sebestyén Pécsi

Pub: MK, BH

Missa brevis (Organ Version) :

I. Introitus
II. Kyrie
IlI. Gloria
IV. Credo
V. Sanctus
V1. Benedictus
VII. Agnus Dei
VIII. Ite Missa Est
Date: 1942-1944
Inst: Organ
Per: mo@B:P mezzo soprano, contralto, tenor, bass solo,
mixed choir
Perf: Budapest, 11 February 1945, ground-floor cloak room
of the Opera House, Jtlia Orosz, Lilian Birkis, Livia
Dobay, Maria Budanovits, L4sz16 Nagypal, Imre Pallé,
Janos Fodor, Oszkar Maleczky, Mihaly Székely
(vocalists), Gusztav Olah (harmonium)
Pub: MK, BH 1947, Z 1959

Missa brevis (Orchestral Version)

Date: 1948

Inst: 3 flutes (third doubling as piccolo), 2 oboes, 2 clarinets,
2 bassoons, 4 horns, 3 trumpets, 3 trombones, tuba,
timpani, organ (ad lib), strings. Vocalist as in the organ
version.

Perf: Worcester Cathedral, Three Choirs’ Festival, 9
September 1948, conducted by: Zoltan Kodily, with
the Festival Choir, London Philharmonic Orchestra,
Isabel Baillies, Eva Mitchell, Mary Jarred, William
Herbert, Norman Walker (vocalists).

Pub: BH 1950

49.

. 50.

52.

53.

51.
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Mass, with Sebestyén Pécsi’s suggested registrations, edited
by Martin Hall. Revision: 1966)

Date: 19657
Pub: BH 1966

Magyar mise [Hungarian Mass]

Date: 1966

Inst: For unison voices and keyboard '

Pub: Catholic Publishing House “Saint Stephen
Association,” Budapest, 1972.

SONGS

Ave Maria in F

Date: c. 1897

Inst: Voice and organ
Pub: Manuscript only
Ave Maria in E-flat

Date: c. 1897

Inst: Voice and string orchestra
Pub: Manuscript only

Ave Maria in A

Date: c. 1898

Inst: Voice and organ

Pub: Manuscript only

Vadonerdd a vildg [A World Is a Wildwood]

Date: Before 1900

Inst: Voice, piano, and violin

Szeretném itthagyni a fényes vildgot [1 Should Like to Leave
This Bright World]

Date: 1905 )

Inst: Voice, piano, and violin

Magyar népdalok [Hungarian folk songs]




56.

57.

14, 1vIAagud a Luldla [\alttll Nuej
13. Azért, hogy én huszir vagyok [As a Soldier I Must
Leave You]
14. A Nad Jancsi csardiban [At the Tavern Janek’s
Hiding]
15. Ha feltilok, csuhaj [Here’s My Horse]
16. Gerencséri ucca [Scarlet Roses Growing]
17. Lattad-e te babam [Poplar Leaves Are Falling]
18. Torik mér a réteke [Now nrm Fields Are Being
Ploughed]
19. Isten hozzad SziilGttem fold E.:m Prisoner]
10. Fére bélem bGbana :u::w_zm Song]
Date: 1906
Inst: Voice and piano
Pub: With Bart6k. 1st edition, Rozsnyai Karoly, Budapest
1906, Z 1960, 1967, 1969
Note: The first ten are arranged by Barték, the remaining ten
arranged by Kodély. English words by Nancy Bush

Négy dal ének zongora [Four Songs for Voice and Piano]

1. Haja, haja [Alas! Alas!] (Janos Arany 1817-1882) 1907
2. Nausikaa (Anon) 1907
3. Mezei dal [Meadow Song] (Anon) 1907
4. Fij a szivem [My Heart Aches] (Zsigmond Méricz
1879~1942), from the play Lark Song
Date: 1907-1917
Pub: U 1925, BH, EMB

Eneksz6, Op. 1 Dalok népi versekre, ének-zongora [16 Songs on
Hungarian Popular Words for Voice and Piano]

1. Hidrom it el5ttem [Three the Ways I Must Go])

2. ]ojj te hozzém [Come to Me My Little Birdie]

3. Kinyflt a kalitka [The Cage Is Open Wide]

4. Sem szdntok, sem vetek [I Neither Toil nor Spinl

5. Isten adta kis barndja [My Delightful Brown Haired
Mistress]

Jaj de régen nem ldttalak [Oh, How Long It Is Since We
Met!]

7. Ha ki szépet szeret [He Who Loves a Fair One]

8. Csak aztat csuddlom [I Have Always Wondered]

&

1U. Azt gondolod rozsam | Ah, My Beloved]
11. Ne sajndld galambom [Let Not Your Anger Rise]
12. Ki-kideriil, meg beborul [Now It's Clear and Now It's
Cloudy]
13. Sohasem cslekszem [Never Again Shall I Do What I
Have Just Done]
14. Azt gondolod, hogy én bénom [Do You Think .E:: 1
Would Sorrow]
15. Tudtad, tudtad [Ah, But You Know]
16. Kétdttem bokrétit [I Plucked the Fairest Flowers]
Date: 1907-1909
Pub: R 1921, EMB 1954, Z 1955
Perf: These works were not originally performed as a song
cycle.
Note: Published with English text by Cecil Gray.

Megkésett melédiak [Belated Melodies], Op. 6. Seven songs for
voice and piano.

1. Magdnyossdg [Solitude] (Daniel Berzsenyi, 1776-1836)
Budapest, 1912

2. Levéltiredék bardtnémhoz [From a Lover's Letter)

. (Déaniel Berzsenyi) Budapest, 1916

3, Az élet dele [Life’s Noontide] (Daniel Berzsenyi)

~ Budapest, 1913

A tavasz _mvdnm_ (Daniel Berzsenyi) Budapest, 1913

Biisan csdrdg a lomb [Sadly Rustle the Leaves] (Ferenc

Kolcsey, 1790-1838) Budapest, 1915

Elfojtédds [Weeping] (Ferenc Kolcsey) Budapest, 1913

. A farsang biicsiiszavai [Farewell Carnival] (Mihaly

Csokonai Vitéz, 1773-1805), Budapest, 1916.

Date: 1912-1916

Perf: 7 May 1918, Oszkar Kalman, bass; Béla Bartok, piano

Pub: U 1923, BH 1939, EMB, Z 1955

Note: English version Elisabeth Lockwood; German version,

B. Szabolcsi. Text based on 19th-century poems.

o

6
7

Két ének [Two Songs]l, Op. 5. For low male voice and
orchestra

1. A kozelftd tél [Approaching Winter] (Déniel Berzsenyi,
1776-1836)
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Date: 1913-16

Inst: A kdzelitd tél [Approaching Winter]
3 flutes, 2 oboes, English horn, 2 clarinets, 3 bassoons,
4 horns, timpani, harp, strings
Sfrui, Sfrni, Sfrni [Cry, Cry, Cry]
3 flutes, piccolo, 2 oboes, English horn, 2 clarinets, bass
clarinet, 3 bassoons, contra-bassoon, 4 horns, 2
trumpets, 3 trombones, bass tuba, timpani, tamtam,
triangle, harp, strings

Perf: 10 January 1921, Béla Venczell, bass, Orchestra of the
Budapest Philharmonic Society, cond. Ern8 von
Dohnéanyi

Pub: U 1923, BH, EMB, Z 1955

Ot dal [Five Songs], Op 9. For voice and piano

1. Addm, hol vagy? [Adam, Where Art Thou?] (Endre
Ady) Budapest, 1918
2. Sappho, szerelmes éneke [Sappho’s Love Song] (Endre
Ady) Budapest, 1916
3. Ejjel (Night) (Béla Balazs, 1884-1949). Budapest, 1915
4. Kicsi virdgom (My Little Flower) (Béla Balazs)
Budapest, 1915
5. Az erdd [The Forest] (Béla Balazs), 1916
Date: 1915-1918
Pub: U 1924, BH 1939, EMB, Z 1956

Hérom ének [Three Songs], Op. 14. For voice and piano.

(Orchestrated Version: Songs 1 and 3: 1929; song 2: before
1947).

1. wmw.x&w:am nékem [Exile/Sad am I} (Balint Balassi 1554—
94
2. Imhol nyitva én kebelem [Heart of Fire/My Heart Is
Open] (anon. 17th-century)
3. Virj meg madaram [Stay, Sweet bird/Wait for Me My
Bird] (anon. 17th-century)
Date: 1924-1929
Pub: U 1929, BH 1939, EMB, Z 1955

Note: Instrumentation for orchestral version: 2 flutes, 2
oboes, 2 clarinets, 2 bassoons, 2 horn, timpani,
percussion, strings. Published U 1937.

Magyar népzene [Hungarian Folk Music]

For Low Voice A
I. Ot székely ballada és dal [Five Transylvanian Ballads and
Songs]
1. Moélindr Anna [Annie Miller]
2. Ahol én elmegyek {1 Rovel
3. Egy kicsi madirka [Came a Bird A-Flying]
4. Kit kéne elvenni? [Which One Should I Marry?]
5. Apré alma lehullott [From the Tree an Apple Fell]
II. Ot székely ballada és dal [Five Transylvanian Ballads and
Songs]
6. Hdrom drva [The Three Orphans]
7. Kitrdkotty mese [Cockricco!]
8. A rossz feleség [The Heartless Wife]
. Szomorii flizfa [The Weeping-Willow]
10. Egy nagy6ru béha [Long Nose}
IHI. [No title]
11. Elkidltom magamat {Far Across the Village Green]
12. Kocsi, szekér [Wheelcart, Barrow]
13. Meghalok, meghalok [Woe Is Me]
14. Virdgos kenderem [All the Hemp]
15. Akkor szép az erdd [Lovely Is the Forest]
16. Asszony, asszony, ki az dgybél [Woman, Woman, Out of
Your Bed!]
IV. [No title]
17. Barcsai [Barcsai)
18. Kéddr Kata [Katie Kadar]
19. A nbvérek [The Sisters]
20. Tiicsoklakodalom [The Cricket’'s Wedding]
21. Zold erdében [In the Forest] ‘
22. A hérom asszony [Three Women}
23. Most jottem Erdélybdl [I Have but Just Arrived]
24. Cigdnynéta [Gypsy Song]
V. [No title}
25. Magas kisziklinak [Love’s Anodyne]
26. Jaj de szerencsétlen idGre jutottam [A Psalm of
Supplication]

o .
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29. Csillagom, révészem [The Ferryman]

30. S2016hegyen keresztiil [Kitty and Johnny]
31. Dudanéta [Piper Johnny]

For High Voice
VL Katonadalok [Soldiers Songs] ,
32. Katona vagyok én [Called to Serve My Country]
33. Arrél aliil [Over Yonder]
34. Huszdrn6ta [Hussar’s Song]
35. Doberd6i dal [Song on Doberdo]
36. Verbunk [Recruiting]
VIL Régi Harcokr6l {About Old Battles]
37. Kaddr Istvén [Stephen Kadar] -
38. Siralmas volt nékem [All My Days Are Clouded]
39. Megégett Récorszdg [All Our Homes]
40. Labanc gtinydal a kurucra [“Labantz” Mocking
“Kurutz”]
41. Kortefa [The Pear Tree of Gyongyts)
42. Rdkéczi kesergdje [Rakoczi’s Lament]

For Low Voice
VIIL [No title] ‘
43. Virdgok vetélkedése [In the Cornfields]
44. Szab6 Erzsi [Poor Elsie]
45. A buibinat keserilség [Bitterness and Sorrow]
46. Elmenyek, elmenyek [Far Away]
47. Ludaim, Lidaim [My Geese]
IX. Bordalok [Drinking Songs]

b For Low Voice
XL [No title]
58. A mohdcsi malomgdtba’ [Hear the Rushes Rustling]
59. Este rbzsim, ne jdjj hozzdm [Do Not Come Tonight]
60. Kis kertet kerteltem [On the Shore of the Sea]
61. Az alfsldi csirddban [On the Puszta]
62. Megvettem a feleségem [Now I've Paid a Hundred
. Thalers] :
Date: 1924-1932, 1960
Inst: Voice and piano
Pub: 1-X 1924-1932; Composers Edition, Rézsavolgyi, U,
OUP, XI EMB, BH 1964
Note: Collection of 57 ballads and folk songs for voice and
piano. These works were published at different times,
English version by A.H. Fox Strangways.

63. A beneknek gyors kaszdsi (Himfy Song/The Quick Reapers of
the Grove] (Sandor Kisfaludy). For voice and piano

Date: 1925

Pub: EMB 1982

Note: Published in the Italian periodical La lettura in 1933 (in
Italian translation “Rivelazione d’amore”).

64. Killai kettds [Double Dance of Kall6)

I. Slow dance

. . , ) d IL Allegro
48. Hej, a mohi hegy bordnak [Hey! The Wine of Mohi . L. Presto
S:wmmm_ . Date: 1937 A
49. Puciné [Mistress Prue] Inst: First version for voice and piano published in volume
50. Vasdrnap bort inni [Sit and Drink All Sunday] Gyéngydsbokréta
51. Oreg vagyok [I Am Old and Bald Now] 1,  Pub: Gyongydshokréta [Pearl Bouquet] Vajna & Co. Pub.
52. Dus [A Pledge] " Budapest 1937
For High Voice Note: Arrangement of folk dances from Nagykall6. English
X. [No title] title, Kdll6 Folk Dances. English words by Nancy Bush.

53. Arva vagyok [Fatherless Am I}

54. Megizenem az édesanydmnak [Dearest Mother, Busy
Now You Must Be]

55. A csitdri hegyek alatt [From Distant Mountains]

i Authorized transcription for violin and piano by
_ Fejgin (EMB 1960).

vmm.,_ . Moélndr Anna [Annie Miller]
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Inst: Low voice and chamber orchestra

Pub: Unpublished

Note: Orchestral transcription of a Transylvanian folk ballad
from Magyar népzene [Hungarian Folk Music] Vol. 1,
no. 1. The original score was lost during the war. The
composer made a reconstruction in 1959.

Kddér kata. [Mother listen] Transylvanian folk ballad.

Date: 1943

Inst: Low voice and chamber orchestra; original
orchestration unknown

Perf: Sung by Margit Silaszy for a film

Pub: Unpublished; Author, 1950

Ot hégzi-mari népdal [Five Folk Songs of the Mountain
Cheremes) (Hungarian translation by Géza Képes). For voice
and piano. '

Date: 1960

Pub: EMB 1961

Perf: 1960, on the occasion of the 1st Finno-Ugrian
Congress, Erzsébet Torok, voice; P4l Arat6, piano

Epitaphium Joannis Hunyadi (Janus Panmonius, 15th century).
For voice and piano

Date: 1965
Pub: EMB, Z 1961, 1965
Note: Composed as a sight-reading task for young singers.

Nyolc kis duett [Eight Little Duets]. For soprano and tenor;
with piano accompaniment

1. Igy kezdddik a Kalevala, vol. II, no. 61 [Kalevala Starts
Like This] (Finnish folk tune translated by Béla Vikér)
Arany eziistért, vol. 111, no. 107 [Gold and Silver]

Egy kicsi maddrka, vol. 111, no. 112 [A Little Bird]

Kis bece ldnyom, vol. 11, no. 78 [My Little Daughter]
Lednyszépség (Sandor Kisfaludy), vol. I, no. 59. [Girl's
Beauty]

Hej! tulipén, tulipdn, vol. 11, no. 79 [Tulip, Tulip]
Csillagoknak teremtdje, vol. 11, no. 80 [Creator of Stars]

@AW N
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Date: 1953

Perf: 21 October 1953. Anna Béthy, soprano; Endre Rosler,
tenor

Pub: EMB 1954, Z 1954, BH 1957

Note: Vol. and no. refer to arrangements of melodies from
Bicinia Hungarica Vol I-IV. English version by Thomas
Rajna.

4 _>nnO§w>2_mU CHORAL WORKS
70. Ave Maria

Date: c. 1899
Inst: Mixed chorus and organ

71.  Offertorium (Assumpta est)

Date: 1902
Inst: Baritone soloist, mixed choir, and orchestra -
Pub: Manuscript

72.  Psalmus hungaricus, Op. 13

Date: Budapest, 1923

Inst: 3 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 3
trumpets, 3 trombones, timpani, cymbals, harp, organ,
strings, solo tenor, mixed choir, children’s choir

Perf: 19 November 1923, Ferenc Székelyhidy, the Palestrina
Choir, the Budapest Philharmonic Society Orchestra,
conducted by Ern6 von Dohnényi

Pub: U 1924, 1942, EMB, WPV )

Note: The text is a paraphrase of the 55th Psalm by the 16th-
century poet, Michael Vég of Kecskemét. English
translation by Edward J. Dent, German translation by
Bence Szabolcsi.

73. Tantumergo V [Tantum ergo V]

n 1. Maestoso
P II. Andante
_ I1I. Con moto

IV. Sostenuto
V. Moderato
Date: 1928
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INote: Five settings ot the “l'antum ergo” text.

Pange lingua

Date: 1929

Inst: Mixed choir and organ

Pub: U 1931, 1958, BH 1939

Note: A transcription of Tantum ergo V with an organ
Praeludium (1931). Setting of a hymn text by St.
Thomas Aquinas (1263).

Katonadal [Soldier’s Song]

Date: 1934

Inst: Male choir (TBB), trumpet and drum

Pub: Hungarian, German, English; MK 1934, BH 1951

Note: Folk song. English version by Nancy Bush after a
translation by Matyas Seiber.

Kardcsonyi pdsztortdnc [Christmas Dance of the Shepherds)

Date: 1935

Inst: Treble choir (SA) and piccolo

Pub: Hungarian, German, English; MK 1936, EMB, U 1938

Note: Based on a folk song collected by Istvan Volly. English
words by Elisabeth M. Lockwood.

Budaviri te deum [Te deum of Buda Castle]

Date: 1936 (Date of completion at the end of the printed
score: 10 July 1936)

Inst: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 3
trumpets, 3 trombones, tuba, timpani, organ (ad
libitum), strings :

Per: Soprano solo, tenor solo (ad libitum contralto and bass §
solos, may be sung by choir), mixed choir

Cast: Irén Ritter (soprano) Melanie Kisfaludy (contralto), 3
Istvan Lacz6 (tenor). Zsigmond Mezey (bass), Antal :
Varhelyi (organ), choir and orchestra of the Matthias
Chruch, conducted by Viktor Sugar

Perf: Budapest, 2 September 1936, Matthias (Coronation)
Church in Buda Castle

Pub: U 1937, BH 1939

e RIS
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Inst: Treble unison choir and organ; male choir; treble
choir; mixed boys’ choir; small mixed choir; large
mixed choir

Pub: Treble unison choir and organ (MK 1939, Z); male
choir (MK 1938); treble choir (MK 1939, Z); mixed
boys’ choir (MK 1939, Z); small mixed choir (MK 1939,
Z); large mixed choir (MK 1939, BH, z)

Note: Text is taken from a religious song book: Bozéby-
énekeskonyv (1797). English title, Hymn to St. Stephen.
Versions are not simply transcriptions but are different
arrangements of the same text and melody.

Vejnemdjnen muzsikdl [Wainamoinen Makes Music]

Date: 1944
Inst: Treble choir (SSAA) and harp or piano

Pub: Hungarian, English; Author 1950, MK 1944, EMB, Z
1950, 1963

Note: Based on an original song from The Kalevala;
Hungarian text by Béla Vikar. English translation by
W.F. Kirby (assigned to BH 1966).

Vértaniik strjandl (At the Graves of Martyrs]

Date: 1945

Inst: Mixed choir and orchestra

Pub: EMB 1982

Note: Vocal section is a version of Hymmn to St. Stephen

Jézus és a gyermekek [Jesus and the Children)

Date: 1947

Inst: Treble choir and organ

Pub: In the collection Kirelejszom by Gyorgy Kerényi and
Dénes Szeds; MK 1947

Note: Text by Dénes Szed& (1902-1983).

- TR
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I. Slow dance
II. Allegro
III. Presto

Date: 1950

Inst: First version for voice and piano published in volume
Gydngydsbokréta ; mixed choir (SATB) folk orchestra (2
clarinets, Hungarian cimbalom, strings)

Pub: Gyéngydsbokréta [Pearl Bouquet] Vajna & Co. Pub.
Budapest 1937; mixed choir Hungarian, German; Z
1952, BH 1954

Note: Arrangement of folk dances from Nagykalié. English
title, Kdllé6 Folk Dances. English words by Nancy Bush.
Authorized transcription for violin and piano by
Fejgin (EMB 1960).

A 114, genfi zsoltdr [Geneva Psalm 114]

Date: 1952

Inst: Mixed choir (SATB) and organ

Pub: Hungarian, German, French, English; Z 1958, BH 1959

Note: From the French Psalter. Translated by Albert Szenczi
Molnar (1604). English title, Psalm 114. German
translation by Ernst Roth. No source given for the
English text.

Intermezzo from Héry Jdnos

Date: 1956

Inst: Mixed choir (SATB) and piano
Pub: Hungarian; Z 1957

Note: Text by Karoly Vargha.

The Music Makers, An Ode

Date: 1963

Inst: Mixed choir and orchestra (strings, 3 trumpets, 3
trombones)

Pub: BH 1970

Note: Setting of an Ode by William O’Shaughnessy (1844
1881), composed for the 700th anniversary of the
founding of Merton College, Oxford. First performed
31 May 1964.

Date: 1966

Inst: Mixed choir (SATB) and organ

Pub: Latin; BH 1966, EMB, Z 1973

Note: Text and melody from a 12th-century sequence from a
manuscript in Engelberg Monastery, .Switzerland.
Commissioned by the American Guild of Organists for
the National Convention (1966) in Atlanta.

UNACCOMPANIED CHORAL WORKS
: ; : 'Mixed choir

87. Miserere

Date: 1903
Inst: Mixed double choir

88. Este Hmﬁwa:m,_

Date: 1904
" Inst: Soprano soloist and mixed choir (SSATBB)
Pub: Hungarian, German, English; U 1931, MK 1943, Z
1972, BH 1939
Note: Text by Pal Gyulai (1826-1909). English by Elisabeth
M. Lockwood

Meitrai képek [Métra Pictures]

- Date: 1931

. Inst: Mixed choir

Pub: Hungarian, German, English: MK 1947, U 1933, EMB

Note: Based on Hungarian folk songs. English version by
Clement F. Rogers.

90.  Nagyszalontai kiszintd [A Birthday Greeting]
Date: 1931

Inst: Treble choir (SSA) (Hungarian; MK 1940, OUP, Z);
easy version for treble choir (SSAA)(Hungarian; Z);
mixed choir (MK 1937, OUP, U).

Pub: MK 1940, OUP, Z 1959, MK 1937, U 1933
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(SATB) (Hungarian, English; U 1933, Z).

Oregek [The Aged]

Date: 1933

Inst: Mixed choir (SATB)

Pub: Hungarian, German, English; MK 1934, U, EMB

Note: Text by Sandor Wedres (1913-1989). English words by
Elisabeth M. Lockwood, copyright assigned in 1939 to
Hawkes and Son, Ltd.

Akik mindig elkésnek [Too Late]

Date: 1934

Inst: Mixed choir (SATB)

Pub: Hungarian, German, English; MK 1934, U 1935, Z, BH
1939

Note: Text by Endre Ady (1877-1919). English version by .
Elisabeth M. Lockwood, for mixed choir.

Horatii carmen II. 10 (... de aurea mediocritate...). A szép
énekszd mnzsdjthoz [To the Muse of Beautiful Singing]

Date: 1934

Inst: Mixed choir (SATB) i

Pub: Latin, Hungarian; In Wagner’s publication: Carmina
horatii selecta; MK 1934 and 1935, BH 1958, Z 1962

Note: Current Hungarian title, A szép éneksz6 mfizsdjihoz [To
the Muse of Beautiful Singing]. Arrangement of a tune
by Adam P4loczi Horvath (1813). Hungarian words by .
Karoly Vargha (1914-). Written for the Grammar
Public Schools Singing Festival (1935).

Jézus és a kufdrok [Jesus and the Traders]

Date: 1934

Inst: Mixed choir (SATB)

Pub: Hungarian, German, English; MK 1934, OUP, U 1936 %

Note: Biblical text from John 2:13, Luke 19:45 and Zm_.ww
11:17. English words adapted by Edward Dent. (U lists §
copyright date as 1927).

wb Note: Text is taken from a religious song book: Bozéby-
t

A i,

alc, 170%

Inst: Mixed choir (SATB)

Pub: Hungarian, German, English; MK 1934, U, Z

Note: Arrangement of a lament from eastern Transylvania.
English words by Elisabeth M. Lockwood.

Liszt Ferenchez [Ode to Franz Liszt]

Date: 1936

Inst: Mixed choir (SATB)

Pub: Hungarian, German, English; MK 1936, EMB, U 1937,
Z1972

Note: Text by Mihaly Vérésmarty (1800-1855). Sung for the
125th anniversary of the birth and the 50th
anniversary of the death of Liszt by the Festival
Chorus of the 26th National Song Festival at

Szombathely. English words by Elisabeth M.
Lockwood.

Molndr Anna [ Annie Miller]

Date: 1936

Inst: Mixed choir (SATB)

Pub: Hungarian, German, English; MK 1936, EMB, U

Note: Arrangement of a folk song from easfern

Transylvania. English words by Elisabeth M.
Lockwood.

Enek Szent Istvdin kirdlyhoz [Hymn to St. Stephen]

Date: 1938 )

Inst: Treble unison choir and organ; male choir; treble
choir; mixed boys’ choir; small mixed choir; large
mixed choir

Pub: Treble unison choir and organ (MK 1939, Z); male
choir (MK 1938); treble choir (MK 1939, Z); mixed
boys’ choir (MK 1939, Z); small mixed choir (MK 1939,
Z); large mixed choir (MK 1939, BH, Z)

énekeskinyv (1797). English title, Hymn to St. Stephen.
Versions are not simply transcriptions but ate different
arrangements of the same text and melody.

ast—————
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Date: 1940

Inst: Mixed choir (SATB)

Pub: MK 1940, BH 1952, Z 1950

Note: Text by Wetres Sdndor. English version by Nancy.
Bush after a translation by Matyas Seiber, for mixed
choir (SATB) (Hungarian, English) .

04.

Gdmdri dal [Gomor Song]

Date: 1940 or 1941
Inst: Mixed choir
Pub: MK 1943, EMB

Balassi Bilint elfelejtett éneke [The Forgotten Song of the Balint
Balassi.]

Date: 1942

Inst: Mixed choir (SATB)

Pub: Hungarian, English; MK, 1943, BH, Z 1972

Note: Text by Erzsi Gazdag, 1912-1987. Written for a
teacher’s training school choir in Kolozsvar; Cluyj,
Romania 06.

Els6 dldozis [Communion Anthem]

Date: 1942

Inst: Mixed choir (SATB)

Pub: Hungarian, English; Author 1943, MK 1943, Z

Note: Based on a Gregorian melody from the 12th century.
Text by Dénes Szed6 (1902-1983). English translation
by Percy M. Young (assigned to BH 1963).

A 121, genfi zsoltdr [Geneva Psalm 121]

Date: 1943

Inst: Mixed choir (SATB)

Pub: Hungarian, German, French, English; Author 1943,
MK 1943, EMB 1958, BH 1959

Note: From the French Psalter, translated by Albert Szencsi
Molnar. English title, Psalm 121. German translation by
Ernst Roth; no source given for the English text. (The
Boosey and Hawkes edition lists the original copyright

collection published by EMB in 1951.)

Adventi ének [Advent Song]

Date: 1943

Inst: Mixed choir (SAB)

Pub: Hungarian, Latin, English; Author 1943, MK 1949, Z
1958

Note: Arrangement of a chant, Veni veni Emmanuel [O come,
O come Emanuel], from an 18th-century French
missal, translated into Hungarian by Dénes Szed®.
English words adapted by ].M. Neale (1818-1866)
(assigned to BH 1963).

A Székelyekhez [To the Transylvanians.]

Date: 1943
Inst: Mixed choir (SATB)
Pub: Hungarian, English; MK, 1943, BH, Z

"Note: Text by Séndor Pet6fi. English version by Thomas

Rajna.

Csatadal [Battle Song]

Date: 1943

Inst: Double choir (SATB and SATB)

Pub: Hungarian, German, English; MK 1943, BH 1959

Note: Text by Sandor PetSfi. Date of text 1848. German
translation by Ernest Roth, English translation by
Thomas Rajna

Szép kinydrgés [Beseeching]

Date: 1943

Inst: Mixed choir

Pub: MK 1943

Note: Text by -Balint Balassi (1554-1594). Published in
English as Prayer for Honour.

A Magyar nemzet [The Hungarian Nation]

Date: 1947
Inst: Mixed choir
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rup: Mungaran; ivis 1747, CiviD .
Note: Text by Sandor Petdfi (1823-1849). Dedicated to the
choir of Pécs Leather Factory

Sirat6 ének [Dirge]

Date: 1947

Inst: Mixed choir

Pub: MK 1947

Note: Text by P4l Bodrogh.

Naphimnusz [Adoration-Hymn to the Sun].

Date: 1948

Inst: Mixed choir

Pub: EMB 1972

Note: Hungarian text based on Cantico del sol by Francesco
d’Assisi (12th century) by Dénes Szedd. Based on
traditional Jewish melody and text [Boruch sém
kovand].(Jewish folk choruses, collected by Karoly
Fraknéi, Cserepfalvi Kiad6, 1948).

Az 50, genfi zsoltdr [The Geneva Psalm mq_

Date: 1948

Inst: Mixed choir SATB :

Pub: Hungarian; MK 1949, Z 1958

Note: Hungarian translation by Albert Szenczi Molnéar
(1604).

A szabadsig himnusza [La Marseillaise]

Date: 1948

Inst: Two-voice choir (1959); for three-voice treble choir; for
two-voice male choir (MK 1948); for three-voice male
choir (MK 1948); for three-voice mixed choir (MK
1948, EMB).

Pub: For two-voice male choir MK 1948; for three-voice
male choir MK 1948; for three-voice mixed choir MK
1948, EMB.

Note: Two-voice choir (1959); for three-voice treble choir for
two-voice male choir (MK 1948); for three-voice male
choir (MK 1948); for three-voice mixed choir (MK
1948, EMB).

Jerge Lupipr s

Date: 1948

Inst: Treble choir (SSA); male choir (TTBB); small mixed
choir; large mixed choir

Pub: Treble choir, Hungarian, MK 1949; male choir,
Hungarian, MK 1949, EMB; small mixed choir,
Hungarian, MK 1949, Z; large mixed choir, Hungarian,
MK 1949, Z.

Note: Text by Ferenc Jankovich (1907-1971).

Ttir6t eszik a cigdny [See the Gypsies Munching Cheese]

Date: 1950

Inst: Treble choir; mixed choir

Pub: Hungarian, German, English, French; Author 1925, U,
MK 1949, OUP, EMB. Arrangement for mixed choir (Z
1959)

Note: Arrangement of two folk songs. English title, See the
Gypsies. English translation by M. D. Calvocoressi, re-
printed in 1960 with new words by Jacqueline Froom,
for children’s choir (SSAA); for mixed choir (SATB).

. German translation by Emma Kodély.

Békesség6hajtds—1801 eszatendd [Wish for Peace-1801])

Date: 1953 6

Inst: Mixed choir (SATB)

Pub: Hungarian; Z 1953

Note: Text by Benedek Virag (1754-1830).

Zrinyi sz6zata [Hymn of Zrinyi/Zrinyi's Appeal]

Date: 1954-1955

Inst: Baritone soloist and mixed choir (SATBrB)

Pub: Hungarian, English; Z 1955

Note: Text by Miklés Zrinyi (1620-1664). Dedicated to
Emma Kodéily on their 45th wedding anniversary.
Text of English edition by Thomas Rajna. (Assigned to

BH, 1958). Performers at the premiere: Imre Pallf,

baritone; Hungarian Radio Choir conducted by Zoltan
Vaséarhelyi. .
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Date: 1956

Inst: Mixed choir (SATB)

Pub: Hungarian; Z 1956, 1972

Note: Text by Mihaly V6rosmarty (1800-1855). Dedicated to

V&résmarty school, the Piarist Secondary School in
Budapest.

Auren libertas/ Arany szabadsfg [Golden Liberty]

Date: 1957

Inst: Three-voice canon

Pub: Latin, Hungarian; Z 1958

Note: Text by Ferenc Jankovich. First appeared in the music
pedagogical periodical Enektanttds, 1957, no. 1.

I Will Go Look for Death {Gyéaszének]

Date: 1959

Inst: Mixed choir (SATB)

Pub: English; BH 1959, EMB 1972

Note: Text by John Masefield. English text translated by
Melinda Kistétényi.

Media vita in morte sumus [We Are in the Hand of Death in
the Middle of Qur Life]

Date: 1960

Inst: Mixed choir (SATB)

Pub: Latin; BH 1962

Note: Written in memory of Matyés Seiber (1905-1960). Title
of English Publication, Homo perpende fragilis (this is
the beginning of the text). (Boosey and Hawkes lists
copyright as 1960). Hungarian version uses the Latin
title. Translated by Laszl6 Lukin. -

Stk Sandor te deum [Te deum of Stk Sandor]

Date: 1961

Inst: Mixed choir (SATB)

Pub: Hungarian; Z 1962

Note: Hungarian text by Sandor Sfk (1889-1963)

PR - - s -

Date: 1961
Inst: Mixed choir

An Ode for Music [Oda a muzsik4hoz]

Date: 1963

Inst: Mixed choir (SATB)

Pub: English; BH 1963, EMB 1972

Note: Text by Kéaroly Vargha. Written as a greeting to the
Tenth Cork International Choral Festival. Words by
William Collins (1721-59) from The Passions and
attributed to William Shakespeare. Hungarian
translated by Melinda Kistétényi. Orginally composed
with English text.

Mohdcs
Date: 1965

“Inst: Mixed choir (SATB)

Pub: English; EMB 1965, BH
Note: Original poem by Karoly Kisfaludy (1788-1830).
English words by Percy M. Young.

. Treble choir

Két zoborvidéki népdal E.So.mo_w Songs from Zobor]

1. Meghalok, meghalok (Woe Is Me]

2. Piros alma mosolyog [Blooming on the Hilltop/The Leveret]

Date: 1908

‘Inst: 1. Woe Is Me. for three sopranos and three alto soloists
or small ensemble and treble choir (S§SSAAA). 2.
Blooming on the Hilltop/The Leveret. For three soprano
and three alto soloists or small ensemble and treble
choir (SSAA).

Pub: Hungarian, German, English; U 1923

Note: 1. Woe Is Me English by M. D. Calvocoressi; 2.
Blooming on the Hilltop/The Leveret, English by M. W.
Pursey.

Hegyi éjszakdk 1 [Mountain Nights 1]

Date: 1923
Inst: Treble choir (SSA)
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Thirét eszik a cigdny [See the Gypsies Munching Cheese]

Date: 1925
Inst: Treble choir; mixed choir

Pub: Hungarian, German, English, French; Author 1925, U, -

MK 1949, OUP, EMB. Arrangement for mixed choir (Z
1959)

Note: Arrangement of two folk songs. English title, See the

Gypsies. English translation by M. D. Calvocoressi, re--

printed in 1960 with new words by Jacqueline Froom,
for children’s choir (SSAA); for mixed choir (SATB).
German translation by Emma Kodaly.

Vill6 [The Straw Guy]

Date: 1925

Inst: Treble (SSAA)

Pub: Hungarian, German, English, French; Author 1925, U,
MK, OUP,
21959

Note: Arrangement of a Lenten folk song from Zobor.
m:mrm: version by M. D. Calvocoressi.. German
version by Emma Kodaly. ‘

Gergelyjdrds [St. Gregory’s Day]

Date: 1926 .
Inst:: Treble choir (SSA)

Pub: Hungarian, German, English; Author 1929, MK, OUP,
Z.1959

Note: Arrangement of folk songs. English version by
Elisabeth M. Lockwood..

Jelenti magdt Jézus [The Voice of Jesus]

Date: 1927
Inst: Treble choir (SSA); male choir

Pub: Hungarian, German, English; >=99. 1929, MK 1944
OuP,7,U 1929

’

version by Clement F. Rogers and Elisabeth M.
Lockwood. German translation by Bence Szabolcsi.

Lengyel Ldszl6 [King Ladislaus’ Men or Magyars and
Germans])

Date: 1927

Inst: Treble choir

Pub: Hungarian, German, English; MK 1929, OUP 1929,
1961, Z

Note: Based on fragments of folk songs, written for the
Wesselényi Youth Choir and Director, Endre Borus.
English version by Clement F. Rogers and Elisabeth M.
Lockwood, adapted for treble choir (SSAA).

A silket s6gor [The Deaf Boatman]

Date: 1928

Inst: Treble choir (SSA)

Pub: Hungarian, German, English; Author 1929, MK, OUP,
Z

Note: Setting of a folk text. English version by Clement F.
Rogers.

Cigdnysiraté [Gypsy Lament]

Date: 1928

Inst: Treble choir

Pub: Hungarian, German, English; Author, MK, OUP, Z

Note: Transylvanian folk song. English versions by Elisabeth
M. Lockwood (OUP 1931) and Jacqueline Froom (OUP
1961).

Isten kovdcsa [God’s Blacksmith]

Date: 1928

Inst: Treble (SSA)

Pub: Hungarian, German, English, _....nmsnr Author 1931,
MK, OUP 1931, Z 1972

Note: Setting of a text of a children’s counting moum English
version, Elisabeth M. Lockwood
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‘Date: 1928

Inst: Treble choir (SA)

Pub: Hungarian; MK 1942, EMB 1928, Z

Note: Arrangement of folk song; Kerényi’s collection.

Golya-néta [The Swallow’s Wooing]

Date: 1929

Inst: Treble choir (SSA)

Pub: Hungarian, German, English; MK 1929, OUP, Z

Note: Arrangement of a children’s folk song. Words “freely
rendered” by Clement F. Rogers.

Piinkgsdild [Whitsuntide]

Date: 1929

Inst: Treble choir (SSA)

Pub: Hungarian, German, English; Author 1929, MK 1929,
OUP 1929, Z

Note: Based on fragments of folk songs. Written for the
Szilagyi Erzsébet Girl’s School Choir and the Director,
Adrienne B. Sztojanovits. English version by Clement
F. Rogers and Elisabeth M. Lockwood.

Téncnéta [Dancing-song]

Date: 1929

Inst: Treble choir (SSA)

Pub: Hungarian, German, English; MK 1929, OUP, Z

Note: Arrangement of a folk song. English version, Elisabeth
M. Lockwood.

Uj esztenddt kiszontd [A Christmas Carol]

Date: 1929
Inst: Treble choir (SSA) mixed choir (SATB)
Pub: Hungarian, German, English; Author 1929, MK 1929,

OUP 1929, 1961, Z
140 Nagyszalontai kiszonts [A Birthday Greeting]
Date: 1931

Inst: Treble choir (SSA) (Hungarian; MK 1940, oup, 2);
easy version for treble choir (SSAA)(Hungarian; Z);
mixed choir (MK 1937, OUP, U).

Pub: MK 1940, OUP, Z 1959, MK 1937, U 1933

"
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Kdszéntd is the title of an arrangement for mixed choir
(SATB) (Hungarian, English; U 1933, Z).

141. [Négy olasz madrigél] Quattro madrigali [Four Italian

Madrigals]

1. Chi vuol veder (Mattero di Dino Frescobaldi sec. xiv)
2. Fior scoloriti (Mattero Mari Boiardo ceste di Scandiano
sec. xiv) )
3. Chi d’amor sente (Giovanni Fiorentino sec. xiv)
. Dedicated to A. Wally Toscanini.
4. Fuor de la bella caiba (unknown 14th century)
del sec. xiv.
Date: 1932-1933
Inst: Treble choir
Pub: Italian; Author 1949, MK, Z 1950, 1959

. Note: First published in Italian

142.  Vizkereszt [Epiphany]

Date: 1933

Inst: Treble choir (SSA)

Pub: Hungarian, German, English; MK 1935, EMB, U 1937,
1952, OUP

Note: Based on an old Hungarian hymn (1664). Text by
Sandor Sfk (1889-1963). English words by Elisabeth M.
Lockwood. o

“143. Nyulacska [The Leveret]

Date: 1934
Inst: Treble choir (SA)
Pub: Hungarian, German, English; MK 1934, U 1937, Z 1950

Note: Arrangement of a folk song. English by Elisabeth M.
Lockwood.

144.  Angyalok és pdsztorok [The Angels and the Shepherds}]

Date: 1935 .
Inst: Double treble choir (SA and mm>.v
Pub: Hungarian, German, English, Latin; MK 1936, U 1937,

.

1952, Z




145.  Harmatozzatok! [Dewdrops!]

146. Ave Maria

147. A 150 genfi zsoltdr [Psalm 150]

148. Hét kénnyit gyermekkar és hat tréfis kinon [Seven Easy

Elisabeth M. Lockwood.

Date: 1935
Inst: Treble choir
Pub: MK 1937, EMB 1972
. Note: Text is Hungarian version of Rorate coeli. Translator
unknown.

Date: 1935
Inst: Treble choir (SSA)
Pub: Latin; MK 1935, U, Z

149.

i

Date: 1936

Inst: Treble choir (SSA)

Pub: Hungarian, French; MK 1936, Z

Note: From the French Psalter of 1562, Théodore de Béze.
English title, Psalm 150. Hungarian translation by
Albert Szencsi Molnar (1604), English translation
dated 1632, chosen by Ruth Douglass. (Copyright
assigned to OUP 1966).

150.

51.
Children’s Choruses and Six Humorous Canons]

Heét kénnyfi gyermekkar [Seven Easy Children’s Choruses]
1. Eva, szfvem, Eva [Eve, My Sweetheart, Eve]
2. Falu végén [The Last House of the Village] Folk song
3. Héja [Hawk] In the style of a childrens folk song
4. Versengés [Rivalry] Folk song
5. Ciréka {Fondling] Folk song
6. J6 gazd’ asszony [The Good Housewife]
7. Zild erddben ['Mid the Oak Trees] Folk song
Hat tréfas kinon [Six Humorous Canons]
1. Lencse, borsé, kdsa [Lentils, Peas, Porridge]
2. Madarak voltunk [ We the Birds]
3. A lednyka [The Little Girl is Speechless]

152.
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6. Mikor mentem misére [When I Went to Mass)

Date: 1936

Inst: 1-6 for treble choir (SA) and 7 for treble choir (SSA);
canons: 1 for two voices, 2-4 for three voices, and 5-6
for four voices

Pub: Hungarian, MK 1937, EMB 1959

Note: The canons are based on Hungarian folk texts.
Another canon, Magyarokhoz [To the Magyars) four-
part canon, poem by Déniel Berzsenyi, MK 1936, is
included in the choral collections for male and treble
choir.

A csiké [The Filly)
Date: 1937
Inst: Treble choir (SSA); male choir (TBrB)

Pub: Hungarian; Author 1938, MK 1938, Z
Note: Arrangement of a folk song.

Hajnéveszt6 [Grow, Tresses]

Date: 1937

Inst: Treble choir (SSA)

Pub: Hungarian; MK 1938, Z 1959
Note: Setting of a folk song text.

Harangsz6 [Bells)

Date: 1937

Inst: Double treble choir (SA and SSAA)
Pub: Hungarian; Author 1937, MK 1938, Z
Note: Setting of a folk song text

Hérom gémori népdal [Three Folk songs from Gémor]

Date: 1937

Inst: Treble choir (SA)

Pub: MK 1938 .

Note: Arrangement of three folk songs from Gomuor
County
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154.

155.

156.

157.

1. Kecskejdték [Goat Game]
2. Tytklozds [Chicken Game]
3. Gyertyajiték [Candle Game]
4. Bent a bdrdny, kint a farkas [Lamb and Wolf]
5. Visdrosdi [Market)
Date: 1937
Inst: Treble choir (SA)
Pub: Hungarian; MK 1937, Z
Note: Current subtitle: Jdtékdalok [Children’s Game Songs].

Five play songs for children. English title, Garden of
Angels.

Katalinka [Ladybird]

Date: 1937
Inst: Treble choir (SSA)
Pub: Hungarian; MK 1938, EMB, BH 1967, Z 1949

Note: Arrangement of a children’s folk song. English version
by Geoffrey Russell-Smith.

Csalfa sugdr [False Spring]

Date: 1938

Inst: Treble choir (SSA)

Pub: Hungarian; MK 1938, Z

Note: Text by Janos Arany (1817-1882).

Cit fol lovam [Arise My Horse]

Date; 1938

Inst: Treble choir (SSA)

Pub: Hungarian; MK 1938, Z
Note: Setting of a folk song text.

Egyetem, begyetem [Hippity, Hoppity]

Date: 1938

Inst: Treble choir (SSA)

Pub: Hungarian; MK 1938
Note: Setting of a folk song text.

Date: 1938

Inst: Treble unison choir and organ; male choir; treble
choir; mixed boys’ choir; small mixed choir; large
mixed choir

Pub: Treble unison choir and organ (MK 1939, Z); male
choir (MK 1938); treble choir (MK 1939, Z); mixed
boys’ choir (MK 1939, Z); small mixed choir (MK 1939,
Z); large mixed choir (MK 1939, BH, Z)

Note: Text is taken from a religious song book: Bozéby-
énekeskonyv (1797). English title, Hymn to St. Stephen.
Versions are not simply transcriptions but are different
arrangements of the same text and melody.

Esti dal [Evening Song]

Date: 1938

Inst:* Treble choir; male choir; mixed choir

Pub: Treble choir Hungarian, English; MK 1938, OUP, Z;
male choir Hungarian, French; MK 1944, Z; mixed
choir MK 1939, Z

Note: Arrangement of a folk song.

Jénos kiiszontd [Greetings to Saint John]

Date: 1939

Inst: Treble choir

Pub: Hungarian; Author 1949, EMB 1960, Z 1972

Note: Words from Arany Jdnos népdalgyujteménye [The Folk
Song Collection of Janos Arany (in collaboration with
Agost Gyulai). Arany-Gyulai. 2. 321; Budapest:
Hungarian Academy of Sciences, 1953.

[Régi Magyar didkkdszintd) Cohors generosa

Date: 1943

Inst: Treble choir

Pub: Hungarian, Latin; Author 1944, MK 1943, EMB, Z
1959

Note: Current Hungarian title, the Hungarian text by Kéroly
Vargha 1777, arrangement of an old Hungarian
student song of welcome. English edition, Cohors
generosa, for mixed choir (SAB) (assigned to BH 1958).
Note: the Hungarian, text is not a translation; it is a
greeting to Kodaly.
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Inst: Treble choir
Pub: EMB 1972

167.
A szabadsig himnusza [La Marseillaise]

Date: 1948

Inst: Two-voice choir (1 959); for three-voice treble choir; for

two-voice male choir (MK 1948); for three-voice male

choir (MK 1948); for three-voice mixed choir (MK

1948, EMB).

For two-voice male choir MK 1948; for three-voice
male choir MK 1948; for three-voice mixed choir MK
1948, EMB.

Note: Two-voice choir (1 959); for three-voice treble choir for
two-voice male choir (MK 1948); for three-voice male
choir (MK 1948); for three-voice mixed choir (MK
1948, EMB).

Pub: 168.

Jelige [Epigraph]

Date: 1948

Inst: Treble choir (SSA); male choir (TTBB); small mixed
choir; large mixed choir

Pub: Treble choir, Hungarian, MK 1949; male choir,
Hungarian, MK 1949, EMB; small mixed choir,
Hungarian, MK 1949, Z; large mixed choir, Hungarian,
MK 1949, Z,

Note: Text by Ferenc Jankovich (1907-1971).

. 170.

Békedal [Song of Peace)

Date: 1952

Inst: Treble choir (SA)

Pub: Hungarian; Z 1952

Note: Melody is taken from Pentatonic Music, Vol. II. Text
by Sandor Wedres (1913-1989),

Arva vagyok [Orphan T Am; I Am Lonely]

Date: 1953 '
Inst: Treble choir (SSA)

R 2t - dhed Eanhal

Dedicated to Ilona Andor.

Urgedntés [Children’s Song] (originally: The Gopher)

Date: 1954

Inst: Treble (SSA)

Pub: Hungarian; Z 1954)

Note: Based on a folk tune. Text by Erzsi Gazdag (1912-
1987).

Hegyi éjszakdk II-IV [Mountain Nights]

Date: 1955-1956

Inst: Treble choir (SSA), without text
Pub: BH 1960, EMB 1961, Z

Note: No. II for four voices.

Meghalok, meghalok [Woe Is Me]

Date: 1957

Inst: Soprano and 34 alto solists and treble choir (SSAA)

Pub: Hungarian, German, English; U 1964

Note: New arrangement of a folk song employed in
composition. English by M. D. Calvocoressi; German
by Emma Kodaly.

Hézasodik a vakond [The Mole’s Wedding]

Date: 1958

Inst: Treble choir (SSA)

Pub: Z 1959

Note: Text by Erzsi Gazdag (1912-1987).

Méz, méz, méz [Honey, Honey, Honey]

Date: 1958
Inst: Double treble choir (SSS and AAA)
Pub: Hungarian; EMB 1958

Bordal

Date: 1959
Inst: Treble choir (SSA)
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173.

174.

175.

176.

177.
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Note: Text by Melinda Kistétényi. This piece is taken from
Tricinia. See under Tricinia in pedagogical works.

Epigramma

Date: 1959

Inst: Treble choir (SSA)

Pub: Hungarian;1959

Note: Text by Melinda Kistétényi. See under Tricinia in
pedagogical works.

Fancy! [ Dal! ]

Date: 1959

Inst: Treble choir (SSA)

Pub: Hungarian, English; Classical Songs for Children, ed.
Harwood and Duncan, London, Anthony Blond Ltd.
1964, p. 257-60, EMB 1967

Note: Text from Act III of the Merchant of Venice by William
Shakespeare (1564-1616). Translated by Laszl6 Lukin.

Harasztosi legénynek [For the Lad of Harasztos]

Date: 1961

Inst: Treble choir (SSA) .

Pub: Hungarian; Z 1962

Note: Written for the Koml6 Inner City Elementary School

Choir. Text from a collection of works by Samuel
Almési dated 1834.

Hegyi éjszakik V [Mountain Nights]

Date: 1962
Inst: Treble choir without text (SSSSA)
Pub: BH 1962, EMB, Z 1964

Az énekld ifjfisighoz [To the Singing Youth]

Date: 1962

Inst: Treble choir (SSA)
Pub: Hungarian; Z 1964
Note: Text by Karoly Vargha.

179.

180.
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178.

Stabat mater

Date: 1898

Inst: Male choir; also performed in a mixed choir tran-
scription

Pub: Manuscript only

Két férfikar [Two Drinking songs]

1. Bordal [Drinking Song]

2. Mulaté gajd [Tavern Song]
Date: 1913-17
Inst: Male choir (TTBB)
Pub: Hungarian, German, English; U 1923 and 1952, MK
English title, Two Drinking Songs: (U 1952 edition
appears with English words by Matyés Seiber and Leo
Black.)

Canticum nuptiale

Date: 1928

Inst: Male choir

Pub: Published by Istvin Kecskeméti

Note: Written for Bence Szabolcsi’s wedding, 6 May 1928.
Text is taken from folk songs and 17th-century
anonymous verses compiled by the composer. In:
Kodily Zoltdn és Szabolcsi Bence emlékezete. [In Memory
of Zoltan: Kodély and Bence Szabolcsi]. Ferenc Bénis,
ed. Kecskemét: Kodaly Intézet, 1992, music
pp. 146-149.

Karddi nétdk [Songs from Karad]

Date: 1934

Inst: Male choir (TBrB)

Pub: Hungarian, English; MK 1934, BH

Note: Arrangement of folk songs. English version by Nancy
Bush after a translation by Matyas Seiber.

Kit kéne elvenni [The Bachelor]

Date: 1934
Inst: Male choir (TBrB)
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Transylvania. English version by Nancy Bush after a
translation by Méatyas Seiber.

Horatius: justum et tenacem [Rendiiletleniil] [Resolutely]

Date: 1935

Inst: Male choir

Pub: Latin, Hungarian: Author 1949, EMB 1972, Z 1956

Note: Hungarian title, Rendiiletleniil [Resolutely]. Text by
Horace (Odes iii: 3), translated by Jézsef Trencséni.

Huszt [The Ruins]

Date: 1936

Inst: Male choir (TBB)

Pub: English, Hungarian, German; MK 1936, U 1938

Note: Text by Ferenc Koélcsey (1790-1838). English title, The
Ruins. English words by Elisabeth M. Lockwood.

Folszdllott a pdva [The Peacock]

Date: 1937
Inst: Male choir (TBB); mixed choir
Pub: Male choir (TBB) MK 1937, BH 1951, 1970, Z; for
mixed choir, EMB 1960 ‘
Note: Arrangement of a folk song. Text by Endre Ady (1877-
1919). English title, The Peacock. English version by
‘Nancy Bush after a translation by Matyas Seiber.
“German version, Fritz Schréder.

Enek Szent Istvdn kirdlyhoz [Hymn to St. Stephen)

Date: 1938

Inst: Treble unison choir and organ; male choir; treble
choir; mixed boys’ choir; small mixed choir; large
mixed choir

Pub: Treble unison choir and organ (MK 1939, Z); male
choir (MK 1938); treble choir (MK 1939, Z); mixed
boys’ choir (MK 1939, Z); small mixed choir (MK 1939,
Z); large mixed choir (MK 1939, BH, 7)

Note: Text is taken from a religious song book: Bozéby-
énekeskinyv (1797). English title, Hymn to St. Stephen.

arrangements of the same text and melody.

Semmit ne binkédjél [Cease Your Bitter Weeping]

Date: 1939

Inst: Male choir; treble choir; mixed choir

Pub: Male choir (Hungarian; MK, 1939); women’s choir
(Hungarian, English; MK 1939, BH, Z); mixed choir c.
1960, unpublished

Note: Arrangement of a song by Andras Szkhérosi Horvat
composed for the 100th anniversary of the Protestant
Teachers’ Training Institution at Nagykoros. Text by
Andrés Szkharosi Horvit. English version by Nancy

Bush after a translation by Matyas Seiber, for treble
choir (SSA).

Isten csoddja [God’s Mercy)

iDate: 1944
Inst: Male choir
Pub: Hungarian, French; MK 1947
Note: Text by Sandor Petsfi (1823-1849). English title, Still by
a Miracle Our Country Stands.

Rabhazdnak fia [The Son of an Enslaved Country]

Date: 1944
Inst: Male choir
Pub: MK 1947

Note: Text by Sandor Pet5fi (1823-1849), written in 1844,

Jelenti magdt Jézus [The Voice of Jesus] .

Date: 1944

Inst: Treble choir (SSA); male choir

Pub: Hungarian, German, English; Author 1929, MK 1944,
OUP, Z, U 1929

Note: Arrangement of a folk song from Zobor. English
version by Clement F. Rogers and Elisabeth M.
Lockwood. German translation by Bence Szabolcsi.
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Date: 1947

Inst: Male choir (TBrB)

Pub: Hungarian; MK 1947

Note: Text by Sandor Pet&fi (1823-1849),

Hejh biingdzsdi bandi [The Highwayman]

Date: 1947

Inst: Baritone soloist and male choir (TBrB)
Pub: Hungarian; MK 1947, Z 1969, 1973
Note: Text by Sandor Petdfi (1823-1849).

A szabadsig himnusza [La Marseillaise]

Date: 1948

Inst: Two-voice choir (1959); for three-voice treble choir; for
two-voice male choir (MK 1948); for three-voice male
choir (MK 1948); for three-voice mixed choir (MK
1948, EMB). 4

Pub: For two-voice male choir MK 1948; for three-voice
male choir MK 1948; for three-voice mixed choir MK
1948, EMB.

Note: Two-voice choir (1959); for three-voice treble choir for
two-voice male choir (MK 1948); for three-voice male
choir (MK 1948); for three-voice mixed choir (MK
1948, EMB).

Jelige [Epigraph]

Date: 1948

Inst: Treble choir (S5A); male choir (TTBB); small mixed
choir; large mixed choir

Pub: Treble choir, Hungarian, MK 1949; male choir,
Hungarian, MK 1949, EMB; small mixed choir,
Hungarian, MK 1949, Z; large mixed choir, Hungarian,
MK 1949, Z.

Note: Text by Ferenc Jankovich (1907-1971).

Nemnzeti dal [National Song]

Date: 1955
Inst: Male choir
Pub: Z 1956

Note: Text written in 1848 by Sandor Pet6fi (1823-1849).
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Date: 1956

Inst: Male choir [TBrB]

Pub: Hungarian; Z 1956

Note: Text by Mihaly Vérosmarty (1800-1855). Dedicated to
the Piarist Grammar School Choir.

197. Emléksorok Fay andrdsnak [In Andrés Fay’s Album]

Date: 1956

Inst: Male choir [TBB]

Pub: Hungarian; Z 1956

Note: Text by Mihély Vorosmarty (1800-1855). Dedicated to
the Piarist Grammar School Choir.

198. A franciaorszdgi viltozdsokra [To the Changes in France]

Date: 1963

Inst: Male choir (TBrB)

Pub: Hungarian; Z 1963

Note: Text by Janos Batsanyi. (1763-1845).

CHORAL COLLECTIONS |
1 199.  Kérusok, II. Kitet. Vegyeskarok

Pub: Budapest: Editio Musica, 1966
Note: Individual works are listed separately in the catalogue
of works.

4

200.  Kérusok, I. Kotet. Gyermek—és ndi Karok

Pub: Budapest: Zenemfikiadé Vallalat, 1967
Note: Individual works are listed separately in the catalogue
of works.

201.  Kérusok, 1. Kitet. Férfikarok

‘Pub: Budapest: Magyar Kérus, 1944
Note: Individual works are listed separately in the catalogue
of works.
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Note: According to Kodily, these exercises “serve as an
introduction to the style of the greatest epoch of choral

Uy Ld4JUs DAaraos.

Pub: Budapest: Editio Musica, 1972

singing,” suggestive of Bach, Handel, and Vivaldi.
TRANSCRIPTIONS Enekeljiink tisztin [Let Us Sing Correctly]
203. Hdrom kordlelgjitéka Three chorale preludes: BWV Date: 1941 :
743,762,747 : ’

Pub: BH 1952, 1962.
Note: Contains 107 short, two-part exercises written to lay

the foundation for secure intonation in both unison
and part-singing,

1. Ach, was ist doch unser Leben
2. Vater unser im Himmelreich
3. Christus, der uns selig macht

Date: 1924

Inst: Cello and piano

Pub: R 1924, U 1951

24 kis kéinon a fekete billentyfikon [24 Little Canons on the Black
Keys]

Date: 1945
Note: First transcribed for Pablo Casals. Inst: Keyboard
. Pub: BH 1957.
. tasia cromatica Note: These works were written to be sung and/or played.

204 Fantasia cro The first 16 of the 24 are written on one staff, 1724 are

Date: 1950 written in traditional two-staff notation.

Inst: Viola solo : :

Pub: BH 1951 Bicinia Hungarica, Volumes I through IV.

Date: 1937-1942

205. Prelude and Fugue in E-flat Minor (Book 1: Well-Tempered Pub: MK, BH 1957, 1967 BH 1962, Edited by Percy Young.

Clavier) Revised English edition by Geoffrey Russell-Smith,
1968-70.

Date: 1951 Note: 180 progressive two-part singing exercises based

Inst: Cello and piano predominantly on Hungarian folk songs. Volumes I

Pub: 1967

and II include some melodies composed by Kodély in
folk song style. Volume III includes some Hungarian
folk music and European chorale melodies from the
16th and 17th centuries. Volume IV includes some
Finnish songs and Cheremiss pentatonic folk tunes
related to the ancient style of Hungarian folk music
which features fifth-sequence structures.

206.  Prelude and Fugue in B Minor (Book 1: Well-Tempered Clavier)
Inst: Arranged for string quartet

207. Lute Prelude in C Minor BWV 999

Date: 1959 333 olvaségyakorlat [333 Elementary Exercises in Sight
Inst: Violin and piano Singing]
Pub: Z 1960

Date: 1943

. Pub: MK 1948, Z 1962, BH 1963
THE KODALY CHORAL METHOD

208. 15 kétszblamin énekgyakorlat [15 Two-Part Exercises]
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mm@\:mzmm,m_% from two-note combinations through
extended pentatonic exercises.

Epigrammdk [Epigrams: Nine Songs for Medium Voice and
Piano]

Date: 1954

Inst: one voice and piano

Pub: BH 1963, 1968

Note: Includes original melodies by Kodaly. Individual
compositions are based on Hungarian classic, neo-
romantic or impressionistic stylistic features. Arranged
for organ by Trajtler Gabor, BH 1972.

Tricinia: 28 Héromszélamn énekgyakorlat [Tricinia: 28
Progressive Three-Part Songs] (SSA or TBB)

Date: 1954

Pub: Z 1958, 1961, 1963, 1969, BH 1964

Note: The exercises range from moderately advanced to
extremely difficult. Several feature baroque, romantic
and impressionistic stylistic characteristics. The
Hungarian edition is written in treble and C clefs. Text
later added by Melinda Kistétényi.

66 kétszolamu énekgyakorlat [66 Two-Part Exercises]

Date: 1962

Pub: Z 1963, BH 1964

Note: Contains baroque imitation and contrapuntal
structures. Makes use of Hungarian melodies and
traditional European melodic structures.

Kis emberek dalai [50 Nursery Songs Within a Range of Five
Notes]

Date: 1961

Pub: Z 1957, 1962, BH 1962, 1964, 1970.

Note: Most of the melodies are taken from 333 Elementary
Exercises with texts written by contemporary poets.
The songs are for singing and playing.

UV RUESLURSITEE CIECAX MISRUT IME LUV 1 YYUTL QLL LACTIUIDTD )

Date: 1954

Inst: Mixed choir (SATB) and organ

Pub: Z 1954, BH 1965

Note: Singing exercises which include basic harmonic
patterns and modulations. Intermediate level.

44 kétsz6lamti énekgyakorlat [44 Two-Part Exercises])

Date: 1954

Inst: Mixed choir (SATB) and organ

Pub: Z 1954, BH 1965.

Note: Singing exercises which focus on counterpoint,
difficult keys and intervals. Stylistically comparable to
music of the Romantic era.

33 kétszblamti énekgyakorlat [33 Two-Part Exercises}]

Date: 1954

Inst: Mixed choir (SATB) and organ

Pub: Z 1954, BH 1966

Note: Exercises which present. challenging problems in
intonation and analysis due to unusual modulations.
Includes baroque and romantic stylistic elements and
rhythmic complexities.

22 kétsz6lamt énekgyakorlat [22 Two-Part Exercises]

Date: 1964

Inst: Mixed choir (SATB) and organ

Pub: Z 1965, BH 1966

Note: The most difficult of the series of exercises. The
Hungarian edition is written in C clefs. Considered as
preparation for score reading. Includes alterations,
chromaticism, modulations in third relationships,
imitation, and contrapuntal structures.

Epigrams for Two Voices or Instruments.

Date: 1966 . .

Inst: . Mixed choir (SATB) and organ

Pub: BH 1967. Epigrams: Nine Songs with Piano

Note: These works were originally intended as wordless
vocalises. Current editions include words for concert
performance. .
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Date: 1942-1947

Pub: MK 1945-1948, BH 1969-72.

Note: Three of the four volumes are folk melodies of the
Hungarian nation. Volume I includes 100 Hungarian
folk songs. Volume II is a set of 100 little marches
composed by Kodaly. All four volumes are written in
solfege notation. Volume III includes 100 Cheremiss
(Mari) folk melodies and Volume IV includes 140
Chuvash pentatonic tunes. The four volumes were
written as sight-singing exercises.

100 Little Marches. Vol. 11 of Pentatonic Music.

Date: 1966

Inst: Mixed choir (SATB) and organ

Pub: BH 1970.

Note: Text and melody from a 12th-century sequence from a
manuscript in Engelberg Monastery, Switzerland.
Commissioned by the American Guild of Organists for
the National Convention (1966) in Atlanta.

Vilogatott Biciniumok [Selected Bicinia].

Pub: Budapest: Tankdnyvkiad6, 1975.

Note: Text and melody from a 12th-century sequence from a
manuscript in Engelberg Monastery, Switzerland.
Commissioned by the American Guild of Organists for
the National Convention (1966) in Atlanta. The first

edition was published in 1967 and includes a foreword
by Kodaly.

77 kétszlamti énekgyakorlat [77 Two-Part Exercises]

Date: 1966
Pub: Z 1968, BH 1976

works.
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Date: 1943-44
Note: edited with Gyorgy Kerényi. A collection of 630
melodies arranged according to a metholodogical

sequence. Includes Hungarian and European folk
songs and canons.

Szo-mi I-VIII
Date: 1943
Pub: MK 1945

Note: edited with Jen6 Adam. A selection of materials from
the collection of Songs for Schools for grades I-VIIL

Enekeskényv az 4ltalanos iskolak I-VIII [Songbook for
Primary Schools]

Date: 1948

Pub: MK 1948 ,

Note: edited with Jen8 Adam. A more comprehensive music
series with greater attention to the presentation of
musical elements and concepts.




‘Primary Sources
Kodaly’s Writings and Other Documents

 ARTICLES AND BOOKS BY KODALY
N

“Matyusfoldi gyfijtés” [Collection from Matyusfold].
Ethnographia 16 (1905): 300-305. GN1 .E4. HB 1.743.

A basic study of folk tunes and texts from the region.
Includes ten melodies collected by Kodaly. In Visszatekintés

2, pp-7.

“Magyar népdalok. El6sz6 és jegyzetek” [Hungarian Folk
Songs. Foreword]. Budapest: Rozsnyai Karoly Kiadasa,
(1906), pp. 26-27.

Foreword to the first joint publication by Barték and Kodély.
The foreword was written by Kodély and signed by both
composers. Two objectives of folk song publication are
considered; 1) to compile all songs originating among the
people, and 2) to introduce the general public to folk songs:
in order that they might apprecitate them. In Visszatekintés 1,
pp. 9-10. Also in Ferenc Bénis, ed. The Selected Writings of
Zoltdn Koddly. trans. Halapy and Macnicol (Budapest:

. Zenemfikiadé Véllalat, 1964; London: Boosey & Hawkes.

1974), pp. 9-10. Reprint of the original manuscript with
commentaries by Denijs Dille, Budapest: Editio Musica,
1970, pp. 25-26.
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1906.

&

Includes the melody and sixteen text verses. Collected in

The composer’s doctoral dissertation in which he determines Nograd county. In Visszatekintés 3, pp. 251.

the structures of Hungarian folk songs based on his
collection of examples. Ph.D. awarded from Pdzmany Péter
University. Formed the basis of research leading to A Magyar
Népzene. Defines a systematic approach to analysis for
purposes of cataloging. The work was accepted for
publication by the Linguistic division of the Hungarian
Academy of Science and published as: “The Verse
Construction of the Hungarian Folk Song.” Nyelvtudomdnyi
kdzlemények [Linguistic Proceedings]. 36 Budapest (1906): 95—
136. In Visszatekintés 2, pp.-14-46.

8. “Pétlék a Zoborvidéki népszokisokhoz” [Supplement to
Folk Customs of the Zobor Region]. Ethnographia 24 (1913):
114-116, 169-174, 235-239, 357-361. GN1 .E4. HB 1.743

A supplement to the aforementioned study including
melodies and variants. In Visszatekintés 3, pp. 268-283.

n. 9. Bartok, Béla, and Kodily, Zoltdn. “Az 4j egyetemes
. népdalgytijtemény tervezete” [A Plan for the New Universal
4 Collection of Folk Songs]. Ethnographia 24.5 (1913): 313-316.

Koddly: Voyage en Hongrie [Kodély: Voyage Through Hungary. K GN1.E4. HB 1.743.

ed. Marta Szekeres-Farkas. Budapest: Mizsak

Presented to the Kisfaludy Society, this draft proposed a
Kozmfivel6dési.

critical and definitive publication of Hungarian folk songs
and folk compositions to become Corpus Musicae Popularis
Hungaricae. Includes a discussion of problems with earlier
collections and provides a detailed outline of the
methodology to be used for analysis and systemization. In
Visszatekintés 2, pp. 48-52.

A facsimile edition of Kodély’s notes prepared during his
collecting trips of 1906-11, including a postscript by the
editor. Reviews: Magyar zene 26.4 1985: 438. No page
numbers or date of publication are given in this work.

“Balladak.” [Ballads). Ethnographia 18 (1907): 38—42; 108-112;

153-156; 230-234. GN1 .E4. HIB 1.743 10.  “A hitetlen férj” [The Unbelieving Husband]. Ethnographia 26

(1915): 304-307. GN1 .E4. HB 1.743.

Kodaly published three variations for the ballad entitled
David collected from Bereg county. The article examines
rhythmic and melodic similarities. In Visszatekintés 2,
pp. 53-56.

A basic study of folk tunes and texts. Includes twenty-one
melodies and their variations (twenty-four melodies total).
The collection sites include Nyitra, Gémér, Heves, and
Nograd counties. In Visszatekintés 3, pp. 232-250.

“Zoborvidéki népszokasok” [Folk Customs of the Zobor
Region]. Ethnographia 20 (1909): 29-36; 116-121; 245-247,
GN1 .E4. HB 1.743.

In this study of folk tunes and text the author divided the
melodies into groups according to specific themes. Included
are songs from mid-summer night (six melodies and their :
variations); songs sung during wine making (Hojeda, two !
melodies); songs for Palm Sunday (Vills, two melodies). In
Visszatekintés 3, pp. 252-267.

“Harom koldusének forrasa” [The Source of Three wommmw s
Songs). Ethnographia 26 (1915): 307-309. GN1 .E4. HB 1.743.

The article adds supplementary notes to an article written by
Horéanyi entitled “The Source of Two Beggar’s Songs”
(Ethnographia, 1915: 138) and admonishes that one must have
a thorough knowledge of old Hungarian verse literature
when doing this type of scientific research. In Visszatekintés
2, pp. 57-59.
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14.
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Ethnographia 27 (1916): 221-224.GN1 .E4. HB 1.743.

The composer found a hand written book with musical

notation in Nyitra county’s Menyhe village in 1911. He
writes that the book contains traces of old Nativity plays
which are contained in Christmas songs in the article (three
melodies). In Visszatekintés 2, pp. 60-63.

“Otfokti hangsor a magyar népzenében” [The Pentatonic
Scale in Hungarian Folk Music]. Zenei szemle 5.1 (1917): 15—
16, 117-119, 152-154, 249-252. ML5 .Z396.

After a brief discussion concerning pentatonic scale in
specific styles of Hungarian folk music, the composer
describes the scale as a “natural, or descending melodic”
minor scale from which the second and sixth degrees are
missing. Characteristic examples of folk songs are presented
and analyzed by the composer according to structure,
tempo, rhythm, ornamentation and melody. The English
version exists in a Memorial volume written on the occasion
of the fiftieth anniversary of the Székely National Museum.
Sepsiszentgyirgy, 1929. 208~218. In Visszatekintés 2, pp. 65-75.
Also in Ferenc Bonis, ed. The Selected Writings of Zoltdn
Koddly. trans. Halapy and Macnicol (Budapest:
Zenemf{ikiad6 Vallalat, 1964; London: Boosey & Hawkes,
1974), pp. 11-23; a similiar article appears as “Pentatonicism

in Hungarian Folk Music.” Ethnomusicology 14-2 (May 1970):
228-42.

“Bartok, Béla elsd operaja” [Béla Barték’s First Operal.
Nyugat 11 (1918): 937-939. AP82 .N98.

Written on the occasion of the ‘Budapest premiere of
Bluebeard’s Castle. Kodaly describes this work as the first
authentic work of Hungarian opera and praises Bartok’s use
of the natural inflection of the Hungarian language and its
organic unity with the music. Also published in French:
Barték sa vie et son oeuvre, Bence Szabolcsi, ed. Budapest:
Corvina, 1956; and in German: Béla Barték, Weg und Werk,
Schriften und Briefe, Bence Szabolcsi, ed. Budapest: Corvina,
1957, pp. 60-63; In Visszatekintés 2, pp- 421-423, and in
English, ed. Ferenc Bonis The Selected Writings of Zoltin
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Zenemfikiadé Véallalat, 1964; London: Boosey & Hawkes,
1974), pp. 83-85.
“Claude Debussy.” Nyugat 9 (1918): 640-642. AP82 .N98.

Kodily wrote this article when Debussy died. m.mm credits
Debussy with liberating music from the dominance of

“classical styles and forms and discusses Debussy’s focus on

tone color. He postulates that Debussy’s mmmamn.msnm may lie
less in his compositions and more in the stimulus z.,m%
provide to others. In Visszatekintés 2, pp. 379-381. In English,
Ferenc Bonis, ed. The Selected Writings of N&E:. Kodily. trans.
Halapy and Macnicol. Budapest: Zenemfikiad6 Vallalat,
1964; London: Boosey & Hawkes, 1974, pp. 67-69.

“A népdal feltimadésa” [Resurrection of the Folk Song].
Pesti Napl6 ctinfl Budapesti napilapdban. 69.247 22 October

1918: 5-6.

Points to the guiding principles and tasks of his work in
educaton. In Visszatekintés 1, pp. 14-17.

;cw.nmmu:m nétéja” [Song of Argyrus]. Ethnographia 31 (1920):
25-36. GN1 .E4. HB 1.743.

Kodaly’s article examines the connections between the
history of melody and and the history of verse. In
Visszatekintés 2, pp. 79-90.

“Bartoks Kinderstiicke” [Barték’s Compositions for
Children]. Musikblitter des Anbruch. 3 (1921): 100-101.

Included in this discussion are: Ten Easy Piano Pieces, Gomn
Sonatina, 1915; based on Rumanian folk tunes; woia.:s:
Christmas Songs; 1915; Romanian Folk Dances, 1915; and Fifteen
Hungarian Peasant Songs, 1914-17. The works are based on
Hungarian folk idiom. In Visszatekintés 1, pp. 424—425. Also
in Ferenc Bénis, ed. The Selected Writings of Zoltin Nem&w.
trans. Halapy and Macnicol Budapest: Zenemfikiad6
Villalat, 1964; London: Boosey & Hawkes, 1974, pp. 95-96.
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22.

23.

Wiritten at the request of La Revue Musicale. Delineates the
history of the rebirth of the Hungarian cultural spirit and the
creation of a contemporary Hungarian intellectual culture.
Includes a history of the influences on Bart6k’s style, citing
Bach and Debussy as important. Among the many Barték
works considered are: Suite No. 2; Two Portraits; Bluebeard’s
Castle, Bagatelles (Op. 6); and The Wooden Prince. In
Visszatekintés 2, pp. 426-434. Also in Ferenc Bénis, ed. The
Selected Writings of Zoltdn Koddly. trans. Halapy and Macnicol
Budapest: Zenemfikiadé Vallalat, 1964; London: Boosey &
Hawkes, 1974, pp. 86-94. The original draft with Kodaly’s
corrections was found in the Library of Congress,
Washington, D.C., by Micheal Houlahan and Philip Tacka.

“Lettera da Budapest” [Letter from Budapest). I pianoforte 3:
222; 4: 80, 158. (1922-3). In Italian. ML650 C33 P5.

Several of Kodaly’s correspondences appeared in II
Pianoforte in 1922-3 concern music criticism of concerts in
Budapest. All letters found in Visszatekintés 2, pp. 356-371.

“Les sonatas de Béla Bartok.” [The Sonatas of Béla Barték].
La Revue Musicale 4.8 (1923): 172-173. ISSN 0035-3736. In
Visszatekintés 2, pp. 440.

“A zenei folklore fejlédése” [The Development of Musical
Folklore]. Esti kurir 1.84. 25 December 1923 26.

The composer is convinced that interest in folklore during
the pre-war period was motivated by the search for a
national style in music, an interest in exotic music, and the
development of comparative musicology. Translated from
the Hungarian original: In Visszatekintés 2, pp. 97-98.
Published in Bulletin of the International Koddly Socicty 2
(1982): 32.

Bartok, Béla, and Kodaly, Zoltan. Erdélyi magyarsdg, népdalok
[Hungarians of Transylvania, Folk Songs]. Budapest: Népies
Irodalmi Tarsasag Eiadasa, 1923, 210p.
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Visszatekintés 3, pp. 287-288.

“Nagyszalontai gufijtés. Dallamok gyfijteménye és Dallamok
jegyzetei” [Collections from Nagyszalonta. Melodies and
Texts Including Commentary). Magyar Népkoltési Gyiijtemény
[Collection of Hungarian Popular Poetry]. 14, pp.257-302;
361-370. Kodaly Zoltan Nagyszalontai gytijtés [Collection of
Folk Music from Nagyszalonta). ed. Zsigmond Szendrey in
collaboration with Zoltdn Kodaly. Budapest: 1924.

Kodély presents forty-two songs recorded during a three-
week trip to Nagyszalonta. The majority of these songs are
presented for the first time. This project was sponsored by
the Kisfaludy Society. The section of tunes was edited by
Kodély. The collection includes an introduction by the
composer and annotations. In Visszatekintés 2, pp. 102-133.

“Tizenharom fiatal zeneszerz6” [Thirteen Young Hungarian
Composers]. Budapesti hirlap 45.131 (14 June 1925): 7-8.

Kodaly’s composition students were critically attacked in the
Neues Pester Journal, 28 May 1925. Kodély's reply in German
was not published by the paper; it appeared in the Budapesti
hirlap, 14 June 1925. The only students who received praise
from the journal were the ones who relied on the German
romantic style. In his response Kodély confronts this
conservativism and defends music based on the traditions of
a nation. In Visszatekintés 3, pp. 447-451. Also in Ferenc
Bonis, ed. The Selected Writings of Zoltdn Kodily. trans. Halapy
and Macnicol Budapest: Zenemiikiadé Véallalat, 1964;
London: Boosey & Hawkes, 1974, pp. 70-74.

“New Music from Old.” Modern Music 3.1 (November-
December 1925): 25-29. ML.1 M6.

Discusses the quality of certain Hungarian melodies which
produce the same profound aesthetic experience of a
Beethoven motif. Is convinced that a knowledge of
Hungarian native music offers greater inspiration than do
German, French, or Italian songs to composers. of these
nationalities. Explains that his intention is to renew and
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of the ancient, forgotten melodies by erecting new structures
from their varied melodies and texts. Mastering this folk
idiom will produce a portrait of the nation. Also in
Composers on Music. Sam Morgenstern, ed. New York:
Pantheon Books, Inc., 1956, pp. 437-39.

“A Magyar népzene” [Hungarian Folk Music]. Zeneikozlony
15.9. (1925): np.

The composer makes an analogy between the language and
‘music of Hungary and provides an example of an older
more simplistic and non-descriptive notation of a folk song
in comparison with a transcription of the same song by
Bart6k. The rhythmic and melodic complexities of the Barték
example are defined and examined as the essence of folk
style. In Visszatekintés 1, pp. 24-28. Also in Ferenc Bénis, ed.
The Selected Writings of Zoltdn Kodily. trans. Haldpy and
Macnicol Budapest: Zenemfikiadé Viallalat, 1964; London:
Boosey & Hawkes, 1974, pp. 24-27.

“Kelemen Komies ballad4ja” [Ballad of Clement the Mason.

One Tune in Eight Versions]. Zenei szemle (1927): 11, 37. ML5
.Z396.

A source study of folk tunes and texts. In Visszatekintés 3,
pp- 289-291.

“Gyermekkarok” [Children’s Choruses). Zenei szemle 13.2
(1929): 1-9. ML5 .Z396.

Kodaly admonishes that music should be taught so that it is
a joy to learn, and he declares it the duty of schools to
provide children with a musical education. He explains that
only art of intrinsic value is suitable for a child and that an
instrumental culture can never become a culture of the
masses; therefore singing is the most direct means to a
musical education. In Visszatekintés 1, pp. 38-45. Also in
Ferenc Bénis, ed. The Selected Writings of Zoltdn Koddly. trans.
Halapy and Macnicol Budapest: Zenemfikiadé Vallalat,
1964; London: Boosey & Hawkes, 1974, pp- 119-126.

A BNW%QH ﬂmﬁn—m—, muveszi uw-mﬂﬂcmmm [ n.,—ﬂ ;H_W~MH~O
Significance of the Hungarian Folk Songl. Néptaniték lapja 42.
15-16. (15 April 1929): 8-9.

A study which helped guide the principles and tasks of
Kodaly’s work in education. In Visszatekintés 1, pp. 33-35.

“Magyar népzene” [Hungarian Folk Music]. Nnxm._. 52.»&:
_mznww_ovm&m of Music]. Vol. II. ed. Bence Szabolcsi, Aladar
Téth, Andor Gy6z6. Budapest, 1931, pp. 63-68.

Dictionary entry including musical examples. In
Visszatekintés 2, pp. 134-144.

“Néprajz és zenetorténet” [Ethnography and Musical
Historyl. Ethnographia. 44 (1933): 4-15. ISSN 0014-1798. GN1
.E4.

A source study which discusses principles of nmmm.qur and
evaluation. Also in Hungarian Essays on Music 10. In
Visszatekintés 2, pp. 225-234.

“Vallomas” [Confession]. Nyugat 36.2 (1933): 75-78. AP82
.N98.

Lecture to the Nyugat Circle of Friends, 23 Umn.mn&mn 1932,
in which Kodaly addressed the unity of Hungarian language
and its role in music. He discusses the musical atmosphere
in Budapest during his student days as being dominated by
German post-Wagnerian romanticism. Cites mxm.B.Emm of the
low esteem held for folk culture and anticipates the
understanding of the significance of folk culture. mxmnmmmmm
his desire to elevate Hungarian song to an artistic eminence
equalling that of music of other nocsﬁmm.. .;w nature of
music composed to Hungarian words, provided it oo:mgmdm
to the natural pitch of the language, almost defies
transposition into European languages. He calls for a
broader education in music. In Visszatekintés 2, pp. 487-492.
Also in Ferenc Boénis, ed. The Selected Writings of Zoltin
Koddly. trans. Halapy and Macnicol Budapest: Zenemf{ikiad6
Vélialat, 1964; London: Boosey & Hawkes, 1974, pp. 209-214;
The New Hungarian Quarterly 3.8 (October-December, 1962):
3-9.
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Distinctive Melodic Structure of Cheremiss Folk Music].
Pécs: 1935 Dundntili. Magyar zenei dolgozatok. [Hungarian
Musical Studies]. No. 11. Zoltdin Kodaly, ed. Budapest:
Rézsavolgyi Kiad6, 1935, pp. 181-193.

The article discusses the distinctive melodic structure of
Cheremiss folk music. Written in 1934. Also published in a
memorial volume for the seventieth birthday of Jézsef
Balassa. In Visszatekintés 2, pp. 145-154.

“Néphagyoméany és zenekultara” [Folk Traditions and
Musical Culture]. Vilasz 2.12. (December 1935): 685-686.

A work pointing to the guiding principles and tasks of

Kodaly’s commitment to education, Also published as the
last chapter of Magyar Népzene Tara (1937).

A magyar népzene [The Folk Music of Hungary]. Budapest:
Kiralyi Magyar Egyetemi Nyomda, 1937, 1943, 1952. English
edition, Folk Music in Hungary. translated by Ronald
Tempest, Cynthia Jolly; translation revised by Laurence
Picken. Fourth edition edited by Lajos Vargyas. Enlarged
and revised edition, London: Barrie & Rockliff, 1960; New
York: Macmillan, 1971; Budapest: Corvina Press, 1982, 195 p-
Title of the Hungarian original: A magyar népzene.

This is the composer’s fundamental study of Hungarian folk
music. The 1982 edition includes the author’s preface to the
English edition and a large number of new musical examples

as well as numerous addenda, the majority selected and .

drafted by Kodaly. Kodaly’s preface describes how his text is

different from Bart6k’s Hungarian Folk Music. The text begins

with general comments and explanation of the oral and
written traditions, popular art song, and the meaning and
classification of folk song. There is considerable discussion
of the old and new style of Hungarian folk song and an
explanation of tonal systems. Children’s songs and laments
are given special attention. One chapter considers the
elements of art music found in church music (Gregorian
chant), folk hymns, secular art music, and flower songs.
Instrumental music is examined in terms of folk instruments
and performance practice. The final chapter deals with folk

included. Discusses the structures of Hungarian tolk music.
Includes information on rhythmic and melodic similarities of
folk tunes of particular regions in and around Hungary.
Extensive discussions of texts and poetry are included. Also
examines the relationship of folk music to art music of the
17th through 20th centuries. The fourth edition was edited
by Lajos Vargyas and published by Zenemfikiad6 in 1952.
Vargyas added 495 examples of folk songs. Originally
published in Hungarian in 1937 as A magyar népzene; first
issued in English translation in 1960. The first edition, 1937,
second edition, 1943 and twelth edition, 1989 are published
without the folk song examples. Reviews: Wolfgang Suppan,
Zeitschrift fiir Volkskunde 83/2 (1987): 308-309. In German:
Die Ungarische Volksmusik Budapest: Corvina Press, 1956. In
Russian: Vengerskaia narodnaia muzyka, 1961. Reviews: Music
Review 26.2 (1965): 159-63; American Record Guide 27 (January
1961): 377-9; Journal of the International Folk Music Council 13
(1961): 108-9; Music & Letters 42.3 (1961): 270-3; Musical
Opinion 84 (October 1960): 29; Musik und Gesellschaft 18
(December 1968): 852-3; Musica d'Oggi 2 (October 1959): 382—
3; Musical Quarterly 45 (October 1959): 559-62; Journal of the
International Folk Music Council 9 (1957): 81; Musica 11
(January 1957): 7.

“Bicinia Hungarica—El8sz6” [Bicinia Hungarica—
Foreword). Magyar kérus (1937):2.

The composer states that he wrote these songs in memory of
his school friends in Galanta. In Visszatekintés 1, pp. 64-70. In
Ferenc Bonis, ed. The Selected Writings of Zoltin Koddly. trans.
Haldpy and Macnicol Budapest: Zenemfiikiad6é Vallalat,
1964; London: Boosey & Hawkes, 1974, pp. 215.

“Mi a magyar a zenében?” [What Is Hungarian in Music?].
Apollé 4.3-4, (1939): 97-102.

The composer considers the difficulties of defining and
identifying the music of a nation and cites the ancient,
natural music of the Magyars as Hungarian music. He
identifies two structures appearing both separately and
together in Hungarian folk music: pentatonic structures and
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paraliel structures. He notes that the music of Hungarians is
rather terse but precise and emotional. This music exists
today but in the less sophisticated regions of the country.
The article considers the importance of folk music to culture
and briefly examines the musical features characteristic to
the folk music of Hungary: definite yet varied rhythm,
melodic freedom, and clear form. In Visszatekintés 1, pp. 75-
80. Also in Ferenc Bénis, ed. The Selected Writings of Zoltin
Koddly. trans. Haldpy and Macnicol Budapest: Zenemfikiad6
Vallalat, 1964; London: Boosey & Hawkes, 1974, pp. 28-33.
Published in English: The Hungarian Quarterly 5 (Autumn
1939): 474-81.

“Zene az ovodéban” [Music in the Kindergarten ). 1941, 1957
Lecture: 3 December 1941: radio. Magyar zenei szemle 1.2
(1941): n. p. ML5 .Z396.

The composer states that if in 1875, instead of establishing
the Academy of Music, a foundation for teaching singing in
schools had been set up, Hungary’s musical culture would
be greater and more general. He explains that the years
between three and seven are educationally much more
important than the later years and that kindergarten offers
the opportunity for students to adjust to the human
community. Kodély considers appropriate music for
kindergarten to be authentic Hungarian folk songs. The
postscript of 1957 considers the training of kindergarten
teachers, the teaching of songs and appropriate
accompaniments. (Budapest: Zenemfikiad6, 1958). In
Visszatekintés 3, pp. 43-46. Reprinted in Ferenc Bénis, ed. The
Selected Writings of Zoltdn Koddly. trans. Hal4apy and Macnicol
Budapest: Zenemfikiad6 Vallalat, 1964; London: Boosey &
Hawkes, 1974, pp. 127-151. English: Bulletin of the
International Koddly Society 1 (1985): 11-14.

“A Psalmus Hungaricus szerz8je-az ovodai zenetanftasrol”
[The Composer of Psalimus Hungaricus on Music Teaching in

the Kindergarten]. Feljegyezte Gich Marianne, Hid 2.2 (7
October 1941): 13.

The composer addresses his dedication to early music
education and at the end of the brief statement points out the

tollowing: ~1ne nationwide cultural SIgrncaice vl ue
education of the youngest must, at last, be ﬁom:ﬁmm.os.r If we
do not implant in children the fine seed of music in infancy
in vain will we try to do so later, the soul will have become
rank with weeds. Is there a better calling than to sow the first
good seed into a new garden?” Translated from .Em
Hungarian original. In Visszatekintés 2, pp. 494. English:
Bulletin of the International Kodily Society 2 (1982): 35.

“Népzene és mfizene. Ur és paraszt a magyar élet
egységében” [Folk Music and Art Music. Lord and Peasant
in the Unity of Hungarian Life]. ed. Sandor Eckhardt.
Magyarsagtudomanyi Intézete, (Budapest 1941): 212-222.

From a 1941 presentation, Institute of wmngwd% Péter
University of Budapest. The composer describes his search
for Hungarian character in music and his &mno<.m~.v~ o.m zwm
more typical national characteristics reflected ﬁﬂBB..:% in
monophonic music. He delineates the origins of Bm_.om_n m:.a
rhythmic styles associated with Hungarian music and is
convinced that the root of music in his country is found in
folk traditions. In Visszatekintés 2, pp. 261-262. Published in
Tempo (1962-1963): 26-36. English: “Folk Music and Art
Music.” In Festschrift Koddly Zoltdn, 70. Institute for Cultural
Relations (Budapest, 1952): 32-42.

“Magyar zenei folklore 110 év el6tt” [Hungarian Musical
Folklore 110 Years Agol. Magyarsigtudomdny 2.3-4 (1943):
374-379.

A source study. In Visszatekintés 2, pp. 155-183.

“Otfoka zene” [Pentatonic Music]. Budapest: Magyar Kérus,
(1945, 1947).

KodaAly states that it is easier to sing in tune when music
contains no half-steps and that musical thinking and the
ability to sound the notes can develop better using tunes
which employ leaps rather than stepwise motion based on
the diatonic scale. Volume I, Budapest: Magyar Kérus, (1945).
Postscript to Volume II, Budapest: Magyar Kérus, (1947).
Volumes III & IV, Budapest: Magyar Kérus, (1947). In
English: London: Boosey & Hawkes, 1970-1972. In
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Writings of Zoltdn Koddly. trans. Halapy and Macnicol
Budapest: Zenemfikiad6é Vallalat, 1964; London: Boosey &
Hawkes, 1974, pp. 221.

“A Magyar zenei nevelés” [Hungarian Musical Education].
Lecture in Pécs 19 November 1945.

A discussion of the importance of basing Hungarian musical
education on Hungarian folk music. The composer defends
the notion of teaching Hungarian music as a prerequsite to
the music of other nations. He also addresses the efficacy of
teaching singing before teaching an instrument. Translated
from the Hungarian original: In Visszatekintés 1, pp. 174-177.
Included in Ferenc Bénis, ed. The Selected Writings of Zoltdn
Kodily. trans. Halapy and Macnicol Budapest: Zenemfikiado
Vallalat, 1964; London: Boosey & Hawkes, 1974, pp. 152-155.

“Bart6k Béla az ember” [Béla Bartok the Man]. Lecture to the
Hungarian Musicians’ Trade Union, 22 February 1946. Zenei
szemle 1 (1947): n. p. ML5 .Z396.

An obituary containing a brief biography and comment on
Bartok’s ethnomusicological studies. In Visszatekintés 2, pp.
442-446. In Ferenc Bonis, ed. The Selected Writings of Zoltdn
Koddly. trans. Halapy and Macnicol Budapest: Zenemfikiad6
Vallalat, 1964; London: Boosey & Hawkes, 1974, pp. 97-103.

“Popularizing Serious Music” (1946) Koddly Envoy 20.3
(Spring 1994): 14-15. ISSN 1084-1776.

Text is of a speech presented by the composer at a meeting
of the League of Composers in New York City in December
1946. Addresses the question of supporting serious music
and awakening a devotion to the beauties of music.
Emphasizes the need for balance between making music and
listening to music. Mentions Jaques Dalcroze’s attempt to
eliminate “bad teachers” and the attempts of Curwen, Galin,
Paris, and Chevé as well as those of Gedalge and Hindemith
to make music more accessible. Kodély concludes his speech
with thoughts on eliminating boundaries between the
amateur and professional and educating youth with good
music and musical literature as early as possible.

[The Role of Folk Song in Russian and Hungarian Music].
1946.

A lecture given at the Hungaro-Soviet Cultural Society’s
Congress in 1946. The composer considers the literary and
linguistic significance of folk poetry in several countries. He
makes a plea to make the general public vmn:n:uwam in
musical culture, noting that :Enw Russian music had its
roots in folklore. In Visszatekintés:1, pp- 186-190. Also in
Ferenc Bonis, ed. The Selected Writings of Zoltdn Koddly. trans.
Halapy and Macnicol Budapest: Zenemfikiad6 Véllalat,
1964; London: Boosey & Hawkes, 1974, pp. 34-39.

“A Jehudi Menuhin Budapesti hangversenyei elé.” [To
Yehudi Menuhin’s Budapest Concerts]. Megjelent Menuhin
Budapesti hangversenyeinek mfisorlapjan. (1946).

Menuhin’s appearances in Budapest brought the city closer
to the cultural world and introduced for the first time a work

Barték had written for him. In Visszatekintés 2, p. 395.

Included in Ferenc Bonis, ed. The Selected Writings of Zoltin

Koddly. trans. Halapy and Macnicol Budapest: Zenemfikiad6
Vallalat, 1964; London: Boosey & Hawkes, 1974, pp. 75.

Originally appeared in the program notes for a concert in*
June, 1946.

“Beszéd az OMIKE tarsasebédjén” [Address]. Delivered at
the Banquet of OMIKE, 1947. 14 December 1947.

The OMIKE is the Hungarian Jewish Society for Culture. The
composer modestly addresses his accomplishments. In
Visszatekintés 2, pp. 496-497. English: Bulletin of the
International Koddly Society 2 (1982): 25.

“A munkés karének nemzeti jelent&sége” [The National
Importance of the Workers’ Chorus]. Enekld Munkds 1.8
(October 1947):1-3.

Kodély explains that although the workers’ do learn music,
progress is impeded by their inability to read it. Kodaly
contends that folk and workers choirs can greatly contribute
to the development of a Hungarian singing style. In
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Writings of Zoitdn Koddly. trans, Im_.»ﬁv« and Macnicol
Budapest: Zenemfikiad6é Vallalat, 1964; London: Boosey &
Hawkes, 1974, pp. 156-159.

“100 éves terv” [A Hundred Year Plan]. Enekszé 14.79
(1947):1-2.

The aim of the plan is to restore Hungarian musical culture,
the means for carrying it out is making reading and writing
music as part of general education throughout the
Hungarian school system. Kodaly states that in music, as in
language, it is only by a Hungarian-centered curriculum that
Hungary can begin a rational education. In Visszatekintés 1,
pp. 207-209. In Ferenc Bénis, ed. The Selected Writings of
Zoltdn Koddly. trans. Haldpy and Macnicol Budapest:
Zenemfikiad6 Vallalat, 1964; London: Boosey & Hawkes,
1974, pp. 160-162.

Bart6k Béla vilogatott zenei frisai [Selected Writings on Music],
ed. Andrés Sz6ll8sy. Introduction and notes by Bence
Szabolcsi Budapest: Magyar Korus, 1948. 109 p. ML60.B26;
rev. and enlarged as Barték Béla vdlogatott frdsai, ed. Andras
5z6116sy. Budapest: Mfivelt Nép Tudoményos és
Ismeretterjesztd Kiadd, 1956. 426 p. ML 248.B285A16.

According to Antokoletz: “The original 1948 edition contains
twenty-eight essays by Bartok. The five chapters include the
following topics: 1) Hungarian folk song and old and new
Hungarian art music; 2) Barték’s scientific folk music
investigations, the first essay dating from 1912; 3) three
articles revealing Bartok’s humanism; 4) essays discussing
Bartok’s musical forebears; and 5) primary source
documentation revealing reactionary and chauvinistic
attitudes toward Barték. The revised and enlarged 1956
edition contains forty-seven essays, notes, and bibliography

by Sz6118sy. See also the Italian translation: Béla Barték, Scritti

sulla musica popolare, comp. Diego Carpitella, with preface by
Zoltan Kodaly. Torino: Edizioni Scientifiche Einaudi, 1955.”
In Visszatekintés 2, pp. 459-460.
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[After the First Solfege nogvmssoz_ Akadémiai Ertesits
40.479 Budapest: 13-15. Academy of Music in Budapest,
June 1949.

The composer makes a plea to train better musicians. This is
in the interest of the community, the culture, and the country
and is the duty of everyone. In Visszatekintés 1, pp. 219-220.
also in Ferenc Boénis, ed. The Selected Writings of Zoltdn
Koddly. trans. Halapy and Macnicol Budapest: Zenemfikiad6
Vallalat, 1964; ﬁcsm.ozn Boosey & Hawkes, 1974, pp. 163-164.

“A Fdolszillott a pdva-zenekari valtozatok eladasa elé”
[Introduction to the Performance of the Peacock Variations).
Concert, City Theatre, March 1950. Eneksz6, 12.6 (1950): 12.

Kodaly conducted the Peacock Variations and the Concerto. In
the program notes he discusses the relationship between folk
music and composed music and explains variation as the
most natural development of folk music. In Visszatekintés 1,
pp. 221. In Ferenc Bonis, ed. The Selected Writings of Zoltin
Kodily. trans. Haldpy and Macnicol Budapest: Zenemfikiad6
Villalat, 1964; London: Boosey & Hawkes, 1974, pp. 222.

“A magam alkottam elsé hangszeremet” [I Made Z% First
Instrument Myself]. Statement for the paper Csaldd és ES?
Budapest (1950).

Explains how he made his first instrument from a ladle
threaded with strings. In Visszatekintés 2, pp. 500. In Ferenc
Bénis, ed. The Selected Writings of Zoltén Kodély. trans. Halapy
and Macnicol Budapest: Zenemfikiad6é Vallalat, 1964;
London: Boosey & Hawkes, 1974, pp. 223.

“A folklorista Bartok” [Bartok, the folklorist]. Uj zenei szemle
1.4 Budapest (1950): 33-38.

Chronicles Bart6k’s professional career as a pianist and then
as a composer in the traditional manner. After the age of
twenty-four he devoted attention to his native folk music.
The article discusses the various influences on his
development (Liszt, Debussy, etc.) and the gradual
expansion of his folk studies outside of Hungary which are
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Bonn: Boosey & Hawkes, (1954): 33; In Visszatekintés 2, pp.
450-455; Composers on Music. Sam Morgenstern, ed. New :
York: Pantheon Books Inc., 1956, pp. 439-440; Ferenc Bénis,
ed. The Selected Writings of Zoltdn Kodily. trans. Halépy and
Macnicol Budapest: Zenemfikiads Vallalat, 1964; London:
Boosey & Hawkes, 1974, pp. 102-108.

Corpus musicae popularis hungaricae. A magyar népzene tara. Y59,
[A Hungarian Folk Music Thesaurus]. eds. Béla Bartok and

Zoltan Kodaly Budapest: Akadémiai Kiadé, (1951-1973). 6
volumes.

It should be noted that Corpus musicae popularis hungaricae is
called Népzene Téra in Hungarian and it is often referred to
in this way. A definitive and extensive collection of folk
songs and the texts of the songs. Includes the following: I:
Gyermekjdtékok [Children’s Games], ed. Gysrgy Kerényi,
1951, xi, 933p; In Visszatekintés 1, pp. 184-197. II: Jeles napok
[Festival Days], ed. Gyorgy Kerényi, 1953, xxiii, 1248p; In
Visszatekintés 2, pp. 201-203. III:A/B Lakodalom ~<<ma&=m I8
Songs] ed. L. Kiss, 1955 (vol, I[A), 1956 (vol. IIB), xliv, 1080 &
p- and xii, 701p.; In Visszatekintés 2, Pp. 206-209. IV: Pdrosftsk
[Pairing Songl, ed. Gyorgy Kerényi, 1959, 905p; In
Visszatekintés 2, pp. 212-213. V- Siraték [Laments], ed.
Benjamin Rajeczky and L. Kiss, 1966, 1139p.; In Visszatekinté
3, pp. 402-404. V1. Népdaltipusok [Types of Folk songs], ed."
Pal Jardanyi and Imre Olsvai, 1973, 831 p. In Visszatekintés 1
PP. 298. These volumes contain substantial bibliographies
lists of collectors, notators, localities, music, syllabi
numbers, cadences, and rhythmic patterns. Also contain
illustrations and maps. Reviews: Csanadi, in Kortdrs 11.5
(May 1967): 696-699; Istvan Halmos, in' Acta ethnographia

June 1969): 248-250,

“Az &si hagyomany-mai zeneélet” [Ancient Traditions<%
Today’s Musical Life]. Elgadds 5-1: 225-245, Lecture given at
the Institute of Popular Education, Budapest (12 July 1957),
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Hungary. He notes relationships between mo.zm music .m:&
choral music and continues to answer specific questions
concerning Hungarian folk music. In S.mmuﬁmwmimm 1, pp.
225-245; and Ferenc Bénis, ed. The Selected Writings of Zoltén
Koddly. trans. Halapy and Macnicol Budapest: Zenemfikiad6

Villalat, 1964; London: Boosey & Hawkes, 1974, pp. 165-184.

Gyermekjitékok [Children’s Games]. I: ed. Gyérgy Kerényi,
1951, xi, 933p; 1951. Foreword to Volume I of the Corpus
musicae popularis hungaricae.

Examination of the composer’s conviction that children’s
singing games offer insight into the primeval age .om m..u_._n
music. The discussion offers an overview of the wn_mbamn
approach to analysis used by Kodaly. Singing in connection
with movement is more ancient and more complex than
simple song. In the same way that or:m. Qm<m_wﬁgmwn
repeats in brief the evolution of humankind, .Q:E_...m: s
music reflects the history of music and affords a glimpse into
the prehistoric period of music. In Visszatekintés 1, pp- 184-
197. Included in Ferenc Bénis, ed. The Selected Writings of
Zoltén Kodily. trans. Halapy and Macnicol Budapest:
Zenemfikiad6 Vallalat, 1964; London: Boosey & Hawkes,
1974, pp. 40-54. Also cited as: Béla Bart6k and Zoltan

- Kodaly. “Children’s Games.” Bulletin of the International Folk

Music Council 5 (January 1953): 69-70.

“A zene mindenkié! Elész6 [Let Us Sing Correctly! Foreword].

.m._.Aon»_% explains that proper intonation in singing matches

the acoustic, not the tempered intervals, and that the mmsmw:m
teacher or choral director should not depend on the piano

i for pitch. He examines the use of part singing and solfege for

'developing good intonation. Musical examples are presented

t'and analyzed. Let Us Sing Correctly! ed. Percy M. Young
3 London: Boosey & Hawkes, 1952. In Visszatekintés 1, p. 7.

«Reprinted in Ferenc Bénis, ed. The Selected Writings of N&&@
.Na&&w. trans. Halapy and Macnicol Budapest: Zenemfikiad6
Villalat, 1964; London: Boosey & Hawkes, 1974, pp. 216-219.
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Or peernoven's Leatn). Upening address at the gala concert
in the Budapest Academy of Music, 25 March 1952.

The composer admonishes the audience to recognize that it
is the right of every citizen to be taught the basic elements of
music so that all may understand the world of music. In
Visszatekintés 2, pp. 396-397. Also in Ferenc Bénis, ed. The
Selected Writings of Zoltdn Kodély. trans. Halapy and Macnicol
Budapest: Zenemfikiad6 Vallalat, 1964; London: Boosey &
Hawkes, 1974, pp. 76-77.

“A népzenekutatds jovSje” [The Future of Folk Song
Research). Akadémiai Ertesftd 59.491 (1952): 21-22.

A recommendation for classification systems for collection
and analysis of folk music. In Visszatekintés 2, pp. 198-200.

“Magyar Tancok 1729-b6l” [Hungarian Dances of 1729]. A
Magyar Tudominyos Akadémia I. Osztdlydnak Kozleményei

[Papers of the Department of the Hungarian Academy of
Sciences] (1952): n.p.

A source study. In Visszatekintés 2, pp. 274-281. Also in Uj
zenei szemle 3.6 (June 1952): 1-5.

“Arany Janos népdalgytijteménye” [The Folk Song
Collection of Jénos Arany]. Budapest: Hungarian Academy
of Sciences (1953).

A basic study which reveals some problems associated with
folk music research. In Papers of the Department of the

Hungarian Academy of Sciences. (1953): n. p. In Visszatekintés 2,
pp. 282-286.

“Népi és egyéni mfialkotas a zenetorténetben.” Hozzaszolas
Szabolcsi Bence eldadasahoz. 29 May 1953. A Magyar
Tudominyos Akadémia Nyelv-és Irodalomtudomdnyi Osztilydnak
Kozleményei 4.1-2: 293-294. [Remarks About the Lecture of
Bence Szabolcsi on Popular and Individual Art Composition
in Music]. [Papers of the Hungarian Academy of Sciences].

In Visszatekintés 2, pp. 420-421.

GyOdrgy Kerenyl (1¥93), XX111, 14£40P; I'OFEWOIQ 10 VUIUINE 1L
of the Corpus musicae popularis hungaricae, published by the
Hungarian Academy of Sciences’ Folk Music Research
Group under Kodaly. Budapest: Zenemiikiad6, 1953.

This volume considers the customs which are accompanied
by singing according to their sequence throughout the year.
Both secular and religious traditions are considered. Careful
consideration is given folk music used in social events and
ritual. Kodaly believes this work to be authoritative in the
investigation the direction and trends of a people’s culture.

_In Visszatekintés 2, pp. 201-203. Included in Ferenc Bonis, ed.

The Selected Writings of Zoltdn Koddly. trans. Halapy and
Macnicol Budapest: Zenemfikiadé Vallalat, 1964; London:
Boosey & Hawkes, 1974, pp. 55-57.

“Ki a j6 zenész?” [Who is a Good Musician?].

Speech at the end-of-session ceremony in the Budapest
Academy of Music, 1953. The composer bases his ideas on
Robert Schumann’s definition of a good musician. The
students are encouraged to develop the ear, play in time,
learn harmony, sing, play an easy piece well rather than a
difficult one in a mediocre way, etc. He summarizes his
advise as follows: a well-trained ear, a well-trained
intelligence, a well-trained heart, and a well-trained hand.
Published in Zenei szemle Budapest: Zenemfikiad6, 1954: n.p.
ML5 .Z396. In Visszatekintés 1, pp. 275-277. Included in
Ferenc Bénis, ed. The Selected Writings of Zoltén Koddly. trans.
Haldpy and Macnicol Budapest: Zenemfikiad6é Vaillalat,
1964; London: Boosey & Hawkes, 1974, pp. 185-200.

“A zenei fras-olvasas moédszertana” El6sz6 Sz6nyi Erzsébet
kdnyvéhez. [Preface to Erzsébet Sz8nyi's Musical Reading and

30

Writing]. Budapest: Zenemfikiad6, 1954, pp. iii-v.

After acknowledging both the aural and written traditions,
Kod4ly provides a brief overview of music education
focusing on the German model and commenting on the
curriculum of the Paris Conservatory. He praises this text for
providing an outline for a musical education but cautions
that it is the artistry of the teacher that will provide the

[
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Writings of Zoltdn Koddly. :.mzm.;m&mﬁw, and Macnicol
Budapest: Zenemfikiadé Villalat, 1964; London: Boosey &
Hawkes, 1974, pp. 201-205.

55 kétszélamit énekgyakorlat. Elsz6 [Fifty-Five Two-Part
Exercises. Preface] Budapest: Zenemfikiad6, 1954.

After discussing the importance of singing before
instrumental playing, Kodaly explains the rationale for
publishing these exercises in part books. One is to teach each
student to listen to the other without seeing the other part,
and the second reason is to enable students to carry their
own book. Also in English: London: Boosey & Hawkes, 1965.
In Visszatekintés 1, pp. 296-297. Included in Ferenc Bénis, ed, |
The Selected Writings of Zoltdn Koddly. trans. Halapy and |
Macnicol Budapest: Zenemfikiad6 Vallalat, 1964; London:

Boosey & Hawkes, 1974, pp. 224-225.

Lakodalom Elfsz6. [Wedding Songs. Foreword] ed. L. Kiss,
1955 (vol. IIIA), 1956 (vol. I1IB), xliv, 1089 p- and xii, 701p.;
Foreword to Volume III of the Corpus musicae popularis
hungaricae, published by the Hungarian Academy of
Sciences’ Folk Music Research Group under Kodaily.
Budapest: Zenemtikiadé, 1955.

The songs in this volume address the different phases of
wedding rituals and traditions. The music spans a wide
range of themes and emotions from ceremonial rituals to
jokes common among males. In Visszatekintés 2, pp. 206-209
Reprinted in Ferenc Bénis, ed. The Selected Writings of Zoltd
Kodily. trans. Halapy and Macnicol Budapest: Zenemfikiad6
Vallalat, 1964; London: Boosey & Hawkes, 1974, pp. 58-61.

3

“Bart6k emlékezete” [In Memory of Bart6k]. Speech ong
Hungarian Radio as the opening address for the Barték Yearg
Kossuth Station, Hungarian Radio (1 January 1955). Papers o 5
the Hungarian Academy of Sciences (1957): 11. i ,

Kodaly considers Bart6k's originality and his influence upo
the condition of Hungarian musical culture through hisg
work in folk song collection and analysis. In Visszatekintés 2

&

Lonun NUgdly. trans. rialapy ana iviacnicol buaapest:
Zenem{ikiad6é Vallalat, 1964; London: Boosey & Hawkes,
1974, pp. 109-111.

“Szentirmayt6l Bartékig” [From Szentirmay to Bart6k].
Papers of the Department of the Hungarian Academy of Sciences
(1955): 223.

A comment on the historical study of folk music. In
Visszatekintés 2, pp. 464-468. Also in Uj zenei szemle 6.6 (June
1955): 6-9.

“Bartok halalanak tizedik évfordul6jan” [On Béla Barték].
Presidential opening address, memorial session of the
Hungarian Béla Barték Memorial Committee. 26 September
1956.

In praise of Bart6k’s search for equality in art and science
and lack of prejudice concerning races and peoples. Found
in Papers of the Department of the Hungarian Academy of
Sciences 1, 1957. 11. In Visszatekintés 2, pp- 471-472; and in
Ferenc Bénis, ed. The Selected Writings of Zoltdn Kodély. trans.
Halapy and Macnicol Budapest: Zenemfikiadé Véllalat,
1964; London: Boosey & Hawkes, 1974, pp. 112-113.

“Hungary’s Bartok.” Music and Musicians 5 (January 1957):
', 17. ISSN 0027-4232. ML5 .M84.

:nosns.a:m Bart6k’s contributions to Hungarian and world

s + music. Kodély speaks of Bart6k as being one of the most

o frequently performed composers. Addresses Bart6k’s “ant-
*Mike diligence” in collecting folk music, his commitment to
Hungarian culture, concerns about music education, and
broad interest as a composer. Kod4ly states that even in
. Bartok’s most daringly experimental works, the firm
background of tradition is evident.
be

(f’/Az Osszehasonlité népdalkutatis eléfeltétele cimen”
[Preconditions of Comparative Song Research]. In Studia
memoriae Bélae Barték sacra. [Studies in memory of Béla
sBart6k]. 2nd ed. by Zoltan Kodaly, Benjamin Rajeczky, and
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This memorial volume is dedicated to works on folk music,
some involving Bart6k and some not. Contains 26 essays
dealing in the following areas: 1) the music representing the
ethnic groups of Hungary and bordering areas; 2) music of
other cultures and continents; and 3) discussions on the
nature of scales, tonality, and form. The composer believes
that the field of folk music research lacks a classification
system which approaches folk tunes from a musical point of
view, and that the essence of music surviving in oral
traditions will be illuminated when a classification system is
finally established. Translated from the Hungarian original.
In Visszatekintés 2, pp. 210-211. Reviews: Klaus Wachsmann,
International Folk Music Journal 9 (1957): 78-80. Kodaly's
article was published in: Bulletin of the International Koddly
Society 2 (1982): 33.

“Az eredményes zenetanul4srél” [On the Successful Study
of Music]. Nyilatkozat februérban. Elszor megj. Nador
Taméas dokumentumgyfij teményében: Kodaly Zoltan és
Pécs-Baranya, Pécs, 1982: 62-64. [Interview of February 1957.
published in “Zoltan Kodély in Pécs, Baranya County” ed.
Tamés Néador 1982: 6-64]. Statement 1957.

The composer comments on the most important prerequisite
for achieving success in the study of music, singing. In
Visszatekintés 3, pp. 83-84. Also in Bulletin of the International
Koddly Society 1 (1985): 7-8.

Pdrosftok [Pairing Songs]. ed. Gyorgy Kerényi, 1959, 905p;
Preface to Volume IV of the Corpus musicae popularis
Imngaricae, published by the Hungarian Academy of
Sciences Folk Music Research Group under Kodaly.
Budapest: Zenem(ikiad6 1959, pp. 7-8.

The rural people of Hungary take the matter of courting
seriously and they talk about it all the time. From childhood
on, many play activities involve preparation for marriage.
Name-mentioning songs imply personal involvement and
incite emotion. These songs deserved a volume of their own.
In Visszatekintés 2, pp. 212-213. Included in Ferenc Bénis, ed.
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Macnicol w:mmﬁmwm Zenemtikiadé Villalat, 1964; London:
Boosey & Hawkes, 1974, pp. 62-63.

“O Haydn emlékezete” [In Memory of Haydn]. Presidential
address at the memorial session of the Hungarian Academy
of Sciences, February 1959. Zenetudomdnyi Tanulmdnyok
[Musicological Studies). Budapest: Akadémiai Kiadé, 1960.

Kodély praises Hayeln for his insights into the meaning and
purpose of art. Haydn’s music is described as democratic for
the following reasons: he speaks in the language of the
people; he strives for all to understand him, and he brings
about equality between the parts. In Visszatekintés 2, pp. 405~
407. Included in Ferenc Bénis, ed. The Selected Writings of
Zoltdn Koddly. trans. Halapy and Macnicol Budapest:
Zenemfikiad6 Vallalat, 1964; London: Boosey & Hawkes,
1974, pp. 78-80.

“O levél Pablo Casalshoz.” El6sz6 [Letter to Pablo Casals].
Foreword to the Hungarian edition of ].M. Corredor’s book:
Beszélgetéseim Pablo Casalsszal. [My Talks with Pablo Casals],
Budapest: Gondolat Kényvkiad6, 1960, pp. 10-11.

A letter to Casals describing the cellist’s musicianship. In
Visszatekintés 2, pp. 410-411. Included in Ferenc Bénis, ed.
The Selected Writings of Zoltdn Koddly. trans. Halapy and
Macnicol Budapest: Zenemf{ikiadé Vallalat, 1964; London:
Boosey & Hawkes, 1974, pp. 81-82.

“Folk Music and Art Music in Hungary.” Tempo 63 (Winter
1962-63): 28-36. ISSN 0040-2982. ML5 . T28.

Discusses bilingual music as music that borrows from
different traditions. For example, Bach’s style is molded
from Italian, French, and German elements. National
characteristics in current Hungarian music are derived from
folk music which is monophonic. Considers the distinctive
structures of melody and rhythm common to Hungarian folk
melodies. Explains how art music evolved from folk music, a
process that took centuries, completing its final transition to
polyphony between the 15th and 16th centuries. Concludes
with an admonition to examine the folk music of one’s own
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“A megnyité a Barték nyolcvanadik sztiletésnapja
alkalmébél rendezett el6adas-sorozaton” [Opening Address
from the Series of Lectures Held on the Occasion of the
Eightieth Anniversary of Bart6k’s Birth]. 1961.

Address on the 80th anniversary of Bart6k’s birth, 17 March
1961. Concerns Bartok’s folk song collecting and analysis. In
Visszatekintés 2, pp. 473, and in Ferenc Bénis, ed. The Selected
Writings of Zoltdn Koddly. trans. Halapy and Macnicol
Budapest: Zenemfikiadé Vaillalat, 1964; London: Boosey &
Hawkes, 1974, pp. 114.

“Liszt és Bart6k” [Liszt and Barték]. Opening Address,
Second International Musicological Conference in Budapest,
25 September 1961.

A brief contrast and comparison of the two composers life
and work. In Visszatekintés 2, pp. 414-415; and in Ferenc
Bonis, ed. The Selected Writings of Zoltdn Kodély. trans. Halapy
and Macnicol Budapest: Zenemfikiad6 Véllalat, 1964;
London: Boosey & Hawkes, 1974, pp. 115-118. Also in Studia
musicologica 5.1-4 (1963): 9-10.

“Tizenot kétsz6lamu énekgyakorlat. El6sz6” [Fifteen Two-

Part Exercises. Foreword]. London: Boosey & Hawkes, 1952;
1961.

In the words of Kodaly, these exercises “serve as an
introduction to the style of the greatest epoch of choral
singing,” suggestive of Bach, Handel, and Vivaldi. In
Visszatekintés 3, p. 98. Included in Ferenc Bénis, ed. The
Selected Writings of Zoltdn Kodily. trans. Halapy and Macnicol
Budapest: Zenemfikiadé Vallalat, 1964; London: Boosey &
Hawkes, 1974, pp. 220.

“The Tasks of Musicology in Hungary.” Studia Musicologica
1-2(1961): 5-8.

formed a committee on musicology to organize
musicological efforts and prepare important publications for
press. The work of the academy in supporting the Corpus
musicae popularis hungaricae made possible serious activity in
the field of comparative musicology. With the assistance of
the Academy, Hungarian musical science has reached into
the international arena and can inform the world about the
results of its activity. Also published as “The Tasks of
Musicology.” The Hungarian Quarterly 3.8 (October-
December 1962): 10-13.

“Message to the International Folk Music Council’s Quebec
Conference.” Bulletin of the International Folk Music Council
20. (1962). ISSN 0020-6768. 781.7 ML26.

A brief message in praise of the Council for their work in
producing collections of many people’s folk songs. In
Visszatekintés 2, p. 216. Included in Ferenc Bénis, ed. The
Selected Writings of Zoltdn Koddly. trans. Haladpy and Macnicol
Budapest: Zenemfikiad6 Villalat, 1964; London: Boosey &
Hawkes, 1974, p. 64. A

“Kodaly on His Debt to the English.” Making Music 58
(Summer 1965): 9.

Interview, eve of his eightieth birthday, December 1962, as
reported by the Hungarian News Service. Kodély spoke
concerning daily music instruction in Hungary. He added: “I
have collected the choral themes for school use from among
the pearls of the thesaurus of Hungarian folk songs. These
themes, by the way, have spread beyond the frontiers of
Hungary. It is an interesting fact—although it must not be by
chance—that they will become the common treasure of
teachers and children in a country whose musical culture
has inspired me many times during my life. That country is
Britain, where I had the opportunity to study the teaching of
singing at schools in 1927. I was able then to get acquainted
with those British composers and musicologists who,
simultaneously with but wholly independently from us,
followed a similar course in their folk song research ... In the
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Hungarica and the a:vamﬁ_:o:w solfa collections, I am now
very pleased to return to the English what I have learned
from them and was able to adapt to our needs in
Hungary ....”

i © el

“Foreword.” Zoltdn Koddly, A Hungarian Musician. ed. Percy

M. Young. London: Ernest Benn, 1964, pp. vii-viii.

This biography, with a foreword by the composer, was
reprinted by Greenwood Press in 1976. 231p.

“Address.” Journal of the International Folk Music Council 16
(1964): 4-5. ISSN 0020-6768. 781.7 ML26. ' .

In praise of the International Folk Music Council’s
international scope and attention to ethnomusicology, a
subject which deals almost exclusively with exotic kinds of
music. Also includes a dicussion of the similarities and
differences between eastern and western music. Article is
reprinted in: Zoltdn Koddly, A Hungarian Musician. ed. Percy
Young. London: Ernest Benn Ltd., 1964, pp. 199-202.

“Welcome Address.” International Music Educator 10
(Autumn 1964): 324-5. ISSN 0172-0597. ML5 .1628.

This International Society for Music Education Conference in
Budapest featured eighteen years of Kodaly-inspired music
education in Hungary. Briefly explains the history of
Hungary as centuries of continued invasion. Also in French
and German.

“A Kecskeméti ének-zenei 4ltalanos iskola Gj épiiletének
felavatasan” [Inauguration of the New Building of the
Kecskemét Music Primary School, Speech]. 18 February
1964. Bulletin of the International Koddly Society 1 (1985): 8-10.
ISSN 0133-8749.

The composer states that the inauguration of this building
represents a turning point in Hungarian cultural history. The
use of music as an art in education will most certainly enrich
cultural life. Speech, 18 February 1964. Taken from a tape
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3, pp. 119-121.

“Opening Address by the President.” Journal of the
International Folk Music Council 17. Part 1 (March 1965): 5.
ISSN 0020-6768. 781.7 ML26.

The seventeenth annual conference was held in Budapest by
invitation of the Hungarian Academy of Sciences and the
Hungarian National Committee of the International Folk
Music Council. Main conference themes: Folk Music and
Music History; Methods of classification and lexicographical
arrangement of tunes. The composer outlines a brief history.
of Hungary. The &mnﬁmm-o: which follows concerns the
scientific collection and classification of folk materials.

“Sztilettem Kecskeméten” [Reminiscences]. (1965) Elgszdr
megj. facsimilekozléskénet E6sze Laszl6 konyvében: Kodily
Zoltdn élete képekben és dokumentumokban Budapest:
Zenem(ikiadé, 1971, p. 146.

The composer discusses his predilection for hiking and
walks in the country. He comments on the fact that he
seldom met others during these outings and faults education
for not encouraging wandering around the Hungarian
countryside. Written December 1965 at the request of Liszl6
E6sze. In Visszatekintés 3, p. 590. In English: Bulletin of the
International Kodély Society 2 (1982): 3.

“A Communication from Zoltdn Kodaly.” American Choral
Review (December 1965): 16. ISSN 0002-7898. ML1 .A46.

Discusses the need for more choral opportunites for
children. This article also mentions an article, “Kodaly’s
Singing Schools,” by Mary Helen Richards. American Choral
Review 4.4 (1962): 9.

“Introduction to the :czmm:ms Edition of u.ummﬁr Szigeti's
Book.” (1965) Bulletin of the International Koddly Society 2
(1982): 36. ISSN 0133-8749.

In this brief introduction the composer states that Szigeti’s
career is an example of “free music making, springing from
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pp. 477-47%.

“Bart6k halalanak huszadik évforduléjan” [Opening
Address). (1965) Bulletin of the International Koddly Society 2
(1982): 34. ISSN 0133-8749.

This is the address delivered on the twentieth anniversary of
Béla Bartdk’s death, at the series of lectures of the Folk Music
Research Group of the Hungarian Academy of Sciences.
Kodaly praises Bartok’s art for not only absorbing foreign
elements but also absorbing “new life-giving power from his
own soil.”

“Roundtable Discussion.” 1965 Koddly and Education: Koddly
in North America. ed. Richard Johnston, Willowdale, Ontario:
Avondale Press, 1986, pp. 22-32.

Dartmouth conference discussion with Zoltin Kodaly
concerning issues relating to music education.

“A Little Biography.” (1966). Published in Laszl6 E&sze’s
book: Zoltin Koddly-His Life in Pictures. New York, Budapest:
Belwin and Mills, Corvina Press. 1971. Facsimile
Nos. 226-227.

Kodaly describes his birth place and his love for the
countryside also in Ferenc Bonis, ed. The Selected Writings of
Zoltdn Kodaly. trans. Halapy and Macnicol Budapest:
Zenemfikiad6 Vallalat, 1964; London: Boosey & Hawkes,
1974, p. 226. See also item 138, Laszl6 E&sze, Koddly Zoltin
élete képekben és dokumentumokban [Zoltdn Kodaly’s Life in
Pictures and Documents]. In Hungarian. 2nd enlarged ed. in
English. Budapest: Corvina Kiad6, 1982. 168 p.

“Introduction.” Musical Education in Hungary. (1966) ed.
Frigyes Sandor. trans. and revised by Cynthia Jolly.
Budapest: Boosey & Hawkes and Corvina Press, 1969, pp. 5-
6. ISBN 081620256. MT3 .H8 S32.

Kodaly expresses his conviction that music education
through singing will train audiences as well as musicians.
The sum and substance of his statement is that those who
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rerenc bonis, €a. 1ne Seiecteq yvrinngs oy Loiun Noddiy. trans.
Haldpy and Macnicol Budapest: Zenemf{ikiad6 Villalat,
1964; London: Boosey & Hawkes, 1974, pp. 206-208.

“An Unsent Message to the First International Verdi
Congress.” (1966) Bulletin of the International Koddly Society 2
(1982): 26. ISSN 0133-8749.

The author is convinced that Italy absorbed the folk music of
its country in the 16th century. He notes that the whole of
music making for Italy springs from singing, which is a great
advantage for them, and urges Hungarians to follow in their
footsteps to assure that their musical culture reaches higher
planes. In Visszatekintés 3, pp.158.

“The Role of Authentic Folk Song in Music Education 1966.”
Bulletin of the International Koddly Society1 (1985): 15-19. ISSN
0133-8749.

From a 1966 lecture at Interlochen, Michigan. The composer
states, “It is a fact that the folk song is the musical
mothertongue of us all. And music instruction must begin
with the folk song with which we have been brought up
from birth and learnt from our mother.” He continues to
make the point the folk song leads clearly to art music. Also
found as “Folk Song in Hungarian Music Education.”
International Music Educator 15 (March 1967): 486-490.

“ El6sz6 “ [Foreword] A Magyar népzene téra. Corpus popularis
musicae hungaricae V Siraték [Laments]l, ed. Benjamin
Rajeczky and Lajos Kiss, 1966, 1139 p. trans. English text by
Laurence Picken. Budapest: Publishing House of the
Hungarian Academy of Sciences, 1966. 7-9.

In Visszatekintés 3, pp. 402-404. When Barték and Kodaly
first began their folk song collecting, they believed that the
laments had died out; old peasant women were shy and
never sang before an audience. Between 1915 and 1963
Kodély and his collaborators succeeded in collecting 588
laments and 197 parodies (mainly from the Zoborvidék, i.e.,
Transylvania and Moldavia). In this foreword Kodély
provides a survey of the collection process and a short
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history of the laments as a type of folk song. He analyzes the
eleménts found in laments and explains the character of this
type of folk song.

“Folk Song in Pedagogy.” Music Educators Journal 53.7 March
1967: 59-61. ISSN 0027-4321. ML1 M82.

Here Kodaly clearly and concisely delineates his rational and
sequential approach to music pedagogy, citing folk songs as
a logical starting place for the teaching of music. He is
convinced that children must be taught music through
singing games and rhythmic plays connected with physical
movements “preferably in close cooperation with physical
training.” These songs are the best material to introduce
musical elements. After the folk songs of one’s own country
are used, foreign songs are the best way to introduce other
types of music. “The final purpose of all this must be to
instill in the pupils the understanding and love of the great
classics of the past. These are much nearer to the folk song
than is generally recognized, for direct expression and clear
form are common in folk songs.” In Volume I1I of the series,
Koddly and Education: Koddly in North America. Richard
Johnston, ed. Willowdale, Ontario: Avondale Press, 1986, pp.
60-65. Also found as “Folk Song in Education.” Music 2.1
(1967): 14-16. The article is very similiar to the following:
“Eolkmusik og musikopdregelse.” (Folk Music in Music
Pedagogyl. Dansk Musiktidsskrift 42.4 (1967): 94-95; and
“Musikunterricht und Erziehung.” [Music Instruction and
Education). Osterreichische Musikzeitschrift 21 Jg., Heft 11
(November 1966): 587-89. In German. Also in Bulletin of the
International Koddly Society 2 (1982): 37-38.

“The Responsibilities and Opportunities of the Musician-
Educator.” 1966 Koddly and Education: Koddly in North
America. ed. Richard Johnston, Willowdale, Ontario:
Avondale Press, 1986, pp. 67-74.

Discussion of Kodaly’s philosophy of music education.
#Conversation with Zoltan Kodaly.” (1966) Koddly and

Education: Koddly in North America. ed. Richard Johnston,
Willowdale, Ontario: Avondale Press, 1986, pp. 76-83.
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Bulletin of the International Koddly Society 2 (1982): 6-10.

"La Musica es util y indispensable para la humanidad.”
[Music Is Profitable and Indispensable for Humanity]. Clave,
Voz de la Juventud Musical Uruguaya 55 (April 1967): 24.

Not examined.

#p3l Jardanyi, 1920-1966.” Studia Musicologica 9.1-2 (1967):
5-6. ISSN 0039-3266. ML5 .593.

An article in commemoration of the late scientist, composer,
and professor.

Dille, Denijs. “Souvenirs par Z. Kodaly.” [Remembrances of
Zoltan Kodaly). Studia musicologica 9 (1967): 255-263. ISSN
0039-3266. ML5 .593.

A conversation recorded by Dille in which Kodaly discusses
his early experiences in singing, instrumental instruction,
early musical influences, his family’s influence on his
musical development, specific compositions, and his
relationship to Bartok.

“Erkel és a népzene.” [Erkel and Folk musicl. Magyar ridio és
televizié évkonyv [Hungarian Radio and Television Yearbookl]
1967: 311-18.

According to fiva Farkas, RILM Abstract 1973, 1970:
“Discusses the folk-like melodies of Ferenc Erkel’s operas,
which appeal to a wide audience. Compares European with
Hungarian folk music.” In Hungarian. In Visszatekintés 3,
pp. 405-409.

“Purpose of Music.” Guest Editorial. Music Journal 29.7 (
September 1971): 4. ISSN 0027-4364. ML5 .M852. film
ML 1300.

According to Kodaly: “The purpose of music is to
understand better-to evolve and expand our inner world ...
Legends of many peoples deem music to be of divine origin:
thus, when we have reached the boundaries of human
understanding, music points beyond, into a world that
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LETTERS

114.

good art results in spiritual health. Those who develop a
taste for what is good at an early age will become resistant
later to what is bad.” No original date given.

“Hungarian Instrumental Teaching.” n.d. Bulletin of the
International Koddly Society 2 (1977): 74-81. ISSN 0133-8749.

The composer believes that the “intelligent way” of teaching
instrumental music is to teach singing first and that folk
songs should form the basis of education of the child’s early
music training. Kodaly’s pedagogical ideas are incorporated
into some of his compositions, for example, the 24 Little
Canons on the Black Keys. He justifies his pedagogical ideas
through answers to questions and comments from various
contributors. First publication, trans. Lili Halapy. No
original date given.

116.

Visszatekintés 1 [In Retrospect 1]. ed. Ferenc Bénis. Budapest:
Zenemfikiad6 Villalat, 1982. 349 p. ISBN 963 330 444

A selection of Kodéaly’s remarks and essays on music. See
also: Wege ziir Musik-Ausgewihlte Schriften und Reden. In
German. ed. Ferenc Bénis and R. Klein. trans. G. Engl.
Budapest: Corvina, 1983. 305 p. ISBN 963 13-1641-6.

Reviews: Die Musikforschung 39.1 (1986): 78-9; Musica 38.3
(1984): 282-3 .

Visszatekintés 2 [In Retrospect 2]. ed. Ferenc Bénis. Budapest:
Zenem(ikiad6 Villalat, 1982. 591 pp. ISBN 963 330 446 117.
Visszatekintés 3 [In Retrospect 3]. ed. Ferenc Bénis. Budapest:
Zenemfikiad6 Vallalat, 1989. 752 pp. ISBN 0464-4948.

Amann, Jean Pierre. Zoltin Koddly: Suivi de huit lettres a Ernest
Ansermet et de la methode Koddly] [Zoltan Kodaly Eight Letters
to Ernest Ansermet on the Kodaly Method]. Lausanne: Aire
Musicale, 1983. 133 p. ML410. K732 AS.

works. Reviews: Revue Musique de Suisse Romande 37.1 (1984):
46-7.

Berlasz, Melinda. “Zoltan Kodély as President of the Arts
Council in Hungary.” Bulletin of the International Koddly
Society 2 (1982): 38-41. ISSN 0133-8749.

Includes three letters of Kodaly’s, written when he was
president of the Arts Council, in which he addresses the
importance of music and the reorganization of music
teaching.

Bénis, Ferenc. “Racz Aladér és Kodaly Zoltan életrajzahoz”
[To the Biographies of Aladar Récz and Zoltin Kodaly].
Kodily festschrift magyar zenetorténeti tanulminyok Koddly
Zoltdn emlékére. [Studies in the History of Hungarian Music
in Memory of Zoltan Kodéaly]. ed. Ferenc Bénis. Budapest:
Zenemtiikiadd, 1977. pp. 151-189. ISBN 9633301874. ML 410
K732 K6.

Aladéar Racz dignified the role of the cimbalom by elevating
the instrument from its Gypsy orchestra origins. This first
part of this article provides a brief biography of Racz; the
second presents the correspondence between Racz and
Kodély that focuses on the performances of the Hiry J4nos
Suite which features the cimbalom. In Hungarian, with
summaries in English and German.

Cosma, Viorel. “Kodaly im Spiegel der ruménischen Presse

- (Randbemerkungen zu einer Erstauffithrung (1931)” [Kodaly

in the Mirror of the Rumanian Press (1931)]. International
Koddly Conference: Budapest 1982. ed. Ferenc Bénis et al.
Budapest: Editio Musica, 1986, pp. 33-37. ISBN 96333 587 X.
ML410 .K732 I6.

Discusses the correspondence between Octavian Beu (1893-
1964), Rumanian musicologist and Kodaly. Beu presented
the author with correspondence from the period between
1930 and 1932 in which Kodély discusses Rumanian folklore.
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Martn's rress, 1¥71. english trans. I’eter Balaban, Istvan
Farkas; trans. rev. Elizabeth West and Colin Mason. London:

Faber & Faber; Budapest: Corvina, 1971. 466 p. ML410 .B25
A42 197 1b.

English translation examined. A comprehensive collection of
Bartok’s correspondences reflecting his personal life, musical
attitudes, compositions, and folk music research. Includes
the correspondence of Kodaly and Bartok from April 1938,
which discusses the Nazi takeovers of the Budapest and
Viennese publishing houses and their eventual association
with Boosey & Hawkes in London. The original Hungarian
editions of these letters are published as follows: Barték Béla
levelei [Béla Bartok Letters]. ed. and annotated by Janos
Demény Budapest: Magyar Mfivészeti Tanacs, 1948-1971,
enlarged 2/1976, 952p.; German translation, 1960, enlarged
2/1973; English trans. 1971.

———. “Kodaly Zoltén kilenc levele.” [Nine Unedited
Letters of Zoltan Kodaly]. Koddly Festschrift Magyar
Zenetdrténeti tanulmdnyok Koddly Zoltdn emlékére. [Studies in
the History of Hungarian Music in Memory of Zoltan
Kodaly]. ed. Ferenc Bonis. Budapest: Zenemfikiad6, 1977.
pp- 210-216. ISBN 9633301874. ML 410 .K732 K.

The author is also the editor of Bartok’s letters. This
publication is in two parts: the first includes letters to the
Kner family, artists associated with modern Hungarian
print making; the second collection are letters written to the
Ady researcher, Gyula Féldessy, and concern grammatical

questions. In Hungarian, with summaries in English and
German.

—— ed. Documenta bartékiana. Vol. 4. Budapest; Mainz:

Akadémiai Kiad6; B. Schotts Sohne, 1970. 244 p- ISBN 963-
05-1185-1.

Contains contributions in German by D. Dille, M. Ziegler,

and Laszl6 Somfai. Includes four letters from Kodaly to
Bartok.

Meeting of Bart6k and Kodaly]. Igaz sz6 1970/1979: 353-357.
HA1.835.

According to Antokoletz: Provides documentary evidence,
in the form of letters, regarding the first meeting of Bart6k
and Kodaly at the home of Emma Gruber, (née Sandor)
Kodaély’s future wife. Also published in Szabolcsi Festschrift:
Magyar zenetdrténeti tanulmdnyok, pp. 317-322; (see RILM
Abstracts No. 3346). In Hungarian with summaries in
German and English.

E6sze, Laszl6. “Bart6k és Kodaly levelezése” [The Bartok-
Kodaly Correspondence.”] Ujhold-Evkinyo 1, 1990 [New
Moon Almanac]. Budapest: Magvet6 Konyvkiad6, 1990: 375-
409. ISSN 0237 5222.

The letters, published here for the first time, cover the early
meetings and growing friendship between the two
composers. See also “Thirteen Unpublished Letters By
Zoltan Kodaly to Béla Bartok.” Bulletin of the International
Kodily Society 16.1 (Spring 1991): 3-12.

Fuchss, Werner. “Zoltin Kodalys Beziehungen zu Ztirich—
Briefe an Volkmar Andreae, denkwiirdige Auffithrungen”
[Zoltan Kodaly’s Connections with Zurich—Letters to
Volkmar Andreae and Memorable Performances]. In
German. Schweizerische Musikzeitung/Revus Musicale Suisse
CH 112.6 (November-December 1972): 333-39.

According to author, RILM Abstract 915, 1973:
“Performances of some of Kodéaly’s works in Zurich
influenced the development of his reputation abroad. His 1st
string quartet was performed there in 1910 at the 46th
annual music festival. The Zurich performance of his
Psalmus Hungaricus (1926) in particular created a lasting
impression. Among the composer’s previously unpublished
letters are three to Volkmar Andreae in Zurich and one to
Dimitri Calvocoressi at Paris (1925).”

~——. “Kodély Zoltén és Zurich I-II. Volkmar Andreae-hez
irott levelek és emlékezetes eladésok” [Zoltan Kodaly and
Zurich, I-1I, Letters Written to Volkmar Andreae and
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According to Tibor Tallidn, RILM Abstract 3084, 1974:
“Presents three previously unpublished letters from Kodaly
to the Swiss conductor Volkmar Andreae, who directed a
performance of Psalmus hungaricus in Zurich. Includes other

documentation of Kodaly’s connection with Swiss musical
life.”

Gal, Istvan. “Bart6k és Kodaly ismeretlen levelei.
Zeneelméleti irasaik angol kiadasarél” [Unknown Letters of
Bart6k and Kodély That Concern the English Publication of
their Writings on Music Theory]. In Hungarian. Tiszatdj
19.10 (October 1975): 61-71. ISSN 0133-1167. AP82 .T5.

According to Gabor Graf, RILM Abstract 5072, 1977:
“Discusses seven letters between J6zsef Balogh, editor of
Hungarian Quarterly, an English-language periodical, and
Bart6k and Kodaly discussing the theoretical ideas of the
two composers as presented in their articles, Barték’s
published in 3/2 (1937), Kodaly’s in 5/2 (1939). The article
by Bart6k concerning his folk song collecting in Turkey was
also published in Nyugat 3.3 (1937): 173-181; Kodély's article
“What Is Hungarian in Music?” was published two years
later in Nyugat 5.2. The letters shed light on the origins of
their ideas concerning ethnomusicology.

Gérdonyi, Zoltan. “Zoltan Kodédly iber Liszts
Hungarismen” [Zolt4n KodAly on Liszt's Hungarianism]. In
German. Studia musicologica 25.1-4 (1983): 131-34. ISSN
0039-3266. ML5 .593.

Kodaly’s letter of 24 November 1929 to Zoltin Gérdonyi,
which includes comments on Liszt’s limited knowledge of
Hungarian music, his inclination toward the music of other
countries, and a discussion of Gypsy-like ornamentation.

Hundt, Theodor. “Zoltin Kodily in eigener sache” [Zoltan
Kodaly by His Own Account]. Musica 38.2 (1 984): 139-42,

129.

130.

IEtters to tne CONauctor kugen dzZenxar Irom tne years 1913—
33, published here for the first time, deal with the mmbm&.&&
Hiry Jinos, which Szenkar conducted in its German vnt_mwm
in 1931. Other writings, as well as lectures that he gave in
Cologne in 1964, reveal his intentions as composer and
teacher.”

Klein, Rudolf. “Kodaly és az Universal Edition” [Kodély and
Universal Edition in Viennal. Magyar zenetdrténeti
tanulminyok Koddly Zoltdn emlékére. ed. Ferenc Bonis.
Budapest: Zenemfikiad6, 1977, pp. 136-50. ISBN 9633301874.
ML 410 .K732 Ké.

The Universal Edition in Vienna began publishing Kodaly’s
compositions in 1920. Its archives contain virtually all of the
correspondence between Kodaly and the firm. The letters for
the period 1918-37, are concerned with questions of
publications and contracts. Included are portions of the
letters which directly discuss Kodély’s music, method of
working, and character (1918-1931). The no_.qmmvosmm:n.m is
arranged according to composition and date. In Hungarian,
summaries in English, German.

——— “Kodaly és az Universal Edition, 1932-1937”
[Kodaly and Universal Edition, 1932-1937). Koddly Zoltin és
Szabolcsi Bence emlékezete. [In Memory of Zoltan Kodaly and
Bence Szabolcsi]. ed. Ferenc Bénis. Kecskemét: Kodaly
Intézet, 1992, pp. 63-70. ISBN 9637295070. ML410 .K732 K63.

This article is a sequel to the above-mentioned article
addressing the correspondence from 1932 to 1937. Contains
information on the compositional process, performances,
and reception of Kodaly’s works published by Universal
Edition of Vienna.

Legany, Dezsd, ed. Koddly Zoltdn Levelei. [Zoltin Kodaly
Letters]. In Hungarian. Budapest: Zenemfikiad6, 1982. 461 p.
ISBN 9633304482. ML410 .K58 A4.

Contains correspondence covering sixty-six years of
Kodaly’s life. Includes bibliographical references, facsimiles,
and indexes.
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Kodily Society. Centenary Issue 2 (1982): 10-25.

The author along with Laszl6 E&sze compiles, edits, and
publishes the letters of Kodély. The selection of letters
published here offers a glimpse into the composer’'s
international associations. Includes correspondence to Sir
Ivor Atkins, Knud Jeppesen, Sir Adrian Boult, Willem
Mengelberg, Yehudi Menuhin, Tibor Serly, Edward J. Dent,
Kate and Ernst Roth, Percy Young, and Timo Mikinen
among others.

Olah, Vilmos. “Egy Kodaly-levél torténete” [The Story of a
Letter from Kodaly]. In Hungarian. Muzsika 18.2 (February
1975): 38-39. ISSN 0027-5336. ML5 .M9898.

Describes how Kodaly, in exchange for a book sent to him by
Albert Schweitzer, wished to send Schweitzer Hungarian
phonograph records. He asked Kodaly’s advice. Kodaly’s
reply is printed in full, as is a letter from Schweitzer
containing his reflections on the recordings.

Schelken, Pélma. “Levelek Serestyén Gyulahoz Bart6k és
Kodaly ‘“tigyben’ “ [Letters to Gyula Serestyén about Bartok
and Kodély]l. In Hungarian. Magyar zene 25.4 (December
1984): 436-44. ISSN 0025-0384. ML5 .M214.

According to Péter Halasz, RILM Abstract 3866, 1984:
“Letters to Gyula Serestyén, the Hungarian ethnologist who
supported Béla Bartok and Zoltan Kodaly in their successful
effort to initiate Corpus musicae popularis hungaricae. In 1934
he urged them to appeal to the Hungarian literary society
Kisfaludy Térsasag for financial help, but their efforts were
unsuccessful.”

Schuh, Willi. “Correspondence with Dr. Ernst Roth.” Tempo
98 (1972): 4-20; 19-20. ISSN 0040-2982. ML5 .T28.

Ernst Roth joined the publishing firm of Boosey & Hawkes
in 1938 and helped elevate the publishing house to major
international importance. Included here is correspondence
between Roth and Richard Strauss, Igor Stravinsky and
Zoltan Kodély. The Roth/Kodély correspondence dates
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Kodaly’s Symphony by the London Philharmonic on 7
December 1961, and 12 December 1966 in praise of Roth’s
book Musik als Kunst und Ware (Zurich, 1966), which
includes comments concerning Bartdék, Strauss, and
Stravinsky. This article presents 17 letters from Strauss with
3 answers from Roth concerning Strauss’s visit to London in
1947, 2 letters from Stravinsky in 1955 and 1956, and 2 letters
from Kodaly written in 1961.

DOCUMENTS AND PICTURES

135.

137.

Boénis, Ferenc. Béla Barték, His Life in Pictures. trans. Sara
Karig and Lili Halapy. London: Boosey & Hawkes, 1964. 69
pages of text, 264 illustrations. ML410 .B26 5883.

The introductory study is by Bence .Szabolcsi and
summarizes the composer’s life and compositions. The
photographs chronicle the composer at different times :w his
life; they include his family, friends (including Kodaly),
maps, illustrations, and concert programs.

Breuer, Janos, ed. Koddly-Dokumentumok 1: Németorszdg 1910~
1944 [Kodaly’s Documents. I: Germany, 1910-1944].
Budapest: Zenem{ikiadd, 1976. 381 p. In Hungarian. ISBN
963330136X. ML410 .K732 K56.

Contains approximately 230 documents: reviews of German

" performances of Kod4ly’s works, reviews of printed music,

essays about Kodaly, German press reaction to Kodaly
performances in other countries, and reviews of Kodély
performances in Germany that appeared in the international
press. The introduction surveys the political and cultural
conditions and musical life in Germany and investigates the
impact of Kodaly’s art in this milieu. Includes a
chronological table of German performances of Kodaly’s
works. Reviews: Muzsika 20 (January 1977): 43-4.

E&sze, Laszl6. Kodaly Zoltdn életének krénikéja [The Chronicle
of the Life of Zoltdn Kodaly]. Budapest: Zenemf{ikiad6, 1977.
286 p. ISBN 9633301793.
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Reviews: Magyar zene 19,1 (1978): 109-12.

Kodily Zoltin élete képekben és dokumentumokban
[Zoltan Kodaly’s Life in Pictures and Documents). In
Hungarian. 2nd enlarged ed. in English. Budapest: Corvina
Kiadé, 1982. 168 p. ISBN 9631314146. ML410 .K58 E605.

Includes nearly 260 photographs of Kodaly, his family,
teachers, students, and colleagues. Also includes
manuscripts of his compositions and articles, folk-song
transcriptions, letters, posters of his concerts, selections from
his publications, etc. Translated by Barna Balogh and Gyula
Gulyas and later revised for a centennial edition by John R.
Thompson, printed by Corvina Kiadé in 1982. German
edition, Zoltdn Koddly. Sein Leben in Bilddokumenten Budapest:
Corvina, 1982. .

FOLK MUSIC COLLECTIONS
139. Barték, Béla, and Zoltan Kodaly, eds. Corpus musicae

popularis hungaricae [A magyar népzene tira; A Hungarian
Folk-Music Thesaurus]. Budapest: Akadémiai Kiad6, 1951—
1973. 6 volumes. ML134. B29 M3.

A comprehensive study including a collection of folk songs
and the texts of the songs. Includes the following: I
Gyermekjatékok [Children’s Games], ed. Gyorgy Kerényi (1951),
xi, 933p; Il Jeles napok [Festival Days], ed. Gydrgy Kerényi
(1953), xxiii, 1248p; Illafb Lakodalom [Wedding Songs] ed. L.
Kiss (1955) (vol. IIA), 1956 (vol. IIIB), xliv, 1089 p. and xii,
701p.; 1V Pirositék [Pairing Song], ed. Gyérgy Kerényi, 1959,
905p; V Siraték [Laments], ed. Benjamin Rajeczky and L. Kiss,
1966, 1139p.; VI Népdaltipusok [Types of Folk songsl, ed. Pal
Jardanyi and Imre Olsvai, 1973, 831 p. These volumes
contain substantial bibliographies, lists of collectors,
notators, localities, music, syllabic numbers, cadences, and
rhythmic patterns. Also contains illustrations and maps.
Reviews: Csanadi, in Kortirs 11/5 (May 1967): 696-699;
Istvan Halmos, in Acta ethnographia academiae scientiarum
hungaricae 16.1-2 (1967): 184185, in English; and Oskar
Elschek, in Musikforschung 22.2 (April-June 1969): 248-250.
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140.

141.
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19:121-3; Ethnomusicology 11.3 (1967): 415-16; Studia
musicologica 9.3—4 (1967): 442-7.

Bart6k, Béla. Erdélyi Magyarsdg. Népdalok. [Hungarian Folk
Songs of Transylvanial. Budapest: Népies Irodalmi Tarsasag,
1923. Reprint. Népdalok, kozze teszik Barték Béla és Koddly
Zoltén. [Folk Songs Edited by Barték and Kodaly] Budapest:
Allami Koényvter jeszto Vallalat. 1987. 210 p. ISBN
9632920465. ML706 .B32 N5.

A publication of Barték and Kodaly’s collection of 150
unaccompanied melodies with texts. Hungarian-
Transylvanian folk songs. Includes a melody, text, and
place-name index. Editions in Hungarian, French, and
English.

——. The Hungarian Folk Song. ed. Benjamin Suchoff with
annotations by Zoltan Kodaly. trans. Michel D. Calvocoressi.
Albany: New York State University Press, 1981. 454 p. ISBN
0873954394. ML3593 .B1613.

Expanded version of A magyar népdal [The Hungarian Folk
Song] (1924). (English translation (1931); trans. Michel D.
Calvocoressi, London: Oxford University Press, 218 p.
Appendix 87 p.). The original study is a discussion of the
structure, form and social function of Hungarian folk music.
Divides Hungarian folk song into three styles, old, new, and
mixed. Song texts and translations are followed by musical
examples. The new edition includes information from the
author’s notes, analyzes, and observations as well as
annotations by Kodaly and new material drawn from
sources published as recently as 1979. Contains a history of
Hungarian ethnomusicology, a tabulation of Hungarian folk
songs according to Bart6k’s procedure, an index of themes,
and previously unavailable or new data on Bartok’s
biography, research methods and approach to composition.
The new edition is published by the New York Barték
Archive Studies in Musicology 13 Albany: New York State
University Press, 1981. Original edition: A magyar népdal
Budapest: Rézsavolgyi és Téra, 1924. Reprinted as Das
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Schriften, Faksimile-Nachdrucke 1. ed. Denijs Dille. Budapest:
Editio Musica; Mainz: B. Schott’s Sthne, 1965, 472 p.
ML3593.B1615. Reviews: Journal of the International Folk Music
Council 4.4 (1983): 415-17; Die Musikforschung 37.1 (1984): 75—
6. In German; Music Educators Journal 67 (May 1981): 15;
Music Teacher 122.1 (November 1981): 747.

Holl, Béla. “Arany Janos népdalanak ismeretlen kézirata”
[An Unknown Folk Song Manuscript of Janos Arany]. In
Hungarian. Irodalomtirténeti Kizlemények 71.2 (1967): 194-96.

According to RILM Abstract 1108 ap 34, 1967: “Additional
material relating to the versification and metrical structure of
the ballad by Janos Arany. There is also information on the
folk song collection put together in collaboration with Zoltan
Kodaly and Agost Gyulai.”

Vig, Rudolf. “Cigany népdalok Bartok Béla és Kodaly Zoltan
gy(ijtésébol” [Gypsy Folk Songs Collected by Béla Barték
and Zoltan Kodaly). Népzene és zenetirténet I [Folk Music and
the History of Music, I]. ed. Lajos Vargyas. Budapest: Editio
Musica, 1974. pp. 149-200. ML3593 .V295.

Bartok and Kodaly were the first to undertake scientific
investigations of the music of the Gypsies living in Hungary.
Discusses the early pioneering work of Barték and Kodaly
(from 1912 to 1914 and in 1933) in collecting and researching
the music of the Hungarian Gypsies. Examines the
distinctive folk music of both wandering and settled Gypsies
and includes information about the composers’ findings on
the ratio of professional musicians to the general Hungarian-
Gypsy population. The wandering Gypsies, and, to a lesser
extent, those settled in villages, possess a distinct folk music
idiom. Includes thirty-three previously unpublished songs
with annotations and facsimilies. In Hungarian, summary in
English. See also “Gypsy Folk Songs from the Béla Barték
and Zoltan Kodéaly Collections.” Studia musicologica 16
(1974): 89-131.

CHAPTER IV ._
Biographical and Historical
Studies

GENER

AL STUDIES OF KODALY’S LIFE AND MUSIC; HIS

BACKGROUND

144.

145.

Adorno, Theodor W. Irdsok a magyar zenérl. [Writings on
Hungarian Music] In Hungarian. trans. Janos Breuer, 1984.
104 p. ISBN 963330511X. ML248.5 .A26.

Contains twenty-three articles (1922-33) from German music
publications on Béla Bartok, Zoltin Kodéaly, and Gyorgy
Koésa among others.

Bartok, Béla. “Aki nem tud arabusul ... ” [He Who Knows
No Arabic ...]. Szézaf 3.32 (February 1921): 4.

According to Antokoletz: “Talks of a (perhaps intentionally)
distorted French quote in an article from z\am Magyar szinpad,
suggesting an anti-Kodély and pro-Barték m:::@m of the
Parisians. States that the article is intended wo._smc.mnnm
public view.” See also: Barték Béla vilogatott zenei frésai, ed.
Andras Sz8llgsy (Budapest: Magyar Korus, G;»mv\ pp. 96-97;
Barték Béla vdlogatott frdsai, ed. Andras mum:omw..mcmmvmmn
Mfivelt Nép Tudoményos és Hmanmzm&mmNﬁ Kiadé, Sm\P
pp. 340-341; Barték Béla dsszegyfijtott frasai, ed. Andras
Sz6116sy. Budapest: Zenemfikiad6 Véllalat, 1966, pp. 619~
620; Béla Barték Essays, ed. Benjamin Suchoff. New York: St.

’

Martin’s Press, 1976, pp. 204-205.




