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Anna Dalos

Hunceary — Musicar EpucaTioN WitHour NEW Music?

Hungary’s principal centre for the education and training of professional musicians is
the Franz Liszt Academy of Music in Budapest. While there are other centres for ter-
tiary music education in some of the larger cities (Gy&r, Pécs, Miskolc, and Szeged),
they are affiliated with general universities, whereas the Franz Liszt Academy of Mu-
sic is an independent university with a significant past. Founded by Franz Liszt at the
end of the nineteenth century, the academy was opened for the education of young
musicians — not only for Hungarian students, but also with the intention of attracting
foreign students. The Liszt Academy occupies a distinguished position: in addition to
offering education in various fields of music (for example, carly music, jazz, or folk
music), since 2009, when the University of Pécs introduced a doctoral programme,
the Liszt Academy was also the only tertiary music institution in Hungary to offer a
doctorate, and it remains to this day the only Hungarian tertiary institute at which
students may complete a bachelor or master of musicology.

From its begizmings, the Liszt Academjy’ was associated with contemporary mu-
sic, not least because of its founder. With composers such as Béla Barték, Zoltin
Kodily, Gyorgy Ligeti, Gyérgy Kurtig, and Peter E6tvés, and performers such as
Zoltan Kocsis, the Keller Quartet, and the Amadinda Ensemble studying and/or
teaching at the Academy, one could (falsely) assume chat contemporary music played
and still plays a principal role in the education on offer. The education of musicians
at the Liszt Academy, however, became increasingly conservative after the death of
its founder and adhered to the Austro-German canon — in particular the first Vien-
nese school, Wagner, and Brahms. Contemporary music was never an official part of
the study plan.

At the end of the 1990s, during my own musicology studies at the Liszt Academy,
our head of department and established new music critic, Gydrgy Krod, constantly
urged students to listen to as much contemporary music as possible, so that we would
at least become acquainted with present-day compositional praxis, and learn not to
equate contemporary music with the music of the twentieth century. Seminars on
contemporary music were not, however, part of our programme of study; as subjects
of analysis, contemporary works were addressed in the area of music criticism, not in
the context of historical research.

In the last twenty-five years, education at the Liszt Academy has changed substan-
tially, particularly after the debate over the Bologna Process. Nevertheless, much also
remains the same. Students must complete various mandatory courses (instrumental
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instruction, chamber music, solfége, theory, and music history), as well as elective
courses. Instrumentalists may select contemporary music both for their solo reper-
toire and for their chamber ensemble repertoire, and it is pleasing to see how many
young musicians take to the interpretation of contemporary music with such enthu-
siasm — and not only musicians who are specialising in this area, but also those who,
self-evidently, wish to broaden their repertoire. Although contemporary music (as a
subject) encompasses the entire repertoire of the twentieth and twenty-first centu-
ries, it is still possible that the most recent music explored by students was composed
an entire century ago, as by Bartdk or Stravinsky, for example. The jazz faculty at the
Liszt Academy incidentally follows an autonomous programme of study.

Contrastingly, the composition faculty’s curriculum does include contemporary
music. Alongside traditional, classical composition (theory of form, Palestrina style,
etc.), students may study applied and electronic composition. This provides students
with insight into popular music cultures and experimental music. Furthermore, the
students are expected to immerse themselves in new music and to compose in differ-
ent musical styles that emerged after 1945 (for example, Boulez, Ligeti, and Stock-
hausen). The faculty also frequently invites local and toreign composers to present
and elucidate on their own works.

The music history lectures which are compulsory for all students only briefly touch
on contemporary music. Although the programme of study includes the topic “Hun-
garian music of the twentieth century”, different lecturers take differing approaches
to the content, resulting in future Hungarian musicologists not necessarily having
a firm grasp on the current state of music in Hungary. Since the curriculum reform
in 2008, contemporary music, as such, is no longer addressed in the context of this
theme, though various historical topics pertaining to the second half of the twentieth
century — music and politics in the 1950s, Zoltin Kodaly’s ceuvre, and new music of
the 1960s — are thoroughly covered. Although current music outside Hungary is not
explicitly included in the programme of study, the young musicologists are occasion-
ally exposed to it in other learning contexts, for example, American experimental
music in the context of studying North American music history. New music in the
musicology curriculum is limited to Bartdk, Stravinsky, Webern, and Mahler.

Contemporary music receives the most attention in the context of doctoral studies,
with doctoral candidates typically showing great interest in the field. Many young
musicians establish connections with contemporary composers, and perform their
works. The development of such collaborations is encouraged by the doctoral school,
and there are concerts for the young musicians in which they perform works by their
composition student counterparts. These collaborations have long been supported by
the head of the doctoral school, with Zoltin Jeney, a composer himself, ensuring this
collaborative function from 1999 to 2016. The doctoral programme also sporadically
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includes seminars on new music, but between 2013 and 2016 only one such seminar
(on Gybrgy Ligeti) was held.

As the production of contemporary music is increasing worldwide, it is impossible
tor a degree programme to encapsulate all of its facets. However, for the students of
the Liszt Academy, it would be beneficial to learn more about tendencies in inter-
national contemporary music. In general, Hungarian musical life is not particularly
open to international musical developments, which, largely thanks to some Hungar-
ian composers’ personal relationships, are occasionally heard in Budapest’s concert
halls. It would be a large step forward if Hungarian and international music of the
last twenty-five years could gain a solid footing in the repertoire of the young gen-
eration of musicians, but this process can only be achieved through further education
reforms.



