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NOTE FROM THE EDITOR

The sixteenth-century history of East-Central Europe is determining in many 
respects. The flourishing Renaissance was followed by the Reformation, a puritan, 
simpler religious movement which appealed to a large number of people; in other 
respects, this movement facilitated the rise of a vernacular language and led to the 
translation of religious texts into the national language. During this period, people 
at large began to understand the Bible, and at the same time the biblical stories, 
which referred to moral questions of human conduct, still applicable today, 
provided subjects for the national literature.

The stories from the Bible were favored and frequently employed in sixteenth­
century epic songs: the stories of the Jewish people paralleled those of the 
Hungarians during the sixteenth century under the Turkish assaults.

The characteristic topics of the epic songs were made up of the historical/social 
events, moral stories, or local subjects (such as family stories, the story of the lord of 
the castle, the imprisonment of Hungarian commandants by the Turks, and others). 
However, the epic songs (consisting of from one hundred to five hundred stanzas) 
also served as messengers: they spread the news among the people in various parts 
of the country.

The style and manner of performance of the epic song was simple: it resembled 
more the accessible, plain folk song than any other branch of art music; it was 
monophonic, and probably accompanied by lute or other plucking instruments. This 
historical folk song is also comparable to the popular church hymn, which during the 
sixteenth century gained popularity and was accepted by the entire nation.

The present book, based on the surviving documents (manuscripts and old 
publications) presents in its plenitude a fascinating period in Hungarian history in 
general, and music history in particular; it presents the reader with not only the 
origins of the sixteenth-century epic song, but also its development up to the present 
time.

The distinct analysis of the epic songs included herein enriches with new ideas 
not only Hungarian music history, but also music history in general, and presents a 
genuine picture for music historians. It facilitates the understanding of the 
evolution of East-Central European music, whose roots are found in the Middle 
Ages.

This work is not only significant as a historical and musical survey, but is also the 
first detailed presentation in English of the beginnings of Hungarian music printing, 
the earliest relics of Hungarian music publishing, and the publishers of this 
repertoire. Zoltan Falvy
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PREFACE

My interest in the Hungarian epic song began many years ago. I was probably 
influenced by my family, who live in Transylvania, where I spent my childhood and 
where this repertoire once flourished. I recall that my mother would consider a 
Sunday afternoon completely unsuccessful if my father didn’t sing some old 
stories” while accompanying himself on an instrument. Nowadays, one can still 
hear some of these songs performed at parish feasts, market places, or funerals.

As I progressed in my musical career, questions about the origin of the epic songs and 
their stylistic features increasingly fascinated me. To undertake research on this topic was 
not easy and required a trip to Hungary in order to gather the source material. The period 
spent in Hungary and Transylvania was a profound musical and life experience. Living 
with the people for whom this repertory was a fact of life permitted me to gain first-hand 
knowledge of the customs and musical traditions of the people, and contributed to my 
understanding of various developments in the epic songs.

The present study consists of six chapters: Chapter I deals with the history of 
sixteenth-century Hungary; Chapter II discusses the forerunners of the epic song, 
its flowering, and present-day developments; Chapter III covers the source 
material; Chapter IV deals with analysis of the epic songs; Chapter Visa summary 
of the stylistic characteristics of the sixteenth-century epic songs; and Chapter VI 
includes modern transcriptions of the epic songs.

In gathering the source material and writing this study I was helped by many 
generous people.

I wish to express my deep appreciation to Professor Leo Kraft for the valuable 
suggestions for the analysis of the epic songs as well as his expertise in coordinating 
the various matters involved in this project.

I have received substantial help from Dr. Allan Atlas for the contents and format 
of this work. 1 very much appreciate his suggestions on the sources and 
transcriptions of the epic songs.

I am indebted to Dr. Israel J. Katz for the many hours he spent with me discussing 
this material and for his enlightening remarks on folk traditions and various 
musical details.

A special acknowledgement is due to those who helped me during my research in 
Hungary, especially Dr. Zoltan Falvy, Director of the Institute for Musicology of 
the Hungarian Academy of Sciences, from whom I received the greatest assistance. 
His knowledge of the subject and his support for my research were of great help in 
resolving some intricate musical questions, and contributed to the successful 
completion of my research.
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My long meetings with Dr. Kalman T. Csomasz provided intellectual 
nourishment and helped me to look at the subject from aspects that had been little 
investigated in the past.

I am grateful to Dr. Erzsebet Soltesz, head of the Old Hungarian Publications 
Department, and Dr. Eva Windisch, head of the Manuscript Division at the 
National Szechenyi Library, for their kindness in letting me have unlimited access 
to a great number of priceless exemplars and allowing me to use all library facilities, 
as did Dr. Marianne Rozsandai at the Library of the Hungarian Academy of 
Sciences.

An acknowledgement is made to the staff members of the Library at the Institute 
for Musicology of the Hungarian Academy of Sciences, particularly to Mr. Gyorgy 
Pogany, for the help extended to me during my research and afterwards.

To Mr. and Mrs. Tamas Kiss I owe special thanks for facilitating interviews and 
epic song performances at the highest professional level and for their courtesy.

I am grateful for the suggestions that I received on various occasions from Dr. 
Saul Novack, Dr. Boris Kremenliev, Dr. Jeanne Fuchs, Dr. Joseph P. Ponte, Mr. 
William C. Rorick, Mrs. Cynthia Templeton, Dr. Lajos Vargyas, Dr. Dezsd 
Legany, and Dr. Bela Varjas.

I appreciate the grant received from the International Research and Exchanges 
Board that allowed me to undertake research in Hungary.

Last, but not least, I wish to thank my husband Dinu and daughter Christine for 
their support and understanding; they joined me as real troopers and gave me 
encouragement that was fundamental to accomplishing this work.

Marta Ghezzo
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Chapter I
THE POLITICAL-CULTURAL 

BACKGROUND

1. POLITICAL CONDITIONS
IN SIXTEENTH-CENTURY HUNGARY.

THE PARTITION OF HUNGARY BETWEEN
THE HABSBURG EMPIRE, THE OTTOMAN EMPIRE, 

AND THE PRINCIPALITY OF TRANSYLVANIA

The sixteenth century witnessed one of the most intense struggles in the history of 
H ungary, one that greatly influenced the development of the arts and contributed to 
forms of artistic expression that faithfully reflected the turbulence of the time.

The ‘Golden Age’ of Hungary ended in 1490 with the death of Matthias 
Corvinus, a true Renaissance prince, and, as such, a great patron of the arts. His 
collections of illuminated manuscripts, paintings, and sculpture, and his patronage 
of architectural monuments were renowned throughout Europe. The chronicles of 
the period describe the social life of Matthias’s time as one in which music, dance, 
painting, literature, and the other arts flourished.1 His political and economic 
reforms contributed to the independence and progress of the country and 
strengthened its economic and social life.2

1 Antonio Bonfini (1427-1503), Rerum Ungaricarum decades 1487-1495 (Vienna, 1558). The most 
informative studies regarding musical life at Matthias's court are Gombosi (1929) pp. 27-39; Haraszti 
(1940) pp. 289- 412; Jacquot (1955) pp. 35-59; Csapodi (1973b). See also Perkins and Garey (1979) pp. 
18-19, and Woodley (1981) pp. 239-240, on Tinctoris’s relation with the court.

2 During Matthias's reign (1458-1490), Hungary was a great power in Central Europe. In addition to 
the territory of the present-day country, it also included Transylvania, Moldavia, Walachia, Silesia, 
Moravia, Croatia, Slavonia, Lusatia, and a large part of Austria (Lower Austria and Styria). See 
Molnar, E. (1967) pp. 131-140.

3 Op. cit., 142-156. , n. ..
4 Szakaly (1981) pp. 22-39; Pamlenyi (1975) pp. 121-133; Macartney (1962) pp. 65-95; King, May, 

and Fletcher (1969) pp. 543-544.

With Matthias’s death there began a period of political-cultural decline. The 
rulers who followed—Vladislav Jagiello of Bohemia (reigned 1490-1516) and his 
son Louis II (reigned 1516-1526)—were not able to continue Matthias’s policies, 
and the sense of national unity that he had built quickly began to disintegrate into 
splinter groups of noblemen, each with its own particular interests.3

At the same time, the danger of Turkish occupation was spreading throughout 
Europe. In 1526 Suleiman the Magnificent advanced into Hungary and practically 
annihilated the forces of Louis II at the Battle of Mohacs.4 The disaster at Mohacs 
represented a turning point in the history of Hungary, opening a period of Turkish 
occupation that lasted for one hundred and sixty-one years.

The new claimants to the Hungarian throne were Janos Zapolya, the 
representative of the national party, which included the majority of the
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Hungarians, and Ferdinand of Habsburg (later the Holy Roman Emperor), both of 
whom found supporters among the populace. Since Suleiman did not intend to 
remain in Hungary, he installed Janos Zapolya in Buda, while he restricted 
Ferdinand’s rule to the western part—about one-third—of the country only. This

Plate 1
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part of the territory was referred to as ‘Royal Hungary’. The Sultan then returned to 
the other side of the Danube.

War between the two kings followed. In 1541, after Zapolya’s death, the Sultan 
occupied Buda himself, ordering Zapolya’s son, John Sigismund the infant king, 
with Queen Isabella, to rule Transylvania. Thus the territory of Hungary was 
divided into three parts.5 A decade later, in 1551, Ferdinand’s own ambition to rule 
Transylvania led him to send an army under the leadership of Gyorgy Frater, and 
John Sigismund and Isabella were forced to seek refuge in Poland.6

5 Unger and Szabo (1973) pp. 79-93. .
6 The event is described in the epic song "Erdeli historia" (Story about Transylvania) by Sebestyen 

Tinodi Lantos. Sec Chapter VI, No. 18.

By 1552 the Turks had conquered several fortresses in Hungary (Gyor, 
Komarom, Szolnok, and others). However, that same year saw the Battle of Eger 
conclude with a victory by the Hungarian army, the first of many losses that the 
Turks would suffer in combat with Hungarians.

In 1556, the Sultan declared Transylvania an Autonomous Principality under his 
control and accepted the return of King John Sigismund as its ruler (from 1556 to 
1571). The trisectioned country had three capitals: the western part, ruled by 
Ferdinand, had its capital in Pozsony; the middle part was dominated by the Turks, 
who had their capital in Buda; and the third, Transylvania, was ruled by John 
Sigismund, the capital being Gyulafehervar. This period was probably the darkest 
in all of Hungarian history. The people suffered under both the Turks and the 
Habsburgs; in addition, the lower classes were oppressed by the nobility.

In 1558, Ferdinand was declared Holy Roman Emperor as Ferdinand I, and 
Royal Hungary became a small part of his dominion. Under his rule and that of his 
successor, Maximilian II (reigned 1564 1576), the people of Hungary continued to 
suffer. The resulting revolts were both political and religious, and most of the 
population abandoned the Catholicism of Vienna in favor of Protestantism.

The successor of Maximilian II, King Rudolf (reigned 1576 -1608), was not fond 
of Hungary nor its traditions, and under his rule social conditions became even 
worse for the Hungarians. Rudolf opened the period of Protestant persecution, 
and, in addition, fought the Turks, who were still burning the land and taking 
captives.

Between 1571 and 1602 Transylvania was ruled by Zsigmond Bathori, whose 
goal was the establishment of an independent Transylvania. The same idea was 
pursued by his successors, Istvan Bocskai (1605-1606), Zsigmond Rakoczi 
(1607-1608), Gabor Bathori (1608-1613), and Gabor Bethlen (1613-1629). Bethlen 
maintained peace with the Turks and devoted his activities to improving the social- 
economic life of Transylvania. He was also a staunch supporter of the arts and a 
propagator of Protestantism in Central Europe. His anti-Habsburg policy was 
continued during the reign of his successor, Gyorgy Rakoczi I (1630-1648) and his 
son Gyorgy Rakoczi II, who successfully maintained the sovereignty of Transyl­
vania until 1657. However, in the years that followed Transylvania was conquered 
and occupied by the Turks.
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Plate 2

In 1686, under the leadership of the Imperial General, Prince Eugene of Savoy, the 
Turks were expelled from central and western Hungary, and a year later from
Transylvania as well. Hungary would remain under Habsburg rule from 1699 to 
1918, when it regained its independence.7

7 The ‘Ausgleich’ (Compromise) between Hungary and Austria in 1X67 restored the territorial 
integrity of the country and gave it more internal freedom than it had enjoyed since the Battle of Mohacs 
(1526); however, Hungary continued to be part of the Monarchy until 1918.

8 Langer (1942), pp. 401-408.

2. THE REFORMATION IN HUNGARY.
THE RISE OF PROTESTANTISM AND ITS IMPORTANCE 

IN THE APPEARANCE OF EPIC SONGS

The rise of the Reformers in the sixteenth century signaled the end of a unified 
religious force in the Western World. The early Reformist beginnings (the 
Wycliffites and Lollards in England in the early fourteenth century, the Hussites in 
Bohemia in the early fifteenth century, and others) reached full expression in the 
second decade of the sixteenth century in Martin Luther’s teachings. The 
Reformation first penetrated the German principalities, but soon spread to 
Scandinavia, England, Switzerland, France, the Netherlands, Scotland, and the 
Baltic states.8
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At the beginning of the sixteenth century one-third of Hungary was the property 
of the Catholic Church. The writings of the period reveal much criticism of the 
upper ranks of the clergy, who were more interested in retaining their power and 
wealth than in paying attention to the problems and salvation of the people: ‘The 
pope and his followers, the cardinals, archbishops, bishops own fortresses, cities, 
villages and bondsmen like any earthly dynasty [they] live in luxurious abundance 
and still are apostles. Good God, why wouldn’t the people turn away from the 
church if the church turned away from the people?’9

Interest in the Reformation began to spread through Hungary from the 
beginning of the sixteenth century. After the Battle of Mohacs, in 1526, when the 
nation was almost destroyed, the people had lost their faith. Arrogance, hedonism, 
neglect of religion and rapacity began to characterize the attitudes of people in 
general. The Protestants, preaching consolation and courage, found a populace 
that was receptive to their ideas, and the Reformation found a large number of 
supporters among all social classes of Hungary. Around 1530, there were already 
numerous aristocratic families (Nadasdy, Enyingi, Perenyi, and others) who 
supported Protestantism; several noblemen sent their children to Wittenberg to 
study with Luther and Melanchthon. Marie of Austria, the wife of King Louis II 
(reigned 1516 1526), kept in close touch with Luther, who sent her psalms for 
consolation after the Battle of Mohacs.10

Support for the Reformation came not only from the aristocracy, but also from 
among the middle class, which included a large number of Germans. Important 
support also came from the fortress garrisons (of which there were a large number 
throughout the country) whose soldiers often embraced the Reformation.

In addition, the Reformation was spread throughout Hungary by many 
Protestant preachers and people of various other professions. Among them were 
teachers like Istvan Szegedi Kiss, who taught in the Danube-Tisza region, and who, 
through his writings, also became known in other countries. His student, Peter 
Juhasz Meliusz, was a famous preacher and writer. Istvan Galszecsi was another 
such teacher, whose songbook and catechism constituted an important con­
tribution to the literature of the period, and whose student, Andras Batizi, was 
considered to be the most important representative of Protestant hymnwriting.11 
Matyas Devai Biro, who studied in Wittenberg, was a good friend of Luther s and 
came to be called the “Hungarian Luther’.12 Mihaly Sztarai was a talented 
composer of epic songs and psalms and established about 150 Protestant 
congregations. Peter Bornemisza, of aristocratic origin, propagated Protestant 
ideas through his writings, and Johannes Honterus (Grass), Gaspar Heltai and Gal 
Huszar, all of whom were important book publishers of the period, were Protestant 
militants.

Many Hungarian Protestant scholars achieved recognition outside of Hungary: 
Janos Sylvester was a professor at the University of Vienna; Knstoph Preysz, a 
friend of Melanchthon, taught at Frankfurt and Konigsberg, Valentinus

’ Magyari (1979) p. 48.
10 Legany (1962) p. 35.
11 J. Horvath (1957) p. 40.
12 J. Szabo (1928) p. 24.
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Plate 3

Pannonius was a famous doctor and professor at the University of Konigsberg; 
and, Mihaly Kassai was a professor at the University of Wittenberg.13

13 Mihaly Kassai organized the Hungarian Library in Konigsberg (Kaliningrad) which later was 
moved to Halle and which today is part of the Collegium Hungaricum Library in Berlin.

Toward the end of the sixteenth century, Protestantism spread over almost all of 
Hungary, and only a few noble families remained Catholic. The upper, middle, and 
lower classes were all influenced by some branch of Protestantism: Lutheran, 
Presbyterian, Reformed, and Calvinist.

Protestant preachers found parallels between the situation in sixteenth-century 
Hungary and that of the people of Israel as depicted in the Old Testament. Like 
Jehovah, who punished the Israelites because they committed sins, they believed

18



Plate 4

that God was punishing the Hungarians because of their social and moral decay. 
Even the populace believed that Suleiman represented the Scourge of God because 
of the corruption within the nation.14 However, there also persisted the faith that 
God would help the people overcome their desperation, just as He helped the 
Israelites against the Pharaoh.15

14 Erdelyi (1887) p. 5.
15 Epic songs based on this subject arc included in the Hoffgreff Enekeskiinyv (1554 1555). See 

Chapter VI, Nos 1-17.
10 In this period there appeared several Hungarian translations of the Bible. See Section 1/3.

The political and social conditions of a particular period may call forth the 
appearance of a poetico-musical genre unique in content and form. Thus, the epic 
songs became the expression of sixteenth-century Hungarian sentiments. Their 
contents reflected the struggle within the country, expressed in a form that could be 
easily comprehended by the people. Their content was based on historical events, 
episodes from the Bible, and stories by the authors of antiquity (Virgil, Homer, and 
Ovid) translated into Hungarian. The sixteenth-century historical events concerned 
the revolt of the Hungarian people against the Turks and Habsburgs; the Biblical 
stories were taken from the Old Testament,16 several of which alluded to the 
freedom of a new religion; and the stories of the classical authors were moral-ethical 
in nature. The above sentiments, which aimed for the establishment of an 
independent state, a church independent from Rome, and a society of high 
morality, were expressed in Protestant teachings of the period and, consequently, 
inspired the appearance of epic songs.
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Plate 5

The Reformation in Hungary was not merely an isolated episode but a source of 
significant supportive and regenerative forces for the nation. After the disaster at 
Mohacs, the Reformation elevated the Hungarian nation to a spiritual, cultural, 
and ethical level that could once again be integrated into the commonwealth of 
cultured peoples. The Reformation renewed the nation's patriotic sentiments and 
gave rise to a flourishing literature.

20



From the middle of the sixteenth century, Protestantism — recognized by 
Maximilian II — penetrated almost all of Hungary. However, his successor Rudolf 
I (1576—1608), a Catholic, opened the period of persecution of Protestants.

The Counter Reformation was first felt in Royal Hungary and later in 
Transylvania. Protestants were jailed, executed, or exiled from Hungary. In central 
Hungary, which was under Turkish occupation, the life of Protestants was more 
peaceful since the Turks were not interested in their religion. The protector of the 
Protestants in Hungary was Istvan Bocskai, who became ruler of Transylvania in 
1605 and who forced Rudolf I to sign a peace treaty in Vienna (1606) that granted 
the population of Hungary religious freedom. In the decades that followed, 
Protestantism was freely practiced in Hungary.17

17 A second Counter Reformation, supported by Ferdinand II, Peter Pazmany, and Miklos 
Esterhazy, started around 1620. Along with the Jesuits they succeeded in re-establishing Catholicism 
among a large number of aristocratic families (Zrinyi, Forgacs, Balassa, Perenyi, Esterhazy, and others). 
However, the lesser nobility, especially in northern Hungary remained Protestant. Transylvania also 
remained a stronghold of Protestantism during this period.

18 The first printing house in Hungary was established in 1472 by Andras Hess who came from Rome 
al the invitation of Matthias Corvinus’s chancellor, Laszlo Karai. Among his surviving publications are 
Chronica Hungarorum, and De legendis poetis by Basilius Magnus, both published in 1473. After the 
discontinuation of Hess's printing house in Buda, there were no publishing houses in Hungary for almost 
sixty years.

3. THE ROLE OF PRINTING
IN THE DISSEMINATION OF PROTESTANT THOUGHT

During the sixteenth century the Protestants in Hungary were almost the sole 
practitioners in the arts, literature, and sciences. Protestant ministers did not merely 
preach the ‘Word of God’ through their Bible translations, psalms, hymns, and epic 
songs, but they also established schools and printing houses in order to disseminate 
the new culture.18

Prior to the appearance of the first Hungarian publishing house (1535), a large 
number of books in Hungarian were printed in other European cities, among which 
the most important were Krakow and Vienna. The authors of Hungarian books 
printed in Krakow were almost all Protestants, teachers, or preachers, most of 
whom were educated at the University of Krakow. Some of them, for example 
Janos Sylvester and Benedek Abadi, became involved in the publishing trade after 
their return to Hungary.

The Hungarian publications from Krakow included school books, catechisms 
for adults and children, songbooks, and works on religion that propagated the ideas 
of the Reformation.

The famous printer Hieronymous Vietoris, who worked for Johannes Singrinius 
in Vienna in 1510, established himself in Krakow about 1518 and published a large 
number of books in Hungarian. Some of his publications—such as Szent Pal levelei 
(St. Paul’s Letters), translated into Hungarian by Benedek Komjati and published
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in 1532—supported Protestant teachings; the book entitled Kegyes enekekrol es 
keresztyen hitrol reovid konyvecske (Little Book About Christian Belief and Songs 
of Devotion) by Istvan Galszecsi (1538) preserves some of the sixteenth-century 
Hungarian epic-song texts.19

It is important to stress the significance of Hungarian publications in Krakow. 
On the one hand, they contributed to the rise of the Hungarian language literary 
rank; on the other, they launched the education of a larger class of readers for the 
forthcoming Hungarian literature.

In Vienna, Johannes Singrinius printed the Wij testamentum magijar nijeluen 
(The New Testament in Hungarian)20 by Gabor Pesti (1536). Aquila Aegidius 
published the epic song of moral character by Kristof Ormprust, “Gonosz 
asszonyembereknek erkolcsekrol valo enek” (Song about the Morals of Wicked 
Women) (1550 1552).21

The first Hungarian printing house in the sixteenth century was established by the 
highly educated Protestant preacher Johannes Honterus (1498 1548), who was also

'’Gulyas (1931) pp. 5-17.
20 Ibid.
21 See Chapter VI, No. 47.
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a teacher, scholar, linguist, wood-engraver, pedagogue, poet, and school and 
library founder. His printing house in Brasso (today Brasov in Romania) 
functioned between 1535 and 1594. Hontcrus learned the skill of printing from 
Johannes Frobenius in Basel and bought from him a large quantity of type fonts 

23



and various equipment. His typographer was Theobald Griffius. Honterus used his 
H™ house to serve education and to spread the idea of Reformat^ in 
Hungary. H1S publications include his own Reformatio ecclesiae Coronensis (1543) 
whtch was highly praised by Luther.“ After Honterus’s death, his printing house 
was supervised by Balint Wagner from 1549 to 1557.
1 sin ht°USe in SdrV?r’uf°Unded by the nobleman Tamas Nadasdy (1536- 
M ), had as its main goal the printing of the first Protestant Bible the Ui 

Ramentum (New Testament) by Janos Sylvester. Its publication helped to spread 
cameZvOteStantlSm rrhOUtHUngary23Ini'ially
came from Vienna, was in charge of the typography; however, Sylvester being 
critical of Strutius s work, replaced him by Benedek Abadi, a skilled printer wh! 
had previously worked in Krakow. The New Testament, published in 1541 is 
important because it was the first translation of the Bible into Hungarian, and “it is

e most richly ornamented sixteenth-century Hungarian printed book. It includes 
nerZin^4rnarnentS U SurPassed the resources of most printing houses of the 

JIT HunSarian Printing houses of the period was

1Wi m aS 2T‘lr He'tai (Helth’ Heltus) in Kol^svar (today Cluj) between550 and 1660. Heltai came from Wittenberg, where, circa 1525, he studied printing 
with Georg Rhaw, who was an active publisher of songs by Protestant composers 
S?°na h'S amVa at Kolozsvar’ Heltai engaged an associate, Gyorgy Hoffgreff 
w o had learned the trade at Honterus’s press in Brassd. The printing house in 
Kolo^var often changed its ownership: Heltai/Hoffgreff (1550-1552) Heltai

He'tai (’559 1574) H
(15/5-1582), and Gaspar Heltai Jr. (1584 1600).

A skilled printer as well as a good businessman, Gaspar Heltai knew the tastes 
and expectations of the book-reading public. Throughout his career as a publisher 
a "d nt^r tHeltai]first of all wanted to support the Protestants in Transylvania- 
Hungarian’’- PUbHcati°n °f aS °ther religi°US books

Some of the most important epic-song collections were published at Kolozsvar 
(HfgreH' Songbook), published by Hoffgreff in 

1554-1555, Tinodi s Crontca. published by Hoffgreff in 1554; Cancionale a^ az 
htstortasenekes/^(Cancionale, or Epic Song Collection), published by Heltai in

22 Borsa (1971) p. 114.
23 The only surviving printed works of the Sarvar press are two works hv tin™ c > . -

Testamentum (1541) and Grammatica (1539). ‘ Y os S^lvester-the t/y
24 Soltesz (1961) p. 49.
25 Gulyas, op. cit., p. 71.
20 Soltesz, op. cit., p. 51.

pu“""d 1551 “d <■ —

28 The above song collections are discussed in detail in Section IH/1.
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Plate IO30

One of the printing houses that was persecuted during the Counter Reformation 
in Hungary was Gal Huszar’s press, which was founded in Mogyorovar 
(1558-1575?). Because Huszar, one of the important Protestant preachers of his 
time, was under surveillance, he was forced to move several times (in 1560 he lived in 
Kassa [today: Kosice], and later in Debrecen, Revkomarom, and Komjati).

Huszar’s publications include religious works that support Protestant ideas, as 
well as two song collections: Isteni dicseretek es psalmusok (Hymns and Psalms to 
God, Kassa, 1560) and A Keresztyenigyiilekezetbe valo isteni dicheretec (Psalms to 
God for Christian Congregations, 1560). The latter preserves some of the sixteenth­
century Hungarian epic songs.29

After Huszar’s death, the press was continued by his son David Huszar from 
1575 to 1578.

One of the foreign printers established in Hungary was the Polish-born Raphael 
Hoffhalter (he used his family name of Skrzetuski until 1555). He had to leave 
Poland because of his Protestant beliefs. He went first to the Netherlands, and then

2Q The above song collection is discussed in Section III/l.

26



to Switzerland and Vienna. During his Swiss sojourn he met and studied with the 
well-known printer Gaspar Krafft in Zurich. Hoffhalter was a demanding 
professional and while in Vienna he worked extensively with such famous wood- 
engravers as Donat Hubschmannt and Hans Sebald Lautensack. Hoffhalter 
himself became known as a talented wood- and copperplate-engraver31, as well as a 
bookseller. After his arrival in Hungary (about 1563), Hoffhalter worked first at the 
publishing house in Debrecen (owned at that time by Mihaly Torok), however, 
after one year, he moved to Nagyvarad (today Oradea), where he opened his own 
printing house. At the invitation of John Sigismund, ruler of Transylvania, 
Hoffhalter moved his printing house to Gyulafehervar (the capital of Transylvania) 
and was appointed “Printer to the King. 32

Hoffhalter’s publications include works on religion, A ket Samuel konyveinek 
forditasa (The Translation on Samuel’s Two Books) by Peter Meliusz (Debrecen, 
1565); A Szent Job konyvenek forditasa (The Translation of St. Job's Book) also by 
Meliusz (Nagyvarad, 1565); and the Protestant songbook, A keresztyeni gyvleke- 
zetben valo isteni diczeretec (Psalms for God for Christian Congregations), which is 
sometimes referred to as the “Varadi Songbook” (Nagyvarad, 1566).33 After 
Hoffhalter’s death, his widow and later his son Rudolph continued the press from 
1568 to 1587. ri , v

A typical wanderer-printer who contributed to the publication of books based on 
Protestant ideas was Janos Manlius (or Mandelz), who emigrated from Laibach 
(today Ljubljana in Yugoslavia) to Hungary, and moved his printing house from 
city to city (Sarvar 1562,34 Varasd 1586-1587, Monyorokerek 1587-1592, 
Nemetlovo 1592-1593, Nemetujvar 1594-1597, and Sopronkeresztur 1598-1600).

One of his most artistically printed books is the Hasznos es folotte sziikseges 
konyv (The Useful and Needed Book) by Gergely Frankovics (Monyorokerek, 
1588) an essay on meditations and moral-religious (Lutheran) subjects. Four 
illustrations from the Old Testament are included here: Genesis,35 Crossing the Red 
Sea 36 The Brass Snake, and The Cult of the Golden Bull. They represent unusual 
expressiveness transmitted by the central figure of the engraving, while the 
surrounding details are capable of transmitting motion-which are uncommon 
features of wood-engravings of the period (the engraver is unidentified.) The ten

30 The anchor is the symbol of faith and represents one of the basic Protestant ideas, according to

■Xtk.%
became a high craft. Toth (1967) p. 5.

32 Biro (1936) p. 196.
33 See Section III/1
^el?;10'. he Red Sea illustrations are identical with those of the Slovenian Bible
3 The Genesis and Cross ng he jn

pubhshed in Ljubljana m Book as well. See Soltesz. op. cit.. p. 114.
PkHes lor the illustrations o < -n Andras Farkas’S epic song “Mikeppen az Or Isten

The story oft rosstng the R> ■ ■ magyarokat Szithiabol kihozta” (As the Lord brought
SSS * .. ........... .. fr“ 1
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copperplate-engravings of this work are the earliest examples from Hungary in this 
medium. Most of them were taken by Manlius from Ljubljana.

The use of foreign engravings by Manlius contributed to the artistry of readers 
and served as models for Hungarian engravers as well.37

From 1569 to 1577 the head of the publishing house in Debrecen was Andras 
Komlos (Lupius), who was also a bookseller. He printed books on religion (mainly 
Peter Meliusz’s works) as well as epic songs. The Enekes konyv (Songbook) by 
Gergely Szegedi (1569) is one of the most important song collections of the 
Reformed Congregation in Debrecen and preserves some of the sixteenth-century 
Hungarian epic songs.38

Peter Bornemisza (1535-1585), Reformed bishop, writer, and book publisher 
founded his printing house in Sempte in 1573. His typographer was Balint 
Mantskovit (Farinola).39 Because of his religious beliefs, Bornemisza had to move 
in 1579 and continued his publishing at Istvan Balassa s castle in Detrekd. In 1584 
Bornemisza returned to his property in Rarbok, where he continued writing and 
publishing until the end of his life. Bornemisza founded his publishing house in 
order to spread the Protestant religion as well as his own writings. His works 
include the Predikaciok egesz esztendo altal minden vasarnapra (Sermons for 
Sundays of the Whole Year) (Rarbok, 1584), and Enekec harom rendbe (Songs in 
Three Parts) (Detreko, 1582);41 the latter includes a large number of sixteenth­
century Hungarian epic song texts.

The printing house in Bartfa, established by David Gutgesell in 1578 (and 
continued by Jakab Klosz between 1598 and 1600), also supported the Protestant 
movement Among their publications there are works on religion, Apologia 
examinis ecclesiae et schole Bartphensis (1598), as well as epic song texts.42

The appearance of printing in the sixteenth century contributed to the 
dissemination of Protestant teachings throughout Hungary, as well as to the 
education of all social classes from the aristocracy to the lower and middle classes. 
The Hungarian aristocrats supported the establishment of printing houses and 
book marketing Some priceless examples of sixteenth-century books and song 
collections which have been preserved had belonged earlier to the libraries of 
aristocratic families (Bornemisza, Nadasdy), while others came from the collection 
of upper-middle class and middle-class people who found in those books the moral 
and intellectual support that was essential for survival during the sixteenth century, 
the most embattled period in Hungarian history.43

37 Soltesz, op. cit., p. 117.
- SiSansS was the protege of Istvan Bathori, ruler of Transylvania from 1571 to 1586. In 

1590. Manskovit published the Szent Biblia (Holy Bible) of Vizsoly which is the first complete Bible in 
Hungarian (translated by Gaspar Karoli) and observes the Hebrew/Greek/Latm texts.

40 Soltesz, op. cit., p. 95.

was first published with musical notation in the Hoffgreff SongbooL See Chap er VI. No. 9.
43I™™™1 onen-air Folk Museum in Mand (a village in the region of

n I he occasion o my ..bout 75 why they had a Bible in each house we visited. He
Szentendre), 1 asked the guide, a native of about /5, wny mey nau a
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Plate 12

Plate 13

answered that in old times poor people could not afford to have many books, but the only one that 
everyone had was the Bible from which they could read stories and believe that God was with them. They 
could not live without having faith in tomorrow.
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Chapter II
HUNGARIAN EPIC SONGS

1 . FORERUNNERS OF HUNGARIAN EPIC SONGS

A literary or musical form that comes into prominence at a given time generally 
has roots in the past. Certainly this is true of Hungarian epic songs, which, though 
they flourished in the sixteenth century, developed from certain musical traditions 
of the preceding centuries. These traditions embrace both European and Central 
Asian characteristics.

EUROPEAN ROOTS

Little is known about the epic song repertoire prior to the sixteenth century. The 
earliest preserved epic song is the “Szabacs viadala (The fight at Szabacs), which 
describes Matthias’s victory againts the Turks in 1476.1 The fragment consists of 
150 lines and is supposed to have been written during the year in which the event 
occurred 2 Unfortunately, there is no musical notation in the manuscript.

Although foreign influences (French, German, and Italian) dominated the 
musical culture of the Hungarian court, the kings were also active patrons of 
Hungarian musicians who could sing of the deeds of their national heroes in the 
native language And, for this, the favorite genre was the Hungarian epic song.3

Performances of epic songs in Hungary during this period were described by a 
number of Italian humanists who visited the court of Matthias and who witnessed 
such performances. Thus Galeotto Marzio (1427-1497) indicated that at 
Matthias’s court “ there are musicians and guitar (lyre) players who, at the table 
[of the king] sing the deeds of heroes in Hungarian.”4 Antonio Bonfini, court 
historian to Matthias, indicated that soon after the battle at Kenyermezo in 1479, 
the soldiers started to sing about the event/ The Viennese humanist, Johannes 
Cuspinianus (d.1529) wrote that such heroes as .. .Pal Kinizsi [and] Istvan 
Bathori the elder. . . fought daily with the Turks and were always successful.. . their 
deeds are sung even today with lute accompaniment.

in, . f "Th Srabacs” was discovered in 1871 by Dezsd Veghelyi in the Ung
The manuscript ol I he fighti4tNational Szechenyi Library. MS M.NY.2. See Molnar 

region (Hungary) and is now housed at Budapest, N
and Simon (1980) p. 97.

2 Jeno Pinter (1921) p. 83.
l alvy and Farkas (1988). remark bv Galeotto (and that of Cuspinianus below)
Zolnay (1977) pp. 284 285. lls par K . cause it mentions the use of an instrument, the lute 

have great importance for Hungarian music history because 
(lyre or guitar), for accompanying epic songs.

5 Klaniczay (1964) pp. 179-180.
6 /W., p. 180.
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7 Zolnay op. cit., p. 27.
8 Szabolcsi (1979), p. 19.
’ Zolnay, op. cit., p. 29

10 Zolnay, op. cit., p. 43

::»»
Lanson and Tuffrau (1933) pp. 7-16. PP '
Sec fn. 12 loc. cit.
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(Music history in Hungary, I) BidaS^AkaXttia^'Sr ' 
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learned Hungarian, and eventually he would incorporate snatches of the language 
in some of his poems (see, for example, “Do frayg amors”).17

17 In Wolkenstein's “Do frayg amors” (You inquire love) the following Hungarian words occur: 
draga" (sweet, line 35). “yme” (here, line 20), “nem tudem" (I don't know, line 27), and others See 

OTO. IX/I:47.
18 Eleven of Behaim’s poems are preserved with melodies. They are found in Heidelberg, 

Universitatsbibliothek, MS Pal. Germ. 312, and Munich, Konigliche Bibliothek, MS Germ. 291. A 
modern transcription of Behaim’s Lieder appears in Das Singehuch des Adam Puschmann, ed. by Georg 
Miinzer (Wiesbaden: Breitkopf & Hartel, 1970), pp. 49-55. It is interesting to observe the use of the 
double clef (C and F) that appears in the musical notation, a feature that also occurs in Sebestyen 
Tinodi’s Cronica (see, Chapter VI).

10 Falvy, toe. cit.
'° Behaim’s three surviving chronicles bear no musical notation. However, according to Epen 

('Behaim, Michel," in MGG. 8/9, 1570-1571), the Buch von den Wienern that comprises 2000 strophes 
was probably sung to the same melody. Moreover, in the Introduction to his Wiener Chronic Behaim 
^pressed his preference of singing the poetry as Lied (toe. cit.).

21 The characteristic features of the Meistersinger’s Lieder, the strophic structure of Stollen followed 
hy an Abgesang, the arch form of the melody, the hlumen, or coloratura passages on a syllable, and the 
use of the rhythmic modes are absent from the Hungarian epic songs. For the style characteristics of 
the Hungarian epic songs see Chapter IV of this book.

22 Kodaly (1942) p. 40.
23 Miinzer (1970) fn. 15.
'1 One of Luther's supporters was Hans Sachs, whose Lieder based on the texts of the Old Testament 

advanced the Reformation in Nurenberg. See Brunner (1980) pp. 73-78.

One of the Meistersingers who sojourned from 1453 to 1456 at the court of King 
Laszlo V was Michel Behaim (b. 1416 in Siilzbach, d. 1475 in Siilzbach). His Lieder 
are based on lyric, moral, and didactic subjects,18 while his epic chronicles describe 
past historical events or battles that he himself witnessed.19 Some of the latter 
written circa 1443, describe battles between the Hungarians and the Turks (for 
instance Von hern Issgrau atn strait, den er in Ungarn tet [A Fight of Lord Issgrau in 
Hungary]).20

Despite the cultural link between Hungary and Germany, which became even 
more pronounced during the Reformation, the art of the Meistersingers did not 
essentially influence Hungarian epic songs.21 According to current writings, the 
stylistic difference between the music of the two peoples goes beyond the repertory 
of the art song, and has its roots in the folk music of the two peoples. “The 
Hungarian folk tradition shows unusual resistance toward German melodies; the 
main reason for this is the contrast between the accents and rhythmic systems [of the 
two] ’,22 However, it is important to note a common textual feature that occurs in 
both the sixteenth-century Hungarian epic songs and the late Meistersinger 
repertoire; the use of texts from the Bible, with the precise source (the Evangelist’s 
name, the number of the reading, etc.) being indicated at the beginning of each 
song. For example, this feature is found in the Hoffgreff Enekeskonyv (Hoffgreff 
Songbook), published in Kolozsvar in 1554-1555, as well as in the Singehuch by 
Adam Puschmann (1582).23 As for the Meistersingers (Hans Sachs, Adam 
Puschmann, Lienhard Nunnenbeck, and Hans Vogel), their use of Biblical texts is 
explained by the spread of the Reformation in Germany, a movement that gained 
the support of several Meistersingers24 and that consequently influenced Hunga­
rian song-writers in the sixteenth century.
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Prior to the sixteenth century, there are no surviving musical documents 
regarding epic-song performance. However, the musical antecedents of epic songs 
can probably be traced back to songs that date from about the time of the ninth- 
century settlements of the Hungarians in the territory that became Hungary. These 
songs have been preserved through oral tradition and were related to the practice of 
shamanism, particularly with the cult of the dead.

Through the existence of the cult of the dead and the worship of ancestors, we 
assume that the shamans were the originators of epic songs; their designation regos 
is connected with the term rege, which indicated recitation. Later, regos referred 
only to professional singers. After the adoption of Christianity when the practice of 
shamanism was forbidden, the term joculator^ [that is] the Latin term for regos, 
designated epic song writers and performers.25

25 Klaniczay, op. cit., p. 19.
26 Vargyas (1980) p. 231.
27 Lajtha (1956).
28 Lajtha, op. cit., p. 25.
28 Among the most informative writings on this subject is Csomasz (1953) pp. >87
30 Vargyas (1981) p. 324.
11 Csomasz, op. cit.. p. 314, and Kodaly (1955) p. 7.
32 See Chapter III, No. 12.

From the funeral song repertoire it is mainly the virraszto (vigil song) and the 
sirato (lament) that show affinities with epic songs. “A large number of epic texts 
use lament-type melodies. . .which proves the relationship between the two from 

the very beginning.”26 „ , , , ■„
Although the practice of the cult of the dead has faded away, there are still 

regions, like Sopron in western Hungary, that preserve a rich repertoire of vigil 
songs. Among the 262 vigil songs collected in Sopron,27 several resemble the basic 
characteristics of sixteenth-century epic songs in terms of their subject matter (the 
use of Biblical stories or episodes from the life of the deceased), strophic structure 
(lines of eleven syllables), rhythmic patterns, and even pitch structure. According to 
Lajtha 28 “The overall survey of this collection gave [him] the impression, that in the 
sixteenth century, those particular rhythmic and melodic features that influenced 
the epic song composers were already in existence (see example 1).

There are several studies that treat of the relationship between funeral (vigil songs 
and laments) and epic songs.29 Vargyas writes that the “sixteenth-century epic songs 
are of various kinds, and they reflect various influences. . .among which features of 
the twelve-syllable lament occur,”30 as in the descending shape of the melody from 
its upper octave, pitch repetition, and the main caesura on the second degree. It is of 
interest to note that the tune of the epic song ‘Argirus’ was also used as a lament in 
Verseghy’s Rikoti Maiyas (1804).31

Due to the relationship between funeral and epic songs, some of the latter tunes 
have been preserved in collections of funeral songs.
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combat at the fortress in Eger, No. 22). ‘ U
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CENTRAL ASIAN ROOTS

In seeking out the roots of Hungarian epic songs, one should also consider the 
musical culture of the Central Asian people, among whom the predecessors of the 
Magyars once lived, and who, from ancient times, had a tradition of epic songs.33 

Present-day researchers observe that “the Mongolians, Turks (Altaj region), and 
Tuvinians listened to songs of several thousand lines about the deeds of heroes 
[which] were performed by professional singers. The epic song is not only the most 
extensive, but is also the most characteristic genre of Central Asia’s folk tradition.”34 
Furthermore, the federation of tribes called On-ogur (from which the term 
Hungarian is derived) included Magyar and Turki-Khazar tribes, of which the latter 
had a tradition of epic songs. The Ostyak and Vogul people used to evoke the heroic 
deeds of their ancestors or comment on current events.35

It is interesting to note that the Uzbec or dastan epics that are still in use, exhibit 
structural similarities with the Hungarian epic songs, both comprising eleven­
syllable verses. In addition, the lute-type gobuz, the dominant instrument used for 
the accompaniment of the dastan, is the counterpart of the Hungarian koboz36 (see 
Plate 22).

All of this might justify the assumption, that the roots of Hungarian epic songs 
may be found in the music of Central Asia, where the Magyars lived during their 
southward migration. And this assumption is supported by observing the many 
similarities between Old Hungarian and Central Asian folk music: the pentachord 
and pentatonic construction, the concept of sequential repetition of the melody on a 
lower degree, the descending shape of the melody, and the use of particular 
rhythms.

“Some variants of folk songs that have appeared in the villages beyond the 
Danube, upper northern Hungary, Transylvania, as well as along the Volga, and 
Central Asian Mongolia.. .make it obvious, that at the heart of Hungarian folk 
music there slumbers the remembrance of Central Asia.”37 It could be that these 
remembrances’ have influenced not only such characteristic details of Hungarian

" About the third century B.C., the Magyars belonged to the Finno-Ugric family, which lived 
between the Volga and Kama Rivers (the region of the Ural mountains). After the separation of the 
1 innic from the Ugric family (about the 1st century B.C.), the latter, which included the Magyar tribes, 
started to emigrate toward the South, where they came in contact with Turks and Iranians. In the 1st 
century A.D., the Magyar tribes belonged to the realm of Turki-Khazar. From the middle of the fifth to 
the beginning of the ninth century A.D., the Magyars lived in Scythia (at the north shores of the Black 
caf which was occupied by Eurasian people. The Scythians in their migration toward the west came in 

contact with Kazakhs and Kirgiz nomadic tribes who probably have influenced the musical culture of 
• >e Scythians, who probably exerted influence upon the musical culture of the Hungarians. In the ninth 
century the federation of tribes called On-Ogur (which included seven Magyar and three Turki-Khazar 
mbes) emigrated to the Carpathian Basin where they settled and founded their homeland what is today’s 
lungary. See Molnar, E. (1967) I, pp. I -37. Useful background sources on the music of Central Asian 

People are: Allworth (1967) pp. 434-484; K rader (1966) pp. 23, 74-75,97; Talbot Rice (1969) pp. 22-23.
” forincz (1981) pp. 5-6.
’ Szabolcsi, op. cit., p. 11.

30 Feldman (1981).
37 Szabolcsi, op. cit.. pp. 7-8.
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10 Op. cit.. p. 323. P'
40 Ibid.
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Szegedi, and Sebestyen Tinodi Lantos;41 and even literary-minded scribes (irodeak 
in Hungarian) — Balazs Bekesi and Ambrus Gorcsoni. Although the above- 
mentioned song-writers came from different social strata their common goals 
united them as advocates of literacy. Thus, in the development bf the epic song here 
one will note a superior stage to the ‘primitive’ oral tradition of the Middle Ages.

41 Sebestyen Tinodi Lantos, the most important sixteenth-century epic song composer, was ennobled 
by Ferdinand in 1553 for ‘. .his eloquent manner of setting historical events into Hungarian rhythms’. 
See Klaniczay op. cit., p. 389.

42 The above song collections are discussed in Section 111/1.
43 See Section 111/1.
44 The chronicles that served as source material for epic songs are: Antonio Bonftni, Historia inclyti 

Matthiae Hvnnyadis (Kolozsvar, 1565, Heltai) (song No. 46.); Janos Thuroczi, Chronica Hunyarorum 
(Brunn and Augsburg, 1488) (song Nos 43 and 46); Istvan Szekely, Chronica (Krakow, 1559) (song No. 
46); the chronicles of Justinus(l A.DJand Quintus Curtius (2 A.D.) (song No. 45). See Borsa (1971) pp. 
195, 240.

With respect to the subject matter, there are four types of epic songs: Biblical, 
‘informational’ (tudosito in Hungarian) chronicle, and romantic/novelistic 
(szephistdria in Hungarian). The largest number of epic songs are based on Biblical 
and ‘informational’ subjects, while the remaining types are fewer in number.

The use of stories from the Old Testament served a double purpose; on the one 
hand they supported the spread of the Reformation in Hungary, and on the other, 
they supported aspirations for national independence. The propagation of faith in 
God, morality, conjugal fidelity, and forbearance from a licentious life—to which 
references in epic songs occur frequently—were among the basic teachings of the 
Reformers. The stories of Biblical heroes (Moses, Judith, and others) whom God 
helped to conquer their enemies also encouraged the Hungarians to resist their own 
enemies, namely, the Turks and the Habsburgs.

There is a large number of epic songs based on Biblical stories. These songs are 
included in various song collections, of which the most important are the Hoffgreff 
Enekeskonyv (Hoffgreff Songbook) and Part III of the Enekec harom rendbe (Songs 
in Three Parts) by Peter Bornemisza.42

The so-called tudosito (informational) epic songs were written for the purpose of 
informing the populace of such current events as battles against the Turks and 
conflicts with the Habsburgs. These epic songs were spread among the people by 
song-writers who travelled throughout the country and performed their songs at 
fortresses, courts of the nobility, and market places. Their texts are a treasure-trove 
in that they capsulize the entire history of sixteenth-century Hungary. The most 
important song collection of this type is the Cronica by Sebestyen Tinodi Lantos.43 
A number of his epic songs are also included in various other song collections.

About the middle of the sixteenth century, interest in the early history of the 
country began to grow. A number of epic songs were based on historical subjects 
taken from chronicles.44 In addition, stories from Roman, Greek, Jewish, and 
Persian history aroused the interest of learned people. The most favorite subjects 
were the Trojan war, Alexander the Great, Xerxes, and others, which besides their 
didactic and moralizing intentions began to assume the entertaining character of 
novelistic stories. A large number of epic songs based on chronicles is included in 
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Gaspar Heltai’s Cancionale, az az historias enekes konyv (Cancionale, or Epic Song 
Collection).45 Heltai himself was interested in the history of the country prior to t e 
sixteenth century and published his Kronika az magyaroknak dolgatrol (Chronicle 
About the Deeds of the Hungarians) in 1575, describing in prose the most 
important historical events from the time of the settlement by the Hungarians (in 
the 9th c.) up to the Battle of Mohacs (1526). , .

At the end of the sixteenth century a new kind of song, the szephistoria, or songs 
based on romantic/novelistic subjects, became popular. The subjects of hese songs 
love stories and adventures, were taken from the works of such classicaaut ™ 
Herodotus Virgil and Ovid, as well as from writers of the fourteenth and fifteenth 
centuries e g Boccaccio, Petrarch, and Aeneas Silvius Piccolomini. This type of 
epic song already reveals a shift in the function of the genre, from chanted verse to 
hterature intended primarily for reading. While some of these epic songs still refer 
o the use of a melody, others began without such references a sure indication that 

they were created primarily to be read rather than sung. It also became customary 
to publish these epic songs separately in booklet form." with or wuhoul the name

A^generaUharacteristic of sixteenth-century songwriters was the.r aspiration for 
truth a clir influence of the teachings of the Reformers. Thus, tn several epto song^ 
that deal with current historical events, one encounters such statements as: ... 
, 0 it js the truth and in case there is any mistake do nothave written a Mfc « £ ,M the and p|Mse forgive
consider it mine, but tnat oi inosc
'At' "nt there are about 140 known epic song texts, of which only forty bear 
musca notation always monophonic, the assumption be,ng that they were 
musical notati . ' , 48 M y ofthe texts that lack musical notation
composed by he . in Hungarian) indication that refers the reader to a 
use an ad notam 7 Drobably well-known at the time the text was
pre-existent melody, one P number of such melodies has been preserved,
written. Unfortunately, only alimited * and olhcrs « Some of
Included among these are the tun^ prot’stant psalms and funeral songs?0
these tunes are also r f ces such as “Notaiat: Keress avagy szabad erre: 
Finally, there are unusu , use the jyen one: Long ag0
Laknac vala regenten ’, etc. ( Look tor ta j,
there were living, etc.’ T common medieval and Renaissance practice of

Such a reference shows that the melody texts
applying different melodies to the sa technique, known as contrafactum,
was present in the Hungarian ep^ * ne,ther musical
still survives today among epic sc g P

45

46

47

4M ivianon i arnoc. mwvuih**1*/*"®— -

, ,hp Enekeskonyv. See Chapter VI. Nos 8 and 16.
4Q The above tunes are preserved tn the Hops P
50 Sec Chapter VI, Nos 38 and 43.

See Section II 1/1.
See Chapter VI, Nos 39, 43, 45 48, and 51.
I rom the Preface of Tinodi’s facsimile edition of the Hoffgreff Enekeskonyv.
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rcrieud, attva haiual es cfmctdiucl, iftent magafzcalbc na- 
gy diczerccokud. &

Ackoron Iftenben 6cmind drdfener, Sufannanac vigafl 5c 
oruendozenec ,hogy femmi fzepldbcn diet nem crhcncc, ana* 
Chnnaeldecbabhol meg mrntcc.
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Daniel Propheca ezt regen meg irra, et az Bibliabol ma* 
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^Sair vab»
Vficidei fdlden 3 takic vala, Arabi<bin 
n*gy varaaban vah, fcldegec magmac 

v>b, Arabbi hazai carfa vab, 
Abrabamnac eidtdd vnokab, Ifaakrul Efaunae azZarc 

na.fe/edelemaz Edomac fdlcdcbcn, miadcn cldc vab mpy 
bra»’!esb^
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notation nor an ad notam indication along with the text, or, if the melody to which it 
has been referred cannot be traced, I look for a sixteenth-century tune which fits the 
number of syllables in the text,” said the famous Hungarian epic song performer, 
Tamas Kobzos Kiss. While one might question the validity of this procedure, it has 
the merit of facilitating the performance of those epics that otherwise would be 
condemned to oblivion.

Another important factor that contributed to keeping alive those epic songs for 
which no written documentation exists is oral tradition. As late as 1910 there existed 
old native singers who, despite the fact that they were illiterate, were still able to sing 
epic songs from memory, having learned them orally. Thanks to oral tradition, 
some of the tunes of the most famous Hungarian epic songs have been preserved, 
among them the story of Prince Apollonius and Argirus.51

With respect to the possibility of instrumental accompaniment for the sixteenth­
century epic songs, there is no evidence. However, literary documents indicate that 
in earlier centuries, instruments like the lute, koboz, and the fiddle were used to 
accompany epic songs.52

That the practice of instrumental accompaniment still survived in the sixteenth 
century may be supported by the fact that the last name of the most important 
composer of epic songs of the period, Sebestyen Tinodi Lantos, means “lute 
player”. Since Tinodi’s known output includes only epic songs, we may assume that 
he used the lute to accompany himself while singing. Moreover, Tinodi’s coat-of- 
arms represents the sword and the lute, an allusion to his two-fold activity as soldier 
and musician.(See Plate 19.)

One of the remarkable features of sixteenth-century Hungarian poetry (both epic 
and lyric) is its strong association with singing. “Hungarian poetry in the sixteenth 
century was meant to be sung. Simply abbreviated cantio, or enek (song), it was 
adopted to a melody and was performed by singing.”54 While in modern times we 
most often encounter the technique of composing music for a poem, at least some of 
the sixteenth-century epic song texts were written either simultaneously with the 
melody, or set to already existing melodies. The melody was the basis of the text it 
played the decisive role in shaping, depicting, restoring and disseminating the 
poetry.55

Given all of these factors, the epic songs satisfied the spiritual needs of all social 
classes. Through the melodies, the illiterate lower class could learn and remember 
the song; the more learned higher classes were given the opportunity of not merely 
singing, but also of reading and writing these works. The epic song, .. . being the 
bridge between oral and written tradition, was important because it represented a 
genre whose content, form, and music everyone could understand .

Kodaly, op. cit. pp. 50-51. See also Chapter VI. Nos 39 and 44.

53
52 See Chapter II, Plates 20 and 21. „ ...

In the picture above the position of the hand holding the sword w.h three bent Angers .san a l us.on 
to Tinodi’s combat against the Turks when he lost three fingers of h.s left hand at Dombovar .n 153K See 
Laszld Bota, "Accompanying Study” to the facsimile edition of Tinodi s Cronica (Budapest. Akademiai 

Kiado, 1959), p. 24.
54 Papp (1970) p. 15.
ss Szabolcsi, op. cit., p. 26.
56 Falvy (1980) p. 53.
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Plale 18

This phenomenon probably explains why the epic sone became the 
musical language' of the period. It was recognized and accepted by the society^ 

x; hX“T” ’ b“an”,he Ieadin8 f°rm

3. THE LATER DEVELOPMENT OF EPIC SONGS 
(17TH CENTURY)

Although it was during the sixteenth century that the epic song reached its zenith 
to dlepXm ^mT th°Ugh °n 3 redUCed SCale’in succeedi”g centuries, even

Epic songs were still being written and performed at the beginning of the 
enteenth century. And from this period dates the Enekes konyv (Songbook) by

57 Szabolcsi (1968) p. 10.
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Plate 19s3

Ferenc Wathay (1604 1606), one of the most beautifully decorated Hungarian 
manuscripts of the period.58

58 See Chapter III/2.
” The appearance of patriotic songs was brought about by the political atmosphere of Hungary,

which was marked by the aspiration for the unity of the country and the discontent of the people with the 
Habsburgs, who at the end of the sixteenth century took up the Counter Reformation against the 
Protestants. This situation led to several insurrections (like that under the leadership of Istvan Bocskai 
(from 1604 to 1606) and the War of Independence of 1703-1711 under the leadership of Ferenc Ra- 
koczi II (1676-1735). The most significant document of the period is the Daloskonyv (Songbook) by 
Gyorgy Szentesi, a manuscript from the early eighteenth century.

Papp, op. cit., p. 17.

After 1630 we find a gradual transformation of the epic song from chanted verse 
to printed literature. This transformation is also reflected by the frequent absence of 
the ad notam indications.

Despite the fact the epic song lost its leading role in the seventeenth century, some 
of the elements—for instance, reference to current historical events, or performance 
as a chanted verse type—continued to live in the new artistic forms that appeared in 
the seventeenth century: ballads, lyrical songs, patriotic or military songs, captives’ 
songs, the song of the exiled (bujdosd in Hungarian), and jeremiads.56

From the 1630s, the epic songs gradually began to deteriorate into the ‘penny 
novel’ literature of the lower classes, while its real character that is, the chanted 
verse—spread through oral tradition up to the present time.60 The songs that were 
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taken over by the peasants and that survived within the folk tradition were those 
associated with especially melodious tunes. However, most of the epic songs that 
have survived through oral tradition exhibit a change in style, employing 
ornaments, more complex rhythms, and wider ranges, all of which underscore 
relationships with the style of folk singing. For instance, the tune ‘Eleazar,’ 
probably one of the most famous sixteenth-century epic songs (it first appeared in 
the Hofigreff Songbook, 1554—1555), was popular in the seventeenth century 
among the people, and its extant variants display the above-mentioned stylistic 
changes.61 (See Example 2.)

62 Op. cit.. II, 12-13.
63 Takacs (1958) pp. 3-4.

Identification of the tunes from Example 2:62

Tune Name and age of the 
performer Place Year

b. Maria Sandor, 68 Melykut 1963
c. Maria Szabadi, 67 Felsoerek 1957
d. Maria Kola, 40 Lachaza 1969
e. Janos Joo, 59 Pereg 1937
f. Maria Szabados, 64 Lebeny 1959
g- Istvan Oszvald, 90 Nemesoroszi 1958
h. Erzsebet Hanko, 69 Bekescsaba 1960
i. Janos Todor, 75 Kezdipolyan 1959
j- L. Lajtha Szentegy-

hazasfalu 1943
k. Anna Basa, 48 Hadikfalva 1967
1. Rozalia Majjar, 40 Hadikfalva 1969

m. Anna Kostyal, 70 Menyhe 1970
n. Marton Kovacs, 82 Melykut 1963
°. I. Volly Vitnyed n.d.p. 1 Rozalia Orban, 64 Lovete 1963

4. PERFORMANCE PRACTICE OF HUNGARIAN EPIC SONGS 
IN THE NINETEENTH AND TWENTIETH CENTURIES

Although the composition of the epic songs declined in the seventeenth and 
eighteenth centuries, the genre did not disappear completely. “At the turn of the 
nineteenth century, there still were epic song performers without whom a crowded 
market could not be imagined.”63

In the nineteenth and early twentieth centuries, the inheritors of the epic-song 
tradition were the folk singers, as well as people of the lower classes such as beggars 
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and gypsies. Around 1953 there were four such singers who are remembered for 
performing epic songs: Gyula Albok (Csenger), Jozsef Faliznyo (Tarpa), Istvan 
Olah (Jaszbereny), and Janos Labancz (Pest).64

In addition to the sixteenth-century songs that they performed, and which they 
probably knew from childhood, they also added to their repertoires new songs that 
dealt with current events or Biblical stories from the New Testament. Up to 1945 
there were performers in Poes and Andocs (Hungary), where the singers sang at the 
parish feasts about the Annunciation of the Virgin and other subjects from the 
Bible.65 The people enjoyed those stories, and sometimes a crowd gathered around 
the singer.

It was customary among epic song performers to have in hand the printed text of 
the songs, which they could then sell to the audience. Moreover, some of them 
would make minimal changes in an already existing text and publish it under their 
own name. This explains why a large number of textual variants exist bearing 
different names.

The continued popularity of epic songs at the beginning of the twentieth century 
can be verified by the fact that many publishers printed several thousand copies of 
an epic song and sold them inexpensively. Among them, the best known were Adolf 
Fohn (Nyitra), Elek Joba (Nyiregyhaza), Janos Csuka (Debrecen), Csapo 
(Tiirkeve), Kalman Rozsa, Vilmos Mehner, and Bartalits (Budapest). Some of the 
previously mentioned performers were in contact with, or worked for, the above 
publishers, who in turn helped them market their songs.66

While the texts of the new epic songs were printed, the melodies sung to them 
were either well-known tunes or improvisations. Yet even these new songs 
maintained some elements of the sixteenth-century epic songs: the formal structure 
(the use of an opening and an ending, with the climax occurring in the middle 
strophes), eleven- or twelve-syllable verses, and the strong relation with the melody.

During the first half of the nineteenth century, performance of epic songs took 
place mainly at the markets and parish feasts. ‘After the singer chose a proper place, 
he took his instrument and played a couple of measures from a well-known tune, to 
set the atmosphere. . .then he began to sing.’67 A metallic tone quality is said to 
have characterized most of the singers (for instance Albok, Faliznyo, and others). 
During the performance some would close their eyes and employ large gestures in 
order to be more convincing. Lowering and raising the voice was correlated with the 
action of the text: a tranquil voice evokes peaceful episodes, while an agitated one 
aids in building up to the climax.68

M Op. cit., p. 14.
65 Op. cit., p. 15.
66 Jozsef Faliznyo started his career as wanderer-publisher; Gyula Albok met most of the publishers 

while he was a bookkeeper; Istvan Olah worked in a publishing house in Mezokovesd. See Takacs, op. 
cit., p. 26.

67 Op. cit., p. 39.
68 Some singers used to play tricks, as when reaching theclimhx of the song. With the audience tensely 

awaiting the end of the story, they just stopped suddenly and said: ‘If you wish to know the end of the 
story, buy the text. . .it costs only two pennies.’ Op. cit.. p. 43.
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a)
Rogen O tArueny ben va-la le ru (a lain l>en Egy ha-talmas ki ril-

ParlandoJ —72
Ha - lai a - dAma - gat en iinmar megfi-zettem Mert bunom zaoldja - ert

5

k) —-----------------------

Boldo-gabbak nAlunknal

> J
A me - ze - i vi-rag<>k kerbe - li azep r6za£k 

t J J^

Pariando J =cca82
Monazaba - dul - tam mar en a tes-ti

_ J

halAltol ft 8 megmene - ked tem

- . J

Pariando, rubato
Mogazaba dul -tam mar en a tes-ti

J

halal -t6l fta megmene - kedtern

_ J J .

Mogazaba dultam mar en a tea - ti halil -tAi, fia megme ne - ked tem

Example 2. The ‘Eleazar’ tune (a) and its surviving variants in the folk tradition.
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6 nagy kevdbd - gd - ben. hogy ki az (i-do kat mind 6 te ti va la 6 nagy kenionae fr l>en

6-le-te-mat Ie - tettem 6n azo-moru aor aom, lit jktok k<« por »6m a niellienlie te tet-tem.

minden nya - sal A - imtol biintol 6* or-ddgUd. o eaalkrd vi-IAg-U>l ax b-rok kir - ho-zattdl

minden nyavalya - jiinUd BQntolea 6rd<>gtdl, o <«alird vi-lkgtol, Az o-nikldr- tai-zattol.

minden nyava-16-im-tdl. B Onto I es drdog - Uli. e caaMrd vi-lig • Vol. az o-nik kar- bo-zattdl.

minden nvavalvi - imtdl. BQn-tdl ea l<- nattdl. e caa-ikrd vilag - tol. Az d-riik kar • ho zattol.

Minden nyomoru-akg tdl, Bun-tol, fe - le-lemtol. Ter bee nyavalyaktol, Sa-tancaa Lirdaiga - uM.

Sok ke-aervek koxtlialad Narnia bizhat maal>an. mint al- k<> - to- ja-ban. kegyew Megval-tb-ja-ban.

6 . Ie - temet Ie - tettem. Dy azomoni aor- Hot laana-tok ko |x»r ■ «»m. Melyl* mnatan Utet tem.

F\lvek 6e li - li ■ o - mok. Nem rettegnek Henunit, Tudjik.meddig elnek. vngyon nekik ha-tk-rok.

eHalir<l vilag tdl h az 6-n>k kkr • ho-zatldl.minden nyavalyi-im-tdl BAntoi ea drdugtdl

Bfintdl 6a drdiigtAI « <*alanl vi dig tdi, Az drok kir hozattul.

UM Ie nam kimdllatrte. Mannybol lektUddUe. Mi-ri a mi hi be

4 Ghczzo
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eaJtS the S'ngerS taUght the congregation epic songs on Biblical 
bjects. The singer began with the opening strophe, and since the same tune was 

repeated for successive strophes, the crowd could join in toward the end of the 
song.

The best season for open-air singing was the summer. In winter, however some 
of the singers turned to another job, selling tobacco, calendars or books.

In recent years, the preservation of sixteenth-century epic songs has become the 
aim of a number of Hungarian musicians. Among these the most successful is 
undoubtedly Tamas Kobzos Kiss,70 whose views on the subject may answer some 
of the still obscure questions.

Tamas K. Kiss’s repertoire includes about twenty-five epic songs from Tinodi’s 
Cronica, the Hoffgreff' Songbook, and various other song collections. In his 
performance of epic songs he observes the techniques of the Changos (region of 
Baranya) and the Central Asian people, who, up to the present, have maintained the 
characteristic features of old epic singing. The use of special tone qualities, a 
penetrating throaty, metallic voice, is one of the remarkable qualities of Tamas K. 
Kiss, who claims to have learned them from the Csangos (Hungarian-speaking 
natives of Moldavia) while collecting folk music in 1973.

To listen to Tamas K. Kiss’s performance of epic songs is a remarkable experience. 
As he himself states, he makes every effort “.. .to take the audience back to the 
spirit of the sixteenth century, instead of performing this repertoire from the 
viewpoint of a contemporary singer.” His gestures and miming contribute to the 
wide range ofchanging of moods—from dramatic to lyric, or satiric—which are 
reflected on the faces of the listeners. Moreover, in calling their attention to the 
beginning of the story, he often declaims the first line of the strophe with a high 
penetrating voice accompanied by instrumental rhythmic figurations. His 
acceleration of the tempo helps to create the climax of the main event. Since most of 
the epic songs are very long (some have as many as 750 strophes), he often selects 
strophes from the beginning, middle, and end of the song.

Among the instruments used today to accompany the epic songs are the lute 
koboz, hegedo (fiddle), and the cithern. Tamas K. Kiss believes that the 
accompaniment of the sixteenth-century epic songs was improvised, which explains 
why none of the surviving printed songs bear any accompaniment. In his 
performance he also follows the improvisational style of the accompaniment, which

recall participating with my parents on such an occasion in 1947 in Csiksomlyo (Transylvania) 
where the feast of the Virgin Mary attracts people from all parts of the country. Some of the singers 
performed at the turns of the serpentine road, which goes up to the church, having in front of them a 
bunch of printed songs to sell. People who stopped to listen to the singing also started to hum the tune, 
spontaneously, and continued singing the melody while walking away.

70 Tamas Kobzos Kiss (b. 1950) graduated from the Institute of Chemistry in Budapest He is a 
ormer folk singer who plays various instruments (lute. kobo:, guitar, cithern, pipe, piano, and others) 

is rich activity of keeping alive this unique repertoire consists of concerts both in Hungary and abroad 
participation on radio and television broadcasts, and the publication of articles on the subject In 
addition to the Hunganan epic song repertoire, he is acknowledgeable performer of Turkish. Vogul and 
Kirghiz music Other performers who occasionally sing epic songs are Istvan Szabo, Ferenc Viragh 
Andras Kecskes and Laszlo Kuncz. K ’ 
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consists of rhythmic underlining of the melody (or declamation) at intervals of a 
perfect fifth or fourth. However, sometimes he accompanies the tune in unison 
With regard to these particular accompaniments, he was influenced by Central 
Asian performance practices, especially those of the Kirghiz repertoire.

Listenning carefully to Tamas Kobzos Kiss’s intonation of some of the epic songs, 
and comparing it with the original notation, one notices the transformation of the 
interval of the major third into a minor third.71 He explains this interpretation by 
the practice of the ‘Transdanubian third’ (Dundntuli terc in Hungarian), which 
consists of the free alternation between major and minor thirds, a technique that 
occurs frequently in the folk music of the regions beyond the Danube.72 
Consequently, this technique has influenced contemporary epic song performers.

The preservation of sixteenth-century epic songs in Hungary has even captured 
the attention of the populace-at-large. In concert halls, museums, and historical 
landmarks, and under the patronage of the Institute for Musicology of the 
Hungarian Academy of Sciences, concerts including this unique repertoire are often 
scheduled.73 One of these, which I attended, was organized at the Kinizsi fortress.74 
Its fine acoustics enabled the music to be heard far outside its medieval walls, 
attracting local peasants who occasionally joined the performance by humming the 
old tunes. Thus the sixteenth-century epic songs are still in the hearts of the people, 
and they listen to them with the same fascination that gripped their forebears many 
centuries ago.75

11 One of the epic songs in which this occurs is “Hadnagyoknak tanusag" (Instructions to the 
lieutenants to fight the Turks) in Tinodi's Cronica. fol. h2v.

(a) 3m (b) 3M

72 For instance, there exist two versions of the famous Hungarian folk song “Hej Dunarol fuj a szel" 
(The wind blows from the Danube), one with the major third, and the other one with the minor third:

Hej Du - na- rol flij a szel Hej Du - na - rol fuj a szel
etc. etc.

73 Malina (1981) pp. 34-36.
74 The Kinizsi fortress in Nagyvazsony, named after the Hungarian hero, Pal Kinizsi (d, 1494) is one 

of the historic landmarks that witnessed battles between Hungarians and Turks during the fifteenth 
century.

75 The inclusion of several of the sixteenth-century epic songs in contemporary church songbooks 
indicates the people’s affection for- and wish to sing this repertoire even today. See Revesz (1979), 
Nos 161,475 (Tinodi), 386 (from the HoflgrefT Songbook), and others. In addition, some of the famous 
epic songs, like "Argirus historiaja” (The story of Argirus) are taught to children in school.
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Chapter III
THE SOURCES OF SIXTEENTH-CENTURY 

EPIC SONGS

This chapter presents a catalogue of the sources of sixteenth- 
chronological order.1 The material is in two parts: century epic songs in

1- Printed songbooks
A. Main sources (Nos 1-4)
B. Other printed songbooks (Nos 5-16)

2. Manuscripts

. e Sources are ^scribed according to the following format: (1) title (with 
nslation), place of publication, publishers, and date; (2) number of folios 

mensions and structure; (3) description of the source; (4) present-day library 
locations of extant copies and citations of facsimile editions; and (5) contents 2

LIBRARY SIGLA

The following sigla are used to indicate the 
German Democratic Republic (D):

library locations of the songbooks:

LEm
W

Leipzig, Musikbibliothek der Stadt 
Wolfenbuttel, Herzog-August Bibliothek

Federal Republic of Germany (WD):

Hungary (H):

SW Stuttgart, Wiirttenbergische Landesbibliothek

3-* —-—- .h.

Ba Budapest, Hungarian Academy of Sciences, Library of Old

Bn 
Bu 
DR 
SA

Books and Manuscripts
Budapest, National Szechenyi Library
Budapest, University Library
Debrecen, Library of the Reformed Church
Sarospatak, Library of the Reformed Church
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Poland (PL):

WRu Wroclaw, Biblioteka Uniwersytecka

Romania (R):

CA Cluj, Library of the Romanian Academy of Sciences
CR Cluj, Library of the Reformed College
Cu Cluj, University Library
S Sfmtu Gheorge, Museum

I. PRINTED SONGBOOKS

A. MAIN SOURCES

The four most important sources of sixteenth-century epic songs are:

Hoffgreff Enekeskonyv (Hoffgreff Songbook)
Sebestyen Tinodi, Cronica
Gaspar Heltai, Cancionale, az az historias enekes kbnyv (Cancionale, or 

Epic Song Collection)
Peter Bornemisza, Enekec harom rendbe (Songs in three parts)

1- Hoffgreff Enekeskonyv (Hoffgreff Songbook)
Colosvar, Gyorgy Hoffgreff, c. 1554-1555 (?)3

216 fols, in-4°. 10x15 1/2 cm; numbered [A-G], H-Z, a-z, Aa-Cc, [Dd], 
Ee-Hh + ?

White mensural notation for nineteen songs (Nos 3, 4, 6, 8, 9, 11, 12, 13, 14, 15, 
16, 17, 18, 19, 20, 21, 22, 24, 25); ad notam indication for three songs (Nos 2, 7, 10).

The volume contains twenty-five epic songs. It is the largest collection of epic 
songs based on Biblical texts with musical notation.

Copies in: H-Ba (1), R-Cu (1) (both incomplete).
Facsimile: Bibliotheca Hungarica Antiqua, VIL ed. Bela Varjas, “Accompanying

Study” by Marton Tarnoc (Budapest, Akademiai Kiadd, 1966)

3 Since the frontispiece of the book is missing in both extant copies, the exact date of publication 
cannot be determined. The above date was given by Marton Tarnoc in his "Accompanying Study" to the 
facsimile edition by Bela Varjas.

No. Fol. Title Composer

1. H2 Meglott es megleendo dolgoknak teremtestol 
fogva mind az iteletig valo historia Batizi

2. 14 Mas historia az Nabukodonozor kiralyrol, es 
az negy fd birodalmakrdl Batizi
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3. Lv Izsak patriarkanak szent hazassagarol valo 
szephistoria „ . .Batizi

4. M3 Mikeppen az Ur Isten Israelnek nepet Egyip-
tomb°l es hasonlokeppen az magyarokat 
Szithiabol kihozta r- ,

rarkas
5. Pl Mozes es Jozsue hadarol az Amalek ellen

Dezsi
6. Q2V Az draga es istenfelo vitez Gedeonml

7. R3V
szephistoria Batizi
Az eros es istenfelo vitez Samsonrol historia Fekete

8. V2 Az eros vitez Samsonrol mas szep historia
Kakonyic1. Y4V Az Levitarol historia...

Dezsi
10. a2 Egy nehany szep historiak az kiralyoknak 

konyveikbol
Fekete

11 . d3 David kiralyrol es Bethzabea Uriasnak 
felesegerol valo historia Biai

12 . f4 Az Illyes profetarol es Achab kiralyrol valo 
historia

g2v
Csikei

13. Az igaz keresztyeneknek keves szamokrol
Sztarai

14. 14 Az szent Tobiasnak egesz historiaja
Sztarai

15. n3 Az Holofernes es Judit asszony historiaja
Sztarai

16. q4 Az ifju Tobiasnak hazassagarol valo historia
Dezsi

17.

18.

t2 Az Asverus kiralyrol es az istenfelo Heszter 
kiralyne asszonrol valo historia Kakonyi

x3 Penitenciara into historia.
Anonymous19. y4 Jeremias profeta siralmas

z3
panaszolkodasainak 5. resze enekbe szerzetet

Anonymous
20. Az harom istenfelo ferfiakrol.

Anonymous21. Aa4 Az istenfelo Zsuzsanna asszonnak historiaja
Batizi

22. Cc2v

Eel

Az babiloniabeli Beel es Sarkany balvany 
istenekrol valo historia

Anonymous23. Jonas profeta
Batizi

24.

n c

Ee4' Az istenfelo Eleazar paprol es az kegyetlen 
Antiochus kiralyrol valo historia

Anonymus25. Gg2 De Maledictionibus
Szkarosi
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2. Sebestyen Tinodi, Cronica
Colosvar, Gyorgy Hoffgreff, 1554

160 fols, in-4°. 13 'A x 17 'A cm; numbered aa, A-Z, a-q.

Black mensural notation for all songs.4
Fol. aa2: introduction; fol. aa3: dedication to Ferdinand I; fol. aa3v: table of 

contents; fol. q4v: Tinodi’s coat-of-arms.5 The title page reads: “Cronica Tinodi 
Sebestien szorzese. Elso reszebe lanos Kiral halalatul fogua ez esztendeig Dunan 
innet Erdei orszaggal lot minden hadac, veszodelmec reuidedon szep notakual 
enokbe vadnac. Mas reszebe kiildmb kulomb idokbe es orszagokba lot dolgoc, 
istoriac vannac. Colosvarba 1554esztenddbe.” (Cronica by Sebestyen Tinodi: Part 
One [includes] song texts which deal with stories from Transylvania from the death 
of King Janos to the present; Part Two [includes] stories of various times and 
countries. Colosvar, 1554).

The volume contains twenty-two6 epic songs by Tinodi and is organized in two 
parts: Part One (fols A-Z4) includes eight songs, the texts of which deal with recent 
historical events in Transylvania; these are presented in chronological order 
according to subject matter, with the chronological spread extending from the 
death of King Janos Szapolyai in 1540 to 1553; Part Two (fols a-q4) includes 
fourteen songs based on historical events prior to 1540 (fifteenth and sixteenth 
centuries) and stories from the Bible. The volume is the most important source with 
musical notation for the so-called “informational” type of epic song, which, as 
Tinodi indicated in his Preface, was intended to inform the populace of current 
historical events, particularly of the wars against the Turks.

Copies in: H-Ba (2), H-Bn (3), R-Cu (1).
Facsimile: Bibliotheca Hungarica Antiqua, II, ed. Bela Varjas, “Accompanying 

Study” by Laszlo Bota (Budapest, Akademiai Kiado, 1959).7
Part One

No. Fol. Title

1. A Erdeli historia

2. G4V Szegedi veszedelem
j j2 Az veg Temesvarban Losonci Istvannak

halalarol

4 Mensural notation using only black notes is characteristic of the Cronica (see Chapter VI). The 
woodblocks for both the musical notation and the ornaments were made by Jacobus Lucius (also known 
as Siebenburger). Born in Transylvania (precise date not known). Lucius worked for various publishers 
in Wittenberg and Helmstadt circa 1583. See Bird, (1986), p. 292.

5 Sec Chapter 11, Plate 19. , „ .
6 Three epic songs by Tinodi which are not included in the Cronica are: ‘ Jason es Medea , in 

Cserevnc kddex (1565 1579), fols 50 64; “Janos kiraly fiarol vald historia’’ (Story about the son of King 
Janos in Detsi-kddex(1609 1613), fols 145-150’; and "Jonas profetarol szolo historia" (Story about the 
Prophet Jonah), Lugossy-kodex (1629 1635), fols 30 30’. See Part 2 of tins chapter.

7 The facsimile edition is based on a copy preserved at H-Bn.
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4. L3 Budai Ali Basa historiaja
5. M2 Ordog Matyas veszodelme
6. N2V Eger var viadalarol valo enek
7. V3V Egri historianak summaja
8. Y3 Terec Janos

Part Two

9. a Karol csaszar hada Saxoniaba ot Kurfirstnak 
megfogasa

10. cv Szitnya, Leva, Csabrag, es Murany varanak 
megvevese

11. ev David kiraly mint az nagy Goliattal megvivott
12. f4 Judit asszon historiaja
13. h2v Hadnagyoknak tanusag mikor a terekkel 

szembe akarnak oklelni
14. h4 Szuliman csaszar Kazul basaval viadalarol
15. k Sok fele reszegosrol
16. k4 Buda veszeserol es Terek Balint fogsagarol
17. 13” Prini Peternek, Mailat Istvannak, es Terek 

Balintnak fogsagokrol
18. m2 Verboci Imrenek Kazon hadaval Kozari 

mezon viadalja
19. n Az Szalkai mezon valo viadalrol
20. o’ Varkucs Tamas idejebe lott csatak Egorbol
21. p3 Kapitan Gyorgy baj viadalja
22. q2* Az udvarbirakrol es kulcsarokrol

Collection)

231 fols, in-4 . 13'/2x 21 cm; numbered A-Iiij A-Fiii A Ziii M A r a u- 
Black mensural notation for five songs (Nos 8 13 15 16 ’is^'V J' 

indications for two songs (Nos 1 7) ’ ’ 6’ ad n°tam

Cronica (see Chapter VL ' NolT^O 21 r"8"’ d 36^ reprin‘ed from his

Sigismund, fols E-Iiiij’) lacks musical notation. See also fn * ‘Zs,gmond kir“'y” (^ng 
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kings and oihe"X“sToX«7a^ abO“‘ *he HunSa™"

Copy in: H-Bn (1)
Facsimile: Bibliotheca Hungarica Antiqua N ed Bela Varins “A^ 

study" by Varjas (Budapest Akademia. Kiadi

No. Fol. Title Composer
1. Aijv A Bela kiralyrol...

Temesvari
2. E Sigmond Kiraly es Czaszarnac Chronikaja Tinodi
3.9 Av Historias enec az nagy vr Bankbanrol Valkai
4. Biiij Az nagy vitez Hunyadi lanosrol.

Nagybancsai
5. A Az vitez Vaydafi Laszlorol, Mattyas

Kiralynac Battyarol
Gorcsoni

6. Av A feiseges Mattyas Kiralynac egesz
historiaja...

Gorcsoni
7. Av A Konyer mezoi historia

Temesvari
8.10 Cijv Isabella Kiralyne asszonnac historiaja Tinodi
9. Eiiij lanos Hertzegnec, az lanos Kiraly fianac lot 

do Igai
Tinodi

10. F Frater Gyorgy Kentstartonac historiaja Tinodi
11. Hiiij Az Lippa varasnac elvesszesserdi valo

historiaja
Tinodi

12. liij Az Lippa vissza veveserol valo historia
Tinddi

W tit,e th» P'obably indicates that

. ............ .- M. However.
„r ..,rdhg „y %’■ * "• •«
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13. Miiijv Az Temesuarnac elso vitatasa Tinodi

14. O Az Temesuarnac masodic vitatasa Tinodi

15." Lij A Szeggedo vesszedelemrdl valo historiaja Tinodi

16. Pv Az Ali Bassanac diadalmirol... Tinodi

17. Qj A Palasti veszedelemrol valo historia Tinodi

18. Riij Eger varanac vitatasanac historiaja Tinodi

19. Aij Az Barbarossanac es Karoly Czaszarnac 
historiaja Valkai

20. Kiij A szep Indiarol valo historia Valkai

4. Enekec harom rendbe: kvlomb kulbmb felec (Song in Three Parts: Of Various 
Kinds)
Detrekoe, Peter Bornemisza, 1582

334 fols., in-4.° 14 x 18 cm; numbered A-Ziij, AA-AAiij, a-ziij, aa-iij.12
No musical notation; adnotam indications for five epic songs (Nos 1,3,9, 12, 17).
Fols 1-3V (unnumbered): dedication to Anna Csoron;13 fol. aav: table of contents 

that lists the song incipits in alphabetical order; fol. aaiiijv: “Nyomtatot Detreko 
Varaba, Szent luan havanac xxiiij napian: Enyi eztendoben: MDLXXXII. Kibol 
diczertessec az VVR Istennec Neue. Amen” (It was published in the castle at 
Detreko on the 24th of the month of Saint Junia in 1582. Through this I praise the 
name of the Lord. Amen). The title page reads; “Enekec harom rendbe: kvlomb 
kulomb felec. I. Elsobe: Rouid deczeretec vadnac. Kiknec szamoc CXCVIII. kic 
kozziil soc, Predikatioc melle valoc. II. Masikba, Hoszabbac vadnac: az Szent Iras 
intesi es magyarazati szerint. Kis Predikatioc gyarant oktatnac. Kiknec szamoc 
aproual elegy LX. III. Harmadikba: Az Biblianac ki valogatot fd fo XVIII 
Historiaibol valoc. Rendeltettec Bornemisza Peter altal. Psalm: 103. Aldgyatok az 
VVrat minden 6 seregi. Detrekoe varaba, MCLXXXII” (Songs in Three Parts: Of 
Various Kinds. Part One [includes] short texts of the 198 psalms that may be used 
with the sermon. Part Two [includes] longer texts of sixty songs, based on teachings 
of the Bible. Part Three [includes] eighteen epic song texts based on Biblical stories. 
By Peter Bornemisza. Psalm 103: Praise the Lord and all His people. In the castle at 
Detrekoe, 1582).

Copies in: H-Ba (2), H-Bn (3), H-Bu (2). (all copies are incomplete).
Facsimile: Bibliotheca Hungarica Antiqua, VI, ed. Bela Varjas, “Accompanying 

Study” by Sandor Kovacs (Budapest, Akademiai Kiado, 1964)14

"In the table of contents number 15 represents a typographical error; the song appears in the body of 
the book after No. 12.

12 The pagination is also given in Roman numerals from I to CCCXXXIIII (sic).
13 Anna Csoron was the wife of the nobleman Istvan Balassi, at whose castle in Detreko the songbook 

was published. ,
14 The facsimile edition is a composite of a number of extant copies, none of which is complete.
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Part Three'5

No. Fol. Title Composer

1. CCLIX Vilag kezdetitvl lott dolgokrol Dezsi

2. ccLxnr Az sido es magyar Nemzetrol Farkas

3. CCLXVII Isaac aldozattyarol Dezsi

4. CCLXX lacob patriarcha fianac Josephnec 
szep Historiaia Nagybancsai

5. CCLXXVIII Aegyptombeli ki ioeveserol Israelnec Szeremlyeni

6. cclxxxiv Moyses es losve hadarol az Amalec 
ellen Dezsi

7. CCLXXXIIII Samson historiaia Kakonyi

8. ccLxxxvir David kiraly mint a nagy Goliattal 
meg viwt Tinodi

9. ccxcir Az igaz kereztyeneknec keues 
szamokrol... Sztarai

10. ccc Machabevsrol Dezsi

11. cccnii Levita felesegerol Dezsi

12. cccvn Az Holofernes es Ivdith aszony 
Historiaia Sztarai

13. CCCXIII Hester historiaia Kakonyi

14. cccxvn Isaac hazasagarol valo historia Batizi

15. cccxx Tobias hazasagarol Dezsi

16. cccxxv Svsanna historiaia Batizi

17. cccxxvir Az szent lobrol Tolnai

18. cccxxxr lonas prophetanac historiaia Batizi

B. OTHER PRINTED SONGBOOKS

5. A keresztyeni gyulekezetben vald isteni dicheretec (Psalms to God for Christian 
Congregations)
Place unknown, Gal Huszar, 1560

15 For the contents of Parts One and Two, see the facsimile edition by Varjas.
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HAROM RENDBE:KV
L&MB KrL&MB FELEC.

i.
ELSoBE: Rouid diczeretec vadnac. Kiknec fzamoc 
CXC VIII. kic kozzdl foe, Predikatioc melk valoc.

I I.
Myfs 1 K.B^ Hofzabbac vadnac: az fzent Iras in- 
left es magyarazati fzerint. Kic Predikatioc gyarant 

oktatnac. Kiknec fzamoc aproual elegy LX.

III.
HARMAD1JUA; Biblianac ki valogatot fd 

fo XVIII Hiftoriaibol valoc.
Rendeltettec

peter
ALTAL,

PS^fLM: 105.
Aldgyatoc az Wrat minden 6 feregi.

DETREK OE varaba. 
M D LXXXU.

Plate 24
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184 fols, in-8°.
White mensural notation for forty-nine songs.
The volume consists of 108 song texts that include psalms, laude, hymns, and 

laments for the Protestant congregation. Fol. F2V: Lauda, “Minden embernec illic 
ezt megtudni” (All people should acknowledge this) is a contrafactum of an epic 
song.16

16 See Chapter VI, No. 48.
17 The volume was discovered in 1975 by Gedeon Borsa in Stuttgart, Wiirttembergische 

Landesbibliothek (HBF 3048). It is bound with Marton Kalmancsehi’s Reggeli eneklesek (Morning 
Songs) (1560 1561). See the facsimile edition, pp. 11-12, and 80.

18 Schulek. “Accompanying Study” to the facsimile edition, p. 15.
10 Sec Chapter VI, No. 38.
20 Sec Chapter VI, No. 38.
21 See Chapter VI, No. 49.

Copies in: WD-SW (I)17
Facsimile: Bibliotheca Hungarica Antiqua, XII, ed. Bela Varjas, “Accompanying 

Study” by Gedeon Borsa (Budapest, Akademiai Kiado, 1983).

6. A keresztyeni gyvlekezetben valo isteni diczeretek 
(Psalms to God for Christian Congregations) 
Varad, Raphael Hoffhalter, 1566

188 fols, in-4°.
No musical notation; ad notam indications for forty-three songs.
The so-called Varadi enekeskbnyv (Varadi Songbook), consists of 115 song texts 

that include hymns, psalms, laments, songs for religious feasts, and some of 
Luther’s psalms and hymns translated into Hungarian.18 Fol. 165: Psalm XXIX is a 
contrafactum of an epic song bearing the ‘ad notam lasonis’ indication that refers to 
Sebestyen Tinbdi’s “Alya cancio opttima de Regys lason.”19 The title page of the 
songbook contains an engraving by Laurentius Fronius of Saxony that represents 
King David (Plate 25).

Copy in: D-W (1)
Facsimile: Bibliotheca Hungarica Antiqua, IX, ed. Bela Varjas, “Accompanying 

Study” by Tibor Schulek (Budapest, Akademiai Kiado, 1975).

7. Gergely Szegedi, Enekes konyv (Songbook)
Debrecen, Andras Komlos, 1569

221 fols, in-4°.
No musical notation; ad notam indications appear frequently.
The volume contains 136 song texts including psalms, hymns, and songs to be 

sung after the sermon. Fol. 46: Psalm XXIX, “David profetanak imadkozasabol" 
(From the Prayer of the Prophet David) is a contrafactum of an epic song.20 Fol. 
216: Gergely Szegedi, “A magyaroknak siralmas eneke a tatar rablasrol" (The 
lament of the Hungarians over the Tartar pillage).21

Copy in: Pl-WRu (1)
Facsimile: Szegedi Gergely enekeskbnyve 1569-bdl (Gergely Szegedi's Songbook of 
1569), ed. Aron Szilady (Budapest, Akademiai Kiado, 1893).
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A KER.ESZTYE NI GYVLEKEZETBEN VALO 
isteni diczeketek egybens^ 

DUGETTiK, t$ MOS TAN NTOMTATTA* 
Uk vyonnan ore^bitctck, cscmtn- 

daltattataK L. F.altaL

PSALMO GXlIX.
Diczcrefet mondgyatoka- Iftennei az fen* 

teknek Gy ulckczcuben.

V A RADON.
Nyomtatot RaphaelHoflhahc^A NN O D.

M. D. LXV;.

Plate 25

8. Az kereztieni gievlekezetben valo isteni diczeretek
(Psalms to God for Christian Congregations)
Bartfa, David Gutgesell, 1593

418 fols, in-4°.

No musical notation; ad notam indications appear frequently.
I he songbook includes 270 texts of Lutheran songs that comprise psalms, hymns 

and laments. l ol. 313: Psalm 34, is a contrafactum of an epic song bearing the
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indication “ad notam: Arpad vala fo az kap [itansagba]”, that is, the incipit of 
Ambrus Gorcsbni’s “Matyas kiraly historiaja” (The story of King Matthias).22

Copies in: H-Bn (2), H-Bu (2), H-SA (4).

9. Albert Szenci Molnar, Psalterium Ungaricum
Herborn, Christof Hollos, 1607

494 fols, in-12°.
White mensural notation for 125 songs: ad notam indications appear frequently. 

Some of the latter are used for recovering the tune of Andras Valkai’s 
“Historia.. .Andoinusrol. . .es. .. Alboinusrol” (Story.. .about Andoinus 
and. ..Alboinus).23

On fols 1-3V there is a dedication to Frederick IV and Maurice, Count of Hessen; 
it is followed by an introduction.

The songbook is a Hungarian translation of the Geneva Psalter.24 It is one of the 
most important song collections of the Reformed Congregation.

Copy in: H-Bn (1)
Facsimile: Psalterium Ungaricum “Accompanying Study” by Gabor Tolnai 

(Budapest, Magyar Helikon, 1985).

10. Cantus Catholici
Leipzig, Brewer Nyomda,25 1651

287 fols, in-4°.
White mensural notation for 129 songs; adnotam indications appear frequently.
The volume consists of 200 songs that include psalms, hymns, secular songs and 

litanies. Fol. 154: “Szent Borbala sziizrol” (The Virgin Saint Barbara), and fol. 175: 
“Szent David Profeta” (The Prophet Saint David) are contrafacta of epic songs.26 
Although it is a Catholic songbook, some of the songs are of Protestant origin.27

Copy in: H-Bn (1)
Facsimile: Cantus Catholici, ed. Laszlo Vajtho (Budapest, Kiralyi Magyar 

Egyetemi Nyomda, 1936).

11. Janos Kajoni, Cantionale Catholicum
Csik, Andras Cassai, 1676

786 fols, in-4°.
No musical notation; “ad notam” indications appear frequently.

22 See Chapter VI, No. 43; Concordances. No. 38.
23 See Chapter VI, No. 51.
24 The Geneva Psalter, Les Pseaumes en rimefranqoisepar Clement Marot et Theodore de Be:e (1562), 

includes the 150 psalms of David; there is musical notation for 125 psalms. The settings were composed 
by Louis Bourgeois (1510 1569) and the unknown "Maitre Pierre". The Geneva Psalter was translated 
into various languages; the German translation by Ambrosius Lobwasser (Leipzig, 1573) influenced the 
Hungarian translation. Sec Csomasz (1950) pp. 98-99.

25 Papp, (1970), p. 40.
26 See Chapter VI, Nos 46 and 51.
27 Papp, op. cit., 40.
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At the beginning of the book there is an Introduction.
This volume is one of the largest Catholic song collections of the period. It 

consists of 795 song texts in Latin and Hungarian, including psalms, hymns, 
litanies, “Cantiones de Tempore,” laments, “Dominica ad Vesperas,” and the 
"Passio de Vita Christi”, which is a contrafactum of an epic song.28 About ninety- 
four songs were copies from other song collections (such as the Cantulus Catholici); 
moreover, the psalms, hymns, and laments were taken from Protestant 
songbooks,29 while some of the texts were written by Kajoni himself.30

28 See Chapter VI, No. 39.
2’ Papp, op. cit., p. 48.
30 Jenaki (1914) p. 115.
31 See Chapter VI, No. 38.
32 See Chapter VI, No. 41.
33 See Chapter VI, No. 42.

Copy in: H-Bn (1)
Modern transcription: Janos Kajoni, Cantionale Catholicum, ed. Peter Pal 

Domokos (Budapest, Szent Istvan Tarsulat, 1979).

12. Istvan Illyes, Soltari enekek.. .es halottas enekek (Songs of Psalms.. .and 
Laments)
Nagyszombat, Janos Hormann and Janos Friedl, 1693

443 fols, in-8°.
White mensural notation for thirty-eight songs; ad notam indications appear 

frequently.
Folios 1-2V contain a dedication to Gyorgy Szecseni, the Archbishop of 

Esztergom, after which there is an Introduction.
The volume is organized in two parts: Part One (Songs of Psalms) includes 

eighty-five psalms, of which twenty-one bear musical notation; Part Two (Laments) 
includes sixty-nine laments, with seventeen having musical notation. Fol. 46: Psalm 
XXIX, “David profetanak imadkozasabol” (From the Prayer of the Prophet 
David) is a contrafactum of an epic song.31 Fol. 68: Psalm XLV, “Mikor 
Sennakerib. . appears as an ad notam indication for Balazs Bekesi’s “Historia 
Sodoma [es] Gomora veszodelmerol” (Story of the destruction of Sodom and 
Gomorrah).32 Fol. 134: Lament, “Sok nyomorusaggal elete embernek” (The life of 
man is full of miseries) occurs in Janos S. Debreceni’s “Cantio optima” (Very good 
song).33

Copy in: H-Bn (1)

13. Gyorgy Naray, Lyra Coelestis (The Heavenly Lyre)
Leipzig, Janos Hormann, 1695

261 fols, in-4°.
White mensural notation for 109 songs.
Folios l-lv contain a dedication to the Archbishop of Esztergom, Lipot 

Kolonics; folios 2-3v contain an introduction.
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A Catholic songbook, it consists of 140 songs, including psalms and hymns in 
Latin and Hungarian. Fol. 97: “Hiszek Istenben” (I believe in God) is a 
contrafactum of an epic song.34 Most of the songs included in this collection are 
borrowed from other sources (mainly from Cantus Catholici and Istvan Illyes’s 
Songs of Psalms).35

34 See Chapter VI, Concordances, No. 26.
35 Csomasz, op. cit.. p. 42.
30 See Chapter VI, No. 52; Concordances. No. 49.
37 See fn. 26.
38 See Chapter VI, No. 49.
” Chapter VI, No. 40.

Copy in: H-Bn (1)

14. Kozonseges Isteni-Tiszteletre rendeltetett Lelki Enekek (Songs for the Soul for 
the Ordinary Service)
Kolozsvar, Sandor P. Szathmari, 1744

464 pp., in-8°.
White mensural notation for all songs.
The volume consists of 297 songs including psalms, hymns, songs for religious 

feasts, and a number of prayers. Fol. 124: Psalm LVII, “Irgalmazz Ur Isten 
immaron ennekem” (Lord have mercy upon me) is a contrafactum of an epic song.36

Copy in: R-Cu (1); microfilm in H-Ba (A 172/VII).

15. Samuel Bodo Kopetzi and Fabian Bagyi, eds. Haloft temeteskorra valo enekek 
(Funeral Songs)
Nagyenyed, Samuel Debretzeni, 1769

230 pp., in-12°.
White mensural notation for all songs.
The songbook includes forty-three funeral songs and nine psalms from the 

Geneva Psalter.37 Fol. 4: Lament, “Megszabadultam maren a testi halaltol” (I am 
freed of the corporal death) appears as an ad notam indication in Gergely Szegedi’s 
“A magyaroknak siralmas eneke a tatar rablasrol” (The lament of the Hungarians 
over the Tartar pillage).38

Copies in: R-CR (1), R-S (1)

16. Isten Kozonseges Tiszteletere Rendeltetett Enekes Konyv (Songbook for the 
Ordinary Service of God)
Debrecen, Istvan Margitai, 1778

277 pp., in 4°.
White mensural notation for all songs.
The volume was compiled for the Reformed Congregation; it consists of 133 

songs, including psalms, hymns, and songs for religious feasts. Fol. 465: Hymn, 
“Mi kegyes atyank” (Our graceful father) appears as an adnotam indication in Pal 
Baranyai’s “Az tekozlo fiurol” (The prodigal son).39 Fol. 468: Psalm 34,
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“Mindenkoron aldom az en Uramat” (I pray my Lord at all times) is a contrafactum 
of an epic song.40

40 Chapter VI, No. 43; Concordances, Nos 46 and 49.
41 The manuscript was destroyed in World War II. See Stoll (1963) p. 23.
42 See Chapter VI, No. 38.
43 M. Cod.—Magyar Codex (Hungarian Codex), a standard abbreviation used in Hungarian 

libraries.
44 See Chapter VI, Concordances. Nos 8 and 20.
45 See Chapter VI, No. 52, and Plate 26.
40 Volume I is the facsimile edition of the manuscript, Volume II is its transcription into modern 

Hungarian.

Copy in: H-Bn (1)

2. MANUSCRIPTS

1. Csereyne-kodex (formerly in R-S)41
Date: 1565-1579

73 fols, in-4°.
The manuscript was written by three scribes: Balazs Bekesi (fols 6-64’), 

anonymous (fols 64’-65’), and Peter Girothy (fols 66-68’). Fols 50-64v include 
Tinodi’s epic song “Alya cantio optima de Regys lason” (Another good song about 
King Jason) (c. 1537).42

2. Ferenc Wathay, Enekes konyv (Songbook) (H-Ba, M.Cod 4r 29)  
Date: 1604-1606

43

133 fols, in-4°.
No musical notation; ad notam indication for twenty-four songs.44
Fol. 1: “Ezen konyvet az ki szakadozott allapottal vala, compingaltattam Nemes 

Koszoghi kiralyi Varosban. . . 1706 Polany Sandor” (Because of the book’s 
deterioration, it was bound in the king’s city in Nemes Koszog... in 1706, Sandor 
Polany); fol. 2: Wathay’s coat-of-arms; Fol. “Anno 1605. Prope est Dominus 
omnibus inuocantibus eum in Veritata' Fran: Wathay scribebat” (1605. The Lord 
is near to those who call upon him in truth. It was written by Fran[cis] Wathay); fol. 
7': “Kisfaludi Pal Lopta el” (Pal Kisfaludi stole it); fol. 3: frontispiece; fols. 4-5’: 
Introduction; fols 107-131’: autobiography of Wathay; fols 132-133: list of the 
personnel of the Turkish army and their salaries. The richly ornamented 
manuscript includes a large number of colored illustrations dealing either with the 
text or with episodes from Wathay’s life.

The manuscript includes twenty-eight song texts, of which three are epic songs 
(Nos III, X,45 and XIII).

Facsimile: Wathay Ferenc enekes konyve (Ferenc Wathay’s Songbook), ed. Lajos 
Nagy, “Accompanying Study” by Nagy (Budapest, Magyar Helikon, 1976) 2 
vols.46
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3. Detsi-kodex (H-Ba, M.Cod. 8r. 12)
Date: 1609 161347

194 fols, in-8°.
No musical notation.
Fol. 4: “1609. S.D.”
The manuscript named after its scribe, Istvan Detsi, consists of forty-five song 

texts that include Protestant psalms, hymns, and three epic songs. Fols, 145 150v 
include the text of Tinodi s Janos kiraly fiarol val6 historia” (Story about the son 
of King Janos).48

4. Simon Pechi, Enekes konyv (Songbook) (R-CA, No 1729)
Date: 161549

207 fols, in-2°.
No musical notation.
The manuscript contains the earliest complete collection of the texts of Bogati 

Fazekas’s 151 psalms (1582- 1583),50 many of which are referred to adnotam.5' In 
addition, the texts of eighty-six Sabbatarian religious songs are included.52

5. Lipcsei-kodex (The Leipzig-Codex) (D-LEm, MS 98,53 H-Ba, microfilm E/1) 
Date: 161554

152 fols, in-4°.
No musical notation.
The inner cover of the front binding bears a bookplate with the signature of 

Johann Christoph Wagenseil.55
The manuscript is organized in two parts: Part One includes poems of religious, 

educational, and patriotic character; Part Two includes thirteen epic-song texts, 
eleven of which date from the sixteenth-century.56 The scribe of the manuscript was 
Tamas Nagy.57

56 See Chapter VI, No. 42; Concordances, Nos 10, and 40
57 Stoll, ibid.
58 Stoll, op. cit., p. 44.

6. Gyorgy Tatrosi, Enekes konyv (Songbook) (H-Bn, MS Oct. Hung 939) 
Date: 161858

47 Stoll, op. cit., p. 36.
48 See fn. 6.
49 Stoll, op. cit.. p. 42.

For modern transcription of Bogati’s psalms see Bogati (1979)
51 See Chapter VI, Nos 3, 23, 25, 28, 29, 34, and 36.

2 The Sabbatarians are Christians who observe the Sabbath (Saturday)
53 Stoll, op. cit., p. 41.
S4 Ibid.

1680 motf W^enSei' (1633-|7°5)' the German encyclopaedist, visited Hungary about 
1680. See Dezsi (1916) p. 340,
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56 fols, in-4°.
No musical notation.
The manuscript, which is named after its scribe, Gyorgy Tatrosi, was discovered 

in 1898 by Lajos Szadeczky in the library of Count Istvan Apor.59 It includes the 
texts of three epic songs, with its redaction of “Argirus historiaja” (The story of 
Argirus) being one of the earliest of this epic song (Plate 27).60

7. Lugossy-kodex (H-DR, MS R 537, H-Bn, microfilm, Facs. I Mss 499) 
Date: 1629 163561

198 fols, in-4" obi.
No musical notation.
The manuscript is named after its donor, Jozsef Lugossy a bibliophile, who was 

the director of the library in Debrecen from 1847 to 1862.62 The scribe of the 
manuscript was Pal Somogyi.

The manuscript includes the texts of twenty-two epic songs63 and twenty-three 
religious and educational songs. Most of the texts included in this manuscript are 
unique.64

8. Csoma-kodex (H-Ba, M.Cod. 8r. 7)
Date: 163865

122 fols, in-4°.
No musical notation.
The codex bears the name of its scribe, Istvan Csoma.66
The manuscript includes the texts of fifteen songs, among which seven are epic 

songs;67 the others are of religious or educational character.

9. Mihaly deak kodexe (The Codex of the Scribe Mihaly) (H-Bn, MS Quart. Hung. 
17)
Date: 167968

286 fols, in-4°.
No musical notation.
The manuscript contains three different handwritings of which only that of the 

Scribe Mihaly has been identified (fols 132-242v).69

” Dezsi (1914) p. 313.
60 See Chapter VI, No. 44.
61 Stoll, op. cit., p. 49.
02 Gy. Szabo (1913) p. 217.
63 See Chapter VI, Concordances, Nos 40, and 50. Also see In. 6.
M Csomasz, op. cit.. p. 90.
65 Stoll, op. cit.. p. 58.
M Ibid.

Sec Chapter VI, Concordances. No. 11.
6" Stoll, op. cit.. p 82.
60 Op. cit.. p. 83.
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Plate 27

The manuscript includes miscellaneous works: texts of forty-four songs (epic,70 
religious, and instructional), and seventeen works in prose. The manuscript has had 
many owners, among them the Count Ferenc Szechenyi.71

0 See Chapter VI, No. 41; Concordances, Nos 31, and 50.
’’ Count Ferenc Szechenyi (1754-1820), patron of the arts, founded the National Library in 

Budapest in 1802. 7
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Chapter IV
ANALYSIS OF EPIC SONGS

Since the epic song of the sixteenth century is as much a literary genre as it is a 
musical one, an analysis of the songs must address matters both musical and 
textual. Thus our discussion of the epic song is divided into two main sections: (I) 
Texts of the Epic Songs, in which the basic types of poem, poetic structure, and 
other aspects of the verse are discussed; and (II) Music of the Epic Songs, which 
section is itself subdivided into two parts: (A) Pitch Structure of the Melodies, and 
(B) Rhythmic and Metric Structure of the Melodies.

I. TEXTS OF THE EPIC SONGS

l. TYPES

Four types of texts appear in the epic songs: (a) texts based on stories from the 
Old Testament; (b) descriptions of historical events of the period; (c) texts based on 
historical chronicles; and (d) texts based on romantic/novelistic subjects.

(a) Texts based on the stories of the Old Testament were obviously influenced by 
the spread of the Reformation in Hungary. Their purpose, on the one hand, was to 
arouse the populace to fight their enemies (the Turks and the Habsburgs) by 
providing parallels from the Old Testament, and, on the other, to serve as a 
reminder to follow the “true” religion—Protestantism—and to live an honest life.  
Texts of the latter type also conveyed a didactic message that sought to castigate the 
society for its corruption and the people for their immorality. The simple tunes, 
which could be easily remembered, were used to promulgate the ideas of the new 
religion, a propaganda campaign that easily captured the hearts of a population 
with a strong affinity for music.

1

2

1 See Section 1/2.
2 Music constitutes an important part of Hungarian daily life, particularly among the peasants who 

live a less sophisticated life. Driving through the country, one will hear women singing while they work in 
the fields or wash clothes in the creek. In fact one will marvel at the technical agility and clear-cut 
intonation of some of these totally uneducated singers. In Hungary the tradition of singing while 
working was noted as early as the eleventh century in the Legenda maior Sancti Gerhardt, to which Dezso 
Legany made reference. Legany (1692) p. 454.

3 See Chapter VI.

The most important source of epic songs—with musical notation—based on the 
stories of the Old Testament is the HoffgreflT Songbook (Nos 1-17).3 Other such 
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songs are included in various other printed collections (Nos 26, 27, 40), or were 
published separately (No. 48), or reach us in manuscript sources (No. 41).4

(b) Texts describing historical events of the period have a two-fold purpose: first, 
they inform the people of current historical events, and second, they encourage an 
encounter between the Hungarians and the “pagans”, as the Preface of Tinodi’s 
Cronica—the most important collection of this genre-explained it. In addition to 
describing their battles with the Turks or Habsburgs, some of the songs also provide 
information regarding the customs of the people (Nos 30, 36, 37, and 47), the rules 
of governing the country (No. 28), the description of fortresses (Nos 20, 22,23, and 
25), and the landscape of various parts of the country (Nos 29, 33, and 34).

One of the stylistic features of these texts is the hortatorical tone of the last few 
strophes, which serve to incite the people against their enemies.

In addition to the Cronica (which includes songs Nos 18-37), this type of epic 
song is found in other collections, both printed (No. 49) and manuscript (Nos 42 
and 52).5

(c) Texts based on the chronicles describe historical events of preceding centuries. 
Such texts occur especially in epic songs that flourished during the second half of the 
sixteenth century.6 The appearance of this type of epic song was influenced by the 
growing interest of the people in the past history of their country. The deeds of the 
Hungarian heroes described by Bonfini, Thuroczi, Szekely, and others served as 
examples for the need to persevere in order to overcome the difficult times.

The epic songs based on the chronicles appear without musical notation, though 
most of them bear ad notam indications. A number of the songs were published as 
separate booklets (Nos 43,45, and 46), while others were included in the Cancionale 
by Gaspar Heltai.7

(d) Texts based on romanticlnovelistic subjects appear late in the sixteenth 
century.8 Two thematic features of these texts are the interweaving of elements both 
fantastic and realistic (Nos 38, 39,44, 50, 51) and the description of the exotic life of 
such distant countries as India or Asia Minor (No. 45). Some of these songs (like the 
“Argirus”, No. 44) became favorites and are still performed today.’

The romantic/novelistic songs were published as separate booklets (Nos 39, 44, 
45, and 51) and also appeared in printed (No. 50) and manuscript collections (No.

* These sources are mentioned in Chapter VI along with the title of the songs
5 Ibid.
6 See Chapter II, fn. 44.
7 Reference to these songs is made in the Concordances of the epic songs in Chapter VI
8 See Section 11/2.
’ See Chapter VI, No. 44.
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2. POETIC STRUCTURE

(a) Number of stanzas. All Hungarian epic songs are organized in stanzas which 
vary from nineteen (No. 12) to 753 (No. 45). There is no evidence indicating 
whether they were all sung, or whether some were recited. It is also possible, that 
owing to their great length, they were performed over several days, as indicated in 
the texts of some of them.10

10 Chapter VI, No. 45.
11 See Chapter VI, Concordances. No. 16.

(b) Verses. Most of the epic songs are based on stanzas of four verses. However, a 
few are based on stanzas of three verses (Nos 13, 30, 39, and 42), and one whose 
stanza consists of six verses (No. 2). Song No. 52 is an exception of sorts in that it 
proceeds in quatrains until its final two stanzas, which are cast in five and six lines 
respectively.

(c) Syllabification. Most of the epic songs have stanzas which contain verses that 
have the same number of syllables:

19 syllables (6 + 6 + 7) Nos 39, 46
14 syllables (4 + 4 + 6) Nos 17, 47
13 syllables (4 + 4 + 5) Nos 6, 12, 30
12 syllables (6 + 6) Nos 4, 9, 14, 31-34, 

38, 41, 44, 50, 
52

11 syllables (7 + 4)
(6 + 5)
(5 + 6)
(4 + 4 + 3)

No. 48
Nos 37, 45
No. 20
Nos 11, 22, 24, 27,

29, 35, 36, 43,
51

10 syllables (5 + 5) No. 7

It is important to note that in pieces involving a contrafactum, the new text will 
take over the structure of the original, thus permitting the use of the same tune. For 
instance, the stanzas of “the story of the godfearing priest Eleazar and the cruel 
king of Antioch” (No. 16) by an anonymous, which have three verses of thirteen 
syllables (6 + 7) and one verse of seven syllables is identical with the structure of the 
contrafactum, “the story of Judith and Holofernes” by Mihaly Sztarai.11

The songs that are not accounted for in the above table are based on stanzas with 
a varying number of syllables per verse. They contain alternations of verses of 5, 7, 
9, 11, and 13 syllables. For instance, in song No. 5, the first, third, and fourth verses 
of each quatrain each bears eleven syllables, while the second has thirteen. Other 
epic songs that contain different numbers of syllables from verse to verse are Nos 1, 
2, 3, 8, 16, 40, 42, and others.
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(d) Rhyme scheme.12 Most of the epic songs are based on the rhyme scheme 
a-a-a-a. Exceptions occur only in a few texts that display the following 
patterns:

3. COMMENTS ON THE TEXTS OF THE EPIC SONGS

a-a-b-a Nos 15, 16, 49
a—a—b-b No. 47
a-b-a-b No. 1
a-b-c-b No. 3
a-b—c-d—c—b No. 2

(a) Recurrence of “formulas”. One of the stylistic features of the sixteenth­
century epic song texts is the frequent recurrence of certain words or concepts (for 
example, ‘good’, ‘brave’, ‘forceful’, ‘black’, ‘bad’, etc.), or even formulaic 
expressions.13 Some of these formulas, which were borrowed from oral tradition, 
enabled the songs to be understood even by the lower classes.14 This phenomenon is 
important in explaining the transitional role of the epic song between the oral and 
written traditions.15 Among the formulas are ‘jol hallgasd meg’ (listen carefully, in 
Nos 14, 39, 40, 46, 48); ‘regen ez vala’ (it was long ago, in Nos 3, 10, 15, 16); ‘regi 
(meglott) dolgok (old matters, in Nos 27, 35, 38); ‘O torvenyben’ (in the Old 
Testament, in Nos 13,15, 16,26,27), and others. Repetition of an entire verse (as in 
No. 19, verses 203 and 214) is encountered less frequently.

(b) Outline of the text of the epic songs. The ‘story line’ of most of the songs 
usually falls into a three-part structure:

1. Introduction 3. Resolution of 
the conflict

Very often the introduction of the epic song includes a brief summary of the event 
with details regarding the place and character (Nos 2, 20, 23, 25, 41, etc.). 
Moreover, starting the song with an introductory formula such as ‘the Bible says 
that.. .’ (No. 39), or ‘Daniel says that...’ (No. 14) is another stylistic feature of 
many songs.

'2 Flexible rhyme patterns characterize the sixteenth-century epic songs. The paired endings of -tan - 
ten rol -rol, -tern -lem, -sa -ga -ma,ba-ban, and others, are considered as rhymes of the same kind and 
will be analyzed as such. See Peczely (1931) pp. 4, and 18-27.

1J The ‘formulas’ which appear in the text are paralleled by motifs in the melody. This phenomenon is 
discussed m Part 11/5 of this chapter.

14 Varjas (1982) p. 202.
15 Varjas, op. cit.. p. 202.

2. The conflict 
(description 
of the main 
event)
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Of the three sections outlined above, the middle comprises the largest portion of 
the text. Besides the description of the main event (which always concerns a 
conflict), several epic songs contain numerous details, including long lists of names 
and descriptions of the fortresses.

The last stanza of the epic song usually refers to the date and place of the 
composition as well as to the name of its composer. The latter also appears 
acrostically in a number of songs (Nos 7, 32, 33, 34, 38, 43, and others).

(c) The language of the epic songs. A detailed discussion of sixteenth-century 
Hungarian language is beyond the scope of this study. However, some reference to 
the linquistic features of the epic songs should serve to round out our discussion of 
the stylistic characteristics of the texts of this repertoire. For this reason a summary 
is included here.

Since the thirteenth century the Hungarian language was written in a modified 
Latin alphabet. Its orthography, however, was only stabilized during the sixteenth 
century with the introduction of printing in Hungary.16 Among the earliest 
documents written in Hungarian is the epic song of 1476, “Szabacs viadala” (The 
fight at Szabacs) (Plate 14).

16 See Section 1/3.
17 Another important work in the development of the Hungarian language is Janos Sylvesters 

Grammatica Hungarolatina (published at Sarvar in 1539 by Sylvester), which aimed to lay the 
foundation of Hungarian grammar. See J. Horvath, op. cit.. pp. 148-152.

The earliest study of the Hungarian language is Matyas Devai’s Ortographia 
Ungarica, published at Krakow, c. 1538 by Jeromos Vietoris (Plate 28). This work 
lists the upper and lower case letters used in Hungarian at the time. These letters 
were also used by numerous writers with or without changes. It was also Devai who 
established the rules regarding the vowels, consonants, and diphthongs.17

In comparing sixteenth-century Hungarian with the modern language, one 
observes both similarities and differences. One of the main differences concerns 
spelling, which was far from standardized. The table that follows shows a number 
of typical variants:

Sound in
modern 
spelling

Heltai’s 
Cancionale

Hoffgreff
Songhook

Tinodi’s 
Cronica

Bornemisza’s 
Songhook

i; i i i >, ij, y i
d; 6 6 b d, 6 6
sz f3 f3 sz, z, fs sz, z, f3
j i, y, yi y. i «. y i
cs cz, ts ch ch, ci 

chi, chy 
cy, c

cz, czi

Other differences concern the use of certain expressions that have either become 
obsolete or have acquired a different meaning, as well as the use of articles, 
punctuation, and conjugations.
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krdg igbcn krsta muncuwl lift-n , mw 
ncm nag dologgal dm >lutn> mcg cg'ne#

han betur. Embcrncc kcues miunat 
felkdi vennt nag haSoncigkiUvl 

mind tefteben klkcbcn elhct.
Tartfen mcg aj 

Idea.

A B C D E F G H I K L
M N O P Q R S T V W 
x y z » y*
A a i b c d e { c f g g b i k 11' 

m n n o 5 p q r r f s ff f t v u u 

ii u v J/ x y i| Ji.

Mind aj betiikct kg rtfre god.ic 
oftant, cggic left' Vocifo , m.ilic 
Conlonans. Aj vocaMt Magaiui ftilm 

nac mondhatnoc, at aj, oil’bet nice , ki# 
nrc wmmagtul vagan faua ha mii be# 
t it ho^Ja ncm teftnkrs. Llhle betufo 
v igon : act o it. Micot kejig ctccbol 
k^\'t cftic tcfticc , Diphihongus leftn, 

aja j ,

asat. oil betu ki mind at kg vocafifnac 
meg tana ereict . Likins vt vagon, 
c 6 u n u.

At Cenfenans oil’ betu kit ki ncm 
meinjutni hancm ciac vocaltll.il, mint, 
b c d, mind aj luromhan benne vagon 
at e.< jenkeppen at lobbibcius x ocah- va» 
gmu LtTelc ujcnhg vagon.bcdtgh 
k I m n p q r 11 x t.

At t 0 at n confonanfa leftn muor 
mat vocalis vagon vtanna.illcn mode'll, 
tamlw vala. At y is contonans ganant 
vag m ha voulis cue douc , mint, vay 
lay hiy.

AZ V OCA LI SO^
mil nned.

a a.cv mien hog kg moJu fo/tnc mon# 
dam mcg icg.jvu cggikit k'g mcg eft 
menu am mahciit!, mkor hatannHon 
vagon vonnis Ideue , actor nd fd tatott 
Fau.tl kdl ki mondam , mint ct igluben, 
Baran. Mikot kedig iimmi mmt filcne, 
ace or ncm monguc oilan id n.to.t b’atial, 
mint , ar in,

c c. cnncc mkor meg vomtua c agon 
A ii) aS alb*

Plate 28

Similarities with the modern language consist of the use of a large number of the 
same vowels and possessive suffixes, and the sentence structure.

(d) Relationship between text and tune. One of the striking features of the epic 
songs is the strong relationship between text and tune. The rhythm of the tune is 
determined by that of the text; thus, the various rhythms displayed by the tunes  
represent the rhythms of the speech.

18

18 These rhythms are listed in Part Il/ii of this chapter.
19 Csomasz (1967) pp. 16-21.

The syllabic setting of the text is also one of the characteristic features of this 
repertoire. The appearance of ornaments and the tendency to vocalise short 
passages indicate the influence of folk music, and appear in a few songs (Nos 39,42, 
44).

(e) The influence of classical verse. A number of epic songs show the influence of 
classical versification. This phenomenon is explained by the fact that the epic song 
writers represented the “learned” stratum of the society; they were educated in 
schools that were dedicated to the intensive study of Latin.  Through the Latin19
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ode, hymn, and cantio (Latin texts adapted to secular tunes) they learned the art of 
versification, which consequently influenced their writing.20

Among the classical verses, it was the sapphic that had a significant influence 
upon the epic songs. However, it is important to note that this verse was 
transformed according to the Hungarian accentuation and thus acquired the 
following forms:

Sapphic verse: —

(No. 26)

J (Nos 3, 40)

J (Nos 2, 13)

The rhythm J J J J J J which appears in the latter verse is charac­

teristic of Hungarian folk and epic songs and is referred to as the ‘swineherd-dance’ 
motif.21

Other verse schemes, the asklepiadeum and alcaic (which influenced the Latin 
hymn), show an impact mainly upon church and folk music.22 In the epic song 
repertoire only a few examples resemble these verses, which are:

20 One of the important publications used in schools for the study of classical literature was Johannes 
Honterus's Odae cum harmoniis (published at Brassd in 1548), which includes works by Horace, Vergil, 
Boethius, and others. The Appendix to this work includes twenty-one four-part compositions (for 
Discant, Alto, Tenor, and Bass) on Latin texts based on antique meters. The practice of musical settings 
of classical verses existed also in sixteenth-century Germany. Among the composers of this genre are P. 
Tritonius (Melopoiae, 1507), P. Hofheimer (Harmoniaepoeticae, 1539), L. Send (Varia carminum genera. 
1534) and others. Moreover, the vers mesures a /'antique was in practice in France around the 1560s (C I. 
LeJeune, J. Mauduit). See Apel (1969) pp. 589 and 899; Grout (1980) p. 217; Reese (1959) p. 382.

21 Sec Part Il/ii of this chapter.
22 Szabolcsi (1972) pp. 67-90.
23 Observe the transformations of the ancient pattern according to the Hungarian accent.
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II. MUSIC OF THE EPIC SONGS

A. PITCH STRUCTURE OF THE MELODIES

I. MELODIC OUTLINE

(a) Phrases and strophic forms. All melodies of the epic songs are strophic. Each 
phrase of music corresponds to a poetic verse, and thus results in strophes of three, 
four, and even six phrases.

The epic songs present a large variety of phrase patterns in their strophes. Of the 
twelve patterns that occur, the most frequently used is ABCD. The other types 
result either from repetition (with or without any change) of one of the phrases, or 
from the introduction of new phrases. The strophic forms obtained with these 
techniques are the following:

AAB No. 13
AABB No. 6
AA’BB’ No. 41
AABC No. 15
ABBC No. 45
ABB’C Nos 11, 14
ABC Nos 30, 39, 42
ABCA’ Nos 12, 16, 46
ABCB No. 51
ABCB’ Nos 4, 43
ABCDEF No. 2

(b) Periods. The number of periods in the epic songs varies from 1 to 3. Most 
frequently the two-period structure occurs. This structure results from the division 
of a tune of four phrases into two periods (antecedent and consequent). One- and 
three-period structures appear less frequently. The former results from a tune of 
three phrases (Nos 13, 30, 39, 42), while the latter is produced by a melody of six 
phrases (No. 2).

(c) Range. The melodies of most epic songs span an octave. However, other 
ranges sometimes occur. The table that follows shows the frequency with which 
different ranges appear:

11th perfect: No. 35

10th major: Nos 9, 21

10th minor: Nos 5, 22 (parts 1, 3, 4), 23, 42

9th major: Nos 1,2, 12, 14, 22 (part 2), 25,26, 28,
29, 50

9th minor: Nos 18 (part 5), 20
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2. MODES

8th perfect: Nos 3, 7, 8, 15, 16, 17, 18 (parts 1-4), 
24, 27, 30. 36, 37, 39, 40, 41, 43, 
47, 48, 49

7th major: No. 31

7th minor: Nos 4, 10, 19, 32, 33,38,44,45,46,51, 
52

6th major: Nos 6, 11

6th minor: Nos 13, 21, 34

The melodies of the epic songs appear in various modes:

Ionian24: Nos 14, 15, 22 (part 2), 47, 50

Hypoionian: No. 20, 43

Dorian: Nos 6, 12, 21, 29, 30, 44, 45

Phrygian: Nos 1,5, 16, 18 (part 5), 22 (part 1), 24, 
25, 28, 39, 42, 49

Lydian25: Nos 19, 23, 34, 36, 37

Mixolydian: Nos 9,11,17, 18 (parts 1-4), 31,40,48,
51

Hypomixolydian: No. 26

Aeolian: Nos 2,4, 7,8,10,22 (parts 3 4), 38,46, 
52

Hypoaeolian: Nos 1, 13, 27, 32, 33

24 Although the system of twelve modes was recognized in Glarean’s Dodecachordon (1547), the 
Ionian and Aeolian modes and their plagals appeared in musical practice as early as and possibly earlier 
than the ninth century. See Powers (1980) pp. 406-407; Gushee (1980) pp. 702-703; Kilenyi (1919) pp. 
20-22.

25 Since the Hungarians and the Slovakians were close neighbours, it might be that the use of the 
Lydian mode shows the influence of the Slovakian folk tunes, which are frequently based on this mode. 
See Vargyas (1981) pp. 65-66.

26 Bartok (1981) p. 40.

The modes that appear most frequently in the epic songs—Ionian, Dorian, 
Phrygian, Mixolydian, Aeolian—also occur in Hungarian folk music.26 The 
Locrian mode, due to its instability, is the only mode that is absent from both the 
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Hungarian folk and epic song repertoire. With respect to the use of the plagal modes 
in epic songs, the influence might come from Protestant church songs.27

27 Revesz (1979), Nos 7, 23, 28, 30 and others.
28 See Table 1 in Chapter V.
20 Giuleanu and Iu§ceanu (1962) vol. II. pp. 184-185.
30 ‘Homonym’ modes share the same finalis. but have different key signatures (for example, Dorian 

on ‘c’ and Mixolydian on ‘c’). Ibid., 162-163.
31 Bartok, op. cit., Nos 29, 30, 31, 42, 43, and others.

The transposition of authentic modes to different pitches appears in a few songs 
only (Nos 16, 39, 41, 44, 46, 49).28

Modes with ‘variable degrees’ are rare in the Hungarian epic songs. The Dorian 
mode with a raised fourth degree which occurs in No. 44, might show the influence 
of Balkan folk music, in which a similar structure frequently occurs.29

Another interesting feature of the epic songs is the ‘modulation’ displayed in Nos 
3, 35, and 41. The tendency to modulate to the ‘homonym’ mode30 appears in two 
songs: in No. 3, from the Dorian on ‘d’ (Phrases A, B, and C) to the Aeolian on ‘d’ 
(phrase D), and in No. 41, from the Mixolydian on ‘c’ (phrases A and A’) to the 
Dorian on ‘c’ (phrases B and B’). In No. 35, the modulation occurs between 
unrelated modes from the Dorian (phrase A) to the Ionian (phrases B and C), and 
back to the Dorian mode (phrase D).

3. CADENCES

The tunes of the epic songs end on the finalis of the mode.
The cadences used in the epic songs are of various kinds. In most instances they 

represent the characteristics of the mode on which the tune is based.
Thus, of the previously mentioned songs, written in the Phrygian mode, all end 

with the ‘Phrygian cadence’, with the exception of No. 22 (part 1), in which a skip of 
a minor third appears before the finalis.:

m3

Most of the tunes in the Mixolydian mode approach the finalis stepwise from 
above. There is also one cadence that includes the skip of the descending perfect 
fourth, which occurs in the Hypomixolydian mode, in No. 26. Such an ending is 
frequently heard in Hungarian folk songs:31

P4

Another type of cadence that was probably influenced by the Hungarian folk 
tunes is that of No. 29, which is in the Dorian mode. Here the subfinalis that leads to 
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the finalis is preceded by two consecutive skips, a descending perfect fifth and an 
ascending minor third:

The descending perfect fifth gives a ‘Hungarian flavor’ to the cadence and is 
present in several folk tunes.32

32 Ibid., Nos 25, 82. 90. 113, 130, and others.
33 See Chapter VI, No. 20.
34 Bartok, op. cit., p. 19.
33 Arabic numerals indicate degrees above the finalis. Roman numerals indicate degrees below the 

finalis.

The cadences of all the other Dorian tunes consist of a descending stepwise 
motion (a whole-tone) towards the finalis.

The tunes in the Lydian mode end either by a descending whole-step or ascending 
half-step.

Most of the melodies in the Aeolian and Hypoaeolian modes end with a 
descending stepwise motion, while a small number of them conclude with an 
ascending stepwise motion (Nos 7, 8, 32).

As for the Ionian melodies, they generally cadence with the finalis being 
approached by a descending stepwise motion. Exception occurs in the Hypoionian 
mode, in No. 20, in which the cadence on the finalis is approached with an ascending 
motion.33

Since the majority of the epic songs comprise four phrases, there is an important 
‘medial cadence', or ‘main caesura’,34 at the end of the second line, which 
corresponds to the end of the first period. These caesuras appear most commonly 
on the 1,2, 3, and 5 degrees of the mode (Nos 3,4, 18, 25, etc.). Other degrees that 
occur less frequently at this point are: 4 (Nos 29, 34), 6 (No. 21), 7 (No. 22, Part 2), 8 
(Nos 22, Parts 3 and 4; 35), VII (No. 24), VI (No. 27).3J

In No. 2, a six-line tune, the ‘main caesuras’ occur at the end of the second and 
fourth lines on the fifth and seventh scale degrees respectively.

4. LINEAR TECHNIQUES

Hungarian epic songs present a complex pitch structure. The tunes might be 
considered as a chain of linear events in which stepwise motion and skips alternate. 
Moreover, one can observe the various manipulations of a motif by means of 
repetition, restatement, transposition, inversion, and retrograde motion. Due to 
their structural importance these aspects will be examined individually as follows:

Stepwise motion is the most common type of movement in the epic songs. There 
are tunes in which an entire phrase is based on stepwise motion (No. 13, phrase B; 
No. 25, phrase B; No. 35, phrase D), or sometimes even a whole tune may move 
exclusively in stepwise motion (No. 16). Moreover, a smooth beginning of some 
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tunes is realized through stepwise motion at the very outset (Nos 6, 15, 16, 21). In a 
large number of songs stepwise motion is used at the caesuras (Nos 12, 24, 38).

Neighboring motions are especially favoured. Many of the epic songs display 
upper neighbor tones (Nos 10, 12, 17, 24, 29, etc.), lower neighbor tones (Nos 6, 9, 
21), and double neighbor tones (Nos 12, 15, 17, 21). Neighbor tones also occur at 
caesuras (Nos 20, 26, 28, 29, etc.), and final cadences (Nos 20, 23).

Skips that appear in the tunes are the major third, minor third, perfect fourth, 
perfect fifth, augmented second and augmented fourth. Of these, the most 
frequently used are the major and minor thirds.

Skips of augmented intervals appear sparingly: the augmented second (No. 44), 
and the augmented fourth (Nos 3, 15, 19, 21, 26, 27, 30, 34,44). The ‘correction’ of 
these intervals by the application of musica ficta here would not make sense; the 
roots of the genre are found in the secular (folk) tradition,36 the characteristics of 
which must be considered in dealing with the matter. It is important to note that the 
old Hungarian folk tunes include both of the augmented intervals mentioned 
above.37 Moreover, these intervals also exist as variant readings in different 
sources.38

Large skips at the outset of the tune appear in relatively few songs. When they do 
occur, they are limited to the perfect fourth (No. 20), and the perfect fifth (Nos 7,10, 
24, 28, 36, 38, 41).

A skip at the end of the tune is rare and this occurs only in song No. 26.
It is interesting to observe that certain types of chords are outlined by skips in the 

same direction: the major triad in root position (No. 17) and first inversion (No. 9, 
in the middle of phrase B); the minor triad in root position (No. 45, at the beginning 
of the tune); the minor seventh chord in root position (at the beginning of Nos 8 and 
52); and the dominant seventh chord in second inversion (No. 15, phrase B).

Finally, of the skips mentioned above, the third and fourth occur frequently in 
both ascending and descending direction, while the fifth is used mostly in ascending 
direction.

36 See Section II/l.
37 Example of the skip of the augmented fourth interval in the Hungarian folk song ‘Imhol kerekedik 

egy fekete folho' (A black cloud is coming) from Bartok, op. cit., p. 229.

38 See Chapter VI, No. 30, Editorial comments 3.
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Repetition both of individual tones and group of tones is an important stylistic 
feature of the epic songs, and may appear in any section of the tune: at the beginning 
(Nos 2, 3, 4), in the middle (Nos 4, 6, 11, 17), or at the end (Nos 22, 31, 32).

Repetition plays an important role in the establishment of the caesuras of 
different phrases (Nos 11, 18, 22, 31-34, etc.). Moreover, it supports the important 
functions of the mode (the tonic, mediant, submediant, subtonic, or leading­
tone),39 (Nos 5, 7, 8, 17, 18, 26).

In some songs it is repetition that contributes to the establishment of the climax 
of the tune (Nos 4, 32, 39).

Repetition of groups of tones is also heard in the epic songs (Nos 34, 36.) It is 
interesting to note the different rhythms which appear with some of the group 
repetitions (Nos 39, 42).

Sequential repetition of groups of tones (in both ascending and descending order) 
adds to the continuity of the tunes (Nos 20, 22, 25), and counterbalances the pitch 
repetitions that predominate in some phrases (Nos 18 [part 5], 23, 31). In some 
instances descending sequences are used in order to resolve the climax of the tune 
(No. 39).

One of the most characteristic features of the epic song is the recurrent use of 
melodic motifs, which may undergo various manipulations:

- restatement of motifs, most often with different rhythms that add variety to the 
melody (Nos 2, 5, 29, 39, 49);

No. 49, phrases B and D:

-transposition of motifs, usually to a higher pitch (Nos 16, 25, 26, 29, 40), but at 
least one to a lower pitch (No. 27);

3Q The so-called ‘modal steps’ (the first, third, sixth, and seventh degrees) determine the two types of 
modes: major and minor. In a major mode the above intervals built on the I are all major: in a minor 
mode the same intervals built on the I arc all minor. See Giulcanu and lusceanu, op. cit., II. p. 21.
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- inversion of a motif, used to connect two phrases (No. 5), or establish a final 
cadence (No. 24);

- transposition of the inversion of a motif, a hidden feature displayed in the same 
two songs (Nos 5, 24);

No. 24, phrases A, D, and B:

Motif:

Inversion:

Transposition 
of inversion:

-retrograde statements of a motif, used to achieve unity in the melody; such 
statements are generally applied to motifs that come at the outset of the song, with 
the retrograde statements then appearing in various sections of the tune: at the 
beginning of a phrase (Nos 22, [parts 3-4], and 33), in the middle of a phrase (Nos 
40, 48), or at the end of the tune (Nos 23, 40).

In song No. 29, the first half of phrase D is the retrograde statement of phrase C 
(the latter starting on the third note before the bar line). Observe the rhythmic 
acceleration obtained in phrase D by the omission of repeated tones.

No. 29, phrases C and D:

5. COMMENTS ON THE MELODIES OF THE EPIC SONGS

(a) Recurrence of specific motifs. The recurrence of specific motifs in the tunes of 
the epic songs is analogous to the recurrence of specific expressions or ‘formulas’ in 
the texts of the epic songs.40

40 See Part I, Section 3 of this Chapter.

88



The gruppetto figure (both ascending and descending) appears in a large number 
of songs:

Motifs Song number 

_ No. 1 (phrase A)

Composer

Batizi
1- fa " * —_ ■ - No. 2 (the entire phrase A) Farkas

Transpositions of motif 1:

t>o. j (pnrase u) 
No. 32 (phrase C)

Bauzi
Tinodi

* *..— * * . —9------- No. 13 (phrase B) Anonymous

Szegedi— _ No. 49 (phrase A)

A I7 L>> * ♦" Anonymous2- 4 — - No. 39 (measure 2)

Transpositions of 
motif 2:

Baranyai—«——>-----_ No. 40 (phrase C)

No. 10 (phrase A) Kakonyi

Other motifs that recur in different tunes are:
41

No. 1 (phrase C)
No. 14 (phrase B and B’)

Batizi
Batizi

No. 18 part 5 (phrase D) Tinodi
No. 21 (phrase A) Tinodi
No. 40 (phrase B) Baranyai

No. 21 (phrase A) Tinodi
No. 24 (phrase B) Tinodi
No. 35 (phrases A and D) Tinodi
No. 37 (phrase B) Tinodi
No. 42 (phrase C) Debreceni

41 The rhythm is notated only when it is the same each time. The motifs with no rhythmic notation 
display various rhythmic patterns.
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No. 15 (phrase B)
No. 26 (phrase B)
No. 30 (phrase C)

No. 22, part 1 (phrase A) Tinodi
No. 25 (phrase B) Tinodi
No. 1 (phrase C) Batizi
No. 17 (phrase D) Szkarosi

No. 3 (phrase C) Batizi
No. 28 (phrase A) Tinodi

Anonymous 
Tinodi 
Tinodi

(b) Melodic contour. The contour that appears most frequently is the descending 
shape (Nos 7, 14,45,49, etc.), which is also characteristic of Old Hungarian songs.43

A number of songs present an arch form (Nos 22 [part 1], 30, 34, 24, etc.). In 
addition, some tunes that contain two periods represent an arch form within each 
one (Nos 4, 8, 28).

Ascending lines do not occur in the epic songs. However, the second period of 
song No. 20 moves in an upward direction.

(c) Climax. Many of the melodies are characterized by specific focal points. In 
some melodies this takes the shape of a climax, or high point, reached in the second 
half of the tune (Nos 9, 12, 17, 18 [Parts 1—4], 23, 24),or at the beginning of the 
melody (Nos 5, 20, 21). In a few others, a significant fall to a low point in the second 
half of the tune marks the focal point (Nos 8,25,27). Such points play an important 
role in the expressiveness of the tunes.

The lack of a climax causes the dullness of some of the tunes (Nos 31, 34).

(d) ..Character” of the tunes. In most instances the character of the tune accords 
with the expressive meaning of the songs of serious tone (Nos 38, 43, 45, 46, and 
others).

The declamatory character of Nos 34 and 44 results from the extended pitch 
repetitions within a limited range. One also detects the influence of Gregorian chant 
in the pitch repetitions using equal note values of No. 11.

Along with the above-mentioned songs there are others that sound ‘folkish’, 
underscoring the influence of folk music on the epic song (Nos 17, 22, 29).

The dance-like character of No. 47 might be justified by the ternary pulsation of 
the beginning of the phrases, while the favored country-dance of the Renaissance, 
the ‘round’ (or ‘circle’ canon),44 is echoed in No. 6.

This is a characteristic motif that recurs transposed on ’e2’ in Bartok's Concerto for Orchestra 
(Fourth Movement, solo for Oboe I).

43 Bartok, op. cit., p. 22.
44 Reese, op. cit., p. 834.
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(e) Performance practices. At present there is no concrete evidence to show 
whether or not the epic songs were performed with instrumental accompaniment. 
However, that Tinodi and Gbrcsbni, were often referred to as ‘lutenists’,  leads us 
to believe that their epic songs were performed with instrumental accompaniment, 
especially since they did not compose other genres. Moreover, the texts of the epic 
songs occasionally hint at the use of an instrument to accompany the melody,  as 
do various references in the chronicles.  In all, it is likely that the epic songs were 
sung to the accompaniment—however simple—of plucked or bowed string 
instruments.

45

46
47

45 Klaniczay, op. cit., p. 397.
46 For instance, in Peter Ilosvai's “Historia Alexandri Magni" (Chapter VI, No. 45) the lines: It 

would be nice now to offer good wine to the lute and fiddle player" raise the possibility of instrumental 
accompaniment of the epic song. See J. Horvath (1957) p. 459.

47 Sec Chapter II, fn. 4.
4" Csomasz (1958) pp. 152-155.

B. RHYTHMIC AND METRIC STRUCTURE
OF THE MELODIES

1. RHYTHMIC STRUCTURE

The most significant characteristic of the rhythm in the epic songs is the use of a 
single, basic rhythmic motif that appears frequently in Hungarian folk music, where 
it is called the ‘swineherd-dance’ rhythm.48 Moreover, variants of this motif, based 
on units of four and five beats, recur in many epic songs.

Rhythmic 
motif:

Variants:
4 beats:

rm j j N“ 
..mn m j 
, rm j m 
, rm mn 
4. rrm > j j* 
5. rm j. 
o. nm > j.

1-4, 9, 13, 14, 16, 17, 18 (part 1), 21, 
27,29,31,32,33, 37, 38,40,42,45-47, 
50, 52

No. 1

Nos 13,48

Nos 5,6,8,10-12,22 (parts 1-4), 24,25,35, 
36, 49, 51,

No. 8

Nos 9, 39, 43

No. 39
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% rm j 
». rm m n 

9. rm j ju j 
mJ m j3 r
nJ J n J
12. J J J J J J
is. J j j>j ;
n. j j j

,3 J J J> J J 
.j j ;j 
i7. j^ ; ju j j 
is. jj> n rm 

I. j j>m r j j
!_?_l l_J_J

2° . J_JJ J J JU

2i. j m j^ ; jj

Nos 12,37

No. 43

No. 43

Nos 3, 26, 40

No. 49

No. 5

No. 48

Nos 22 (parts 1-4), 24, 25, 
27, 29, 35. 36, 51

No. 5

No. 48

Nos 1, 2

No. 5

No. 43

No. 48

No. 48
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5 beats: 22. /T^J J J'
23. J J J J J 

ujm n j 
25. jm j j j 
26.rm n j j 
nJ J nJ J
».j j j n j
nJ j
M JI j j j> j.
3i. j n j jtd
32. j m ;j
33. J nj j
I. n > j. rm
3s. n j ; j j 
m n j j j j 
37. j. j> n; j.
3„. j j j> j n j> j.

Nos 1,31, 32,33,34

Nos 16,46

No. 39

Nos 1, 3, 18 (part 1)

No. 17

Nos 9, 38

No. 41

No. 49

No. 49

No. 17

No. 41

No. 26

No. 17

No. 26

No. 48

No. 39

No. 39
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40 Each of these rhythms corresponds to a single textual expression—and are therefore considered a 
single rhythmic unit (instead of a pattern of 2 + 2 + 2).

50 This rhythmic pattern is related to variant No. 25 of the swineherd-dance motif.
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“trochaic" 
rhythm:

“pentapodos” 
rhythms:51

51 The term “pentapodos" indicates a pattern composed of five metrical feet. This particular pattern 
occurs frequently in Czech and Slovak music and has consequently influenced Hungarian music. See 
Csomasz. op. cit.. pp. 146—151. Variants Nos 2—4 are the so-called “enlarged pentapodos" forms. See 
Szabolcsi (1979) 1. p. 117.

52 The metric structure can be cither “isometric" having the same number of beats per verse, or 
“heteromctric” having a different number of beats per verse.

“pentapodos” 
variants:

No. 30

Nos 7, 20

Nos 7, 23

No. 28

No. 20

No. 23

No. 28

Another characteristic feature of rhythm in the epic songs is its marked 
correspondence with the rhythm of the text. Thus, the longer note-values represent 
expressions or syllables of long pronunciation, and vice-versa. Dotted rhythms and 
triplets also result from the rhythm of the text (such situations are explained along 
with the transcription of the songs in Chapter VI).

2. METRIC STRUCTURE

Most of the epic songs (38) exhibit isometric structure.52 The meters include:

12 Nos 7, 23
8 

10 No. 47
4 

9 Nos 9, 17, 26, 31-33
4
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8 Nos 4, 12-14, 22, 24, 27, 29
4 14-17 40 47 4A SAS'34-37, 40, 42, 46, 50-52

7 Nos 6, 8, 10, 11, 43-45
4 

6 No. 15
4 

6 Nos 28, 30
8 

5 No. 41
4

Although Nos 18 and 39 are basically isometric, No. 18 adds an extra beat to the 
last phrase, while No. 39 has the note-values at the end of the second and third 
phrases prolonged by one beat.

Heterometric structure is also found in a number of epic songs. It is important to 
note that in these instances the change of meter always corresponds with the 
beginning of a new musical phrase and poetic verse. Heterometric structure occurs 
in the following songs: Nos 1—3, 5, 16, 18, 19, 21, 25, 38, 39, 48, and 49.
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Chapter V 

SUMMARY

The sixteenth-century epic song represents the beginning of Hungarian ‘art 
music’. The Reformation, the wars with the Turks, and the spread of printing 
contributed to its spiritual growth and development. The epic song flourished in the 
first half of the sixteenth century, during which it served as the ‘Daily News’, carried 
throughout the country by more or less skilled musicians, among whom the most 
famous was Sebestyen Tinodi. Nevertheless, oral tradition played an essential role 
in the dissemination and preservation of this repertoire.

The music of the epic song was influenced by both Western and Central Asian 
traditions. Yet one also observes in the epic song an attempt to mold these 
influences according to the stress patterns of the Hungarian language and 
indigenous musical styles.

This chapter presents the stylistic characteristics of the sixteenth-century epic 
song. The two tables—(1) Stylistic Characteristics of the Sixteenth-Century Epic 
Song, and (2) Statistical Conclusions—present, respectively, the source, composer, 
stanzaic-melodic form, meter, mode, and range of the songs, and the conversion of 
this information into numerical percentages.

Table I

STYLISTIC CHARACTERISTICS OF THE SIXTEENTH-CENTURY
EPIC SONG

No. 
of 

song
Source Composer

Stanzaic form: 
rhyme pattern 

syllables

Meter
1 (Isometric) 
H (Hctcro- 

metric)

Melodic form: 
phrases 

caesuras
Mode Range

1. HS Batizi a b a b
12 13 12 13

H A B C D 
3 4 VII 1

Phrygian d’ -e2

2. HS Farkas a b c d c b
12 11 12 13 12 13

H A B C D E F
4 5 4 VII 4 1

Aeolian c'-d2

3. HS Batizi a b c b
11 13 12 11

H A B C D 
4 5 VII 1

Dorian/
Aeolian (‘d’)

o' -c2

4. HS Kakonyi a a a a
12 12 12 12

I A B C B' 
3 13 1

Aeolian g'-P

5. HS Dezsi a a a a
11 1311 11

H A B C D
5 3 7 1

Phrygian e'-g*

6. HS Biai a a a a
13 13 13 13

I A A B (B)
22 1 (1)

Dorian c1 - a1

7. HS Csikei a a a a
10 10 10 10

I A B C D
4 5 2 1

Aeolian g-g1
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(Table 1 coni.)

No. 
of 

song
Source Composer

Stanzaic form: 
rhyme pattern 

syllables

Meter
1 (Isometric) 
H (Hctcro- 

metric)

Melodic form: 
phrases 
caesuras

Mode Range

8. HS Szekely a a a a I A B C D Aeolian g-g1
13 12 12 12 5 2 5 1

9. HS Dezsi a a a a I A B C D Mixolydian P-a2
12 12 12 12 VII 5 4 1

10. HS Kakonyi a a a a I A B C D Aeolian g-g1
11 12 11 11 5 2 5 1

11. HS Anonymous a a a a I A B B’ C Mixolydian P-d2
11 11 11 11 4 2 4 1

12. HS Anonymous a a a a I A B C A’ Dorian c'-d2
13 13 13 13 1 5 VII I

13. HS Anonymous a a a I A A B Hypoaeolian' e' —c2
12 12 10 2 5 1

14. HS Batizi a a a a I A B B’ C Ionian c'-d2
12 12 12 12 5 3 3 1

15. HS Anonymous a a b a I A A B C Ionian c‘-c2
9 9 9 12 5 5 6 1

16. HS Anonymous a a b a H A B C A’ Phrygian (‘a’) g-g1
13 13 13 7 1 3 VII 1

17. HS Szkarosi a a a a I A B C D Mixolydian g'-g2
14 14 14 14 3 3 3 1

18. TC Tinddi a a a a H A B C D Mixolydian g-g1
(1-4) 12 12 12 13 5 15 1

(5) 12 12 12 13 H A B C D Phrygian e'-P
5 3 8 1

19. TC Tinodi a a a a H A B C D Lydian e'-d2
12 12 12 13 4 2 2 1

20. TC Tinodi a a a a I A B C D Hypoionian e'-P
11 11 11 11 15 3 1

21. TC Tinodi a a a a H A B C D Dorian c' -e2
11 11 11 13 3 6 3 1

22. TC Tinodi a a a a I A B C D Phrygian d'-P
(1) 11 11 11 11 5 5 2 1
(2) 11 11 11 11 I 6 7 6 1 Ionian c'-d2

(3-4) 11 11 11 11 I 8 8 3 1 Aeolian a — c2
23. TC Tinodi a a a a I A B C D Lydian d'-P

10 10 10 11 3 3 2 1
24. TC Tinodi a a a a I A B C D Phrygian d'-d2

11 11 11 11 5 VII 5 1
25. TC Tinodi a a a a H A B C D Phrygian d'-e2

11 11 11 13 115 1
26. TC Tinodi a a a a H A B C D Hypomixolydian d'-e2

11 11 11 5 V 1 3 1
27. TC Tinodi a a a a I A B C D Hypoaeolian d'-d2

11 11 11 11 1 VI IV 1
28. TC Tinodi a a a a I A B C D Phrygian c'-d2

10 10 10 10 4 2 4 1
29. TC Tinodi a a a a 1 A B C D Dorian a-b'

11 11 11 11 1 4 VII 1
30. TC Tinodi a a a I A A C Dorian d'-d2

13 13 13 5 5 1
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(Table 1 com.)

No. 
of 

song
Source Composer

Stanzaic form: 
rhyme pattern 

syllables

Meter
1 (Isometric) 
H (Hetero­

metric)

Melodic form: 
phrases 
caesuras

Mode Range

31. TC Tinodi a a a a I A B C D Mixolydian P-e2
12 12 12 12 3 13 1

32. TC Tinodi a a a a I A B C D Hypoaeolian e1 -d2
12 12 12 12 4 2 11

33. TC Tinodi a a a a I A B C A Hypoaeolian e1 -d2
12 12 12 12 2 1 V 1

34. TC Tinodi a a a a I A B C D Lydian e1 -c2
12 12 12 12 2 4 2 1

35. TC Tinodi a a a a I A B C D Dorian c’-P
11 11 11 11 5 8 3 1 Ionian

36. TC Tinodi a a a a I A B C D Lydian d'-d2
11 11 11 11 4 2 4 1

37. TC Tinodi a a a a I A B C D Lydian d'-d2
11 11 11 11 4 13 1

38. Csok Tinodi a a a a I A B C D Aeolian a'-g2
12 12 12 12 15 3 1

39. i.p.* Anonymous a a a I ABC Phrygian g'-g2
19 19 19 5 1 1 Cg')

40. BO Baranyai a a a a H A B C D Mixolydian g'-g2
11 11 11 5 2 12 1

41. MdK Bekesi a a a a I A A’ B B' Mixolydian (‘c’) c' —c2
12 12 12 12 5 5 2 1 Dorian fc')

42. LiK Debreceni a a a I ABC Phrygian e> -gz
11 11 11 5 3 1

43. i.p. Gorcsoni a a a a I A B C B‘ Hypoionian g-g'
11 11 11 11 3 I V 1

44. TS Gyergyai a a a a I A B C D Dorian g'-P
12 12 12 12 5 2 11 Cg.' 4+)

45. i.p. Ilosvai a a a a 1 A B B C Dorian d'-c2
11 11 11 11 5 2 2 1

46. i.p. Nagybankai a a a a I A B C A’ Aeolian P -eh2
19 19 19 19 I 5 VII 1 Cg')

47. i.p. Ormprust a a b b 1 A B C D Ionian c' -c2
14 14 14 14 5 3 3 1

48. i.p. Szegedi A. a a a a I A B C D Mixolydian P-P
11 11 11 11 3 4 4 1

49. SzG Szeged i G. a a b a H A B C D Phrygian a-a'
13 13 12 7 4 13 1 Ca’)

50. BO Toke a a a a 1 A B C D Ionian c'-d2
12 12 12 12 8 5 6 1

51. i.p. Valkai a a a a 1 A B C B Mixolydian g'-P
Il 11 II 11 4 12 1

52. WS Wathay a a a a 1 A B C D Aeolian a-g'
12 12 12 12 15 3 1

* i.p. ■ individual publication
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Table 2
STATISTICAL CONCLUSIONS

(a) Number of songs per composer
Baranyai
Batizi

1
3

Nagybankai 
Ormprust

Bekesi 1 Szegedi, A.
Biai 1 Szeged i, G.
Csikei 1 Szekely
Debreceni 1 Szkarosi
Dezsi 2 Tinodi
Farkas 1 T6ke
Gorcsoni 1 Valkai
Gyergyai 1 Wathay
Ilosvai I Anonymous
Kakonyi 2

(b) Stanzaic form
Rhyme patterns:

a-a-a-a 91%
a-a-b-a 5%
a-a-b-b 1%
a-b-a-b 1%
a-b-c-b 1%
a-b-c-d-c-b 1%

Syllables per verse:

19 4%
14 4%
10 4%
13 6%
12 23%
11 27%
mixed 32%

(c) Meter
Isometric 75%
Heterometric 25%

(d) Melodic form
Phrases: different phrases within the melody 

phrase repetition

Final caesura on the finalis:

75%
25%

100%

MTsCTAft
IBOUMANtOS MM 

k.iNliWABA
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(e) Mode'

Ionian 11%
Dorian 13%
Phrygian 21%
Lydian 10%
Mixolydian 17%
Aeolian 25%
Modulatory 3%

(f) Range2

1 Since the authentic and plagal modes have the same finalis the percentages given for the Ionian, 
Mixolydian, and Aeolian mode include also their plagal modes (the Hypoionian, Hypomixolydian, and 
Hypoaeolian). ...

2 The percentages given for the 6th, 7th, 9th, and 10th include both the major and minor intervals.

11th 
10th
9th 
8th
7th 
6th

1% 
10% 
19% 
37% 
23% 
10%
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Chapter VI
TRANSCRIPTION OF EPIC SONGS

Each song is transcribed after one principal source. The caption for each song 
contains the following information: song number, principal source, serial number, 
folio number, name of the composer, title of the song, and date of the composition. 
The transcription is followed by either a summary of the text or, as in the case of 
well-known biblical excerpts a simple identification of its source. This in turn is 
followed by a list of concordances (if any) and editorial comments to the 
transcription. Facsimiles for documentation are attached.

The transcriptions follow the notation of the principal source as closely as 
possible; however:
(1) in order to accomodate the scansion of the text and the symmetry of the phrases, 
a prolongation of the note-value at the end of a phrase is occasionally required; this 
is indicated by the symbol [^] (without altering the original note-value);
(2) the repetition of a tone that does not occur in the tune, but that is clearly required 
by the text is enclosed in parenthesis (J );
(3) a 4: 1 reduction is used throughout (o = J).

A few quirks in the notation of each of the two principal sources may be noted. 
(1) HS: One of the characteristic features of the notation of HS is the prolongation 
of the final tone: J . In the transcriptions these prolongations are identified by the 
symbol (6) (without changing the basic rhythm of the song). There are instances in 
which the pattern 6 O is transcribed as or J J . The choice of one or 
another was based on the scansion of the text, and is explained in a footnote.
(2) TC: The volume contains a number of notational peculiarities. First, black— 
rather than void—notation is used throughout. Second, a “double” semibreve with 
the fermata appears at the end of some of the songs; I have transcribed them as 
follows: ♦ ♦ = J
Third, when the flat-sign appears in conjunction with the C-clef, they always occupy 
the same line, with the flat-sign thus being on the line that denotes c1.

1 Previous transcriptions from Tinodi’s Cronica have been made by Gabor Matray. See Matray 
(1859) pp. 67 126, and Szabolcsi (1959) I, pp. 41 100. Matray’s transcription was greatly influenced 
by some of the charateristics of Hungarian folk music and may be the reason why he introduced dotted 
rhythms and augmented seconds that are absent from TC. In addition, his altering of the clefs in order to 
obtain a tuneful melody, and the transcription of the tunes on different pitches do not respect the source; 
the piano accompaniment applied to the epic songs is not stylistically correct. Bence Szabolcsi resolved 
several major problems with regard to sources and notations of TC (the use of the double clef C and F, 
and rhythmic peculiarities). However, he considered the flat-sign as ‘b-flat,’ which compelled him to 
recognize that for some of the songs the use of the ’b-flat’ has no sense (op. cit., I, p. 157). He cautioned 
that his transcriptions of TC should not be regarded as the ultimate solution, but rather as exploratory 
tasks (op. cit., I, 55).
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JnHbazfftenneccHene vattoe
Prophctac m ydgyara non hadakowoc 
Kem chyuda h?gy tl igcn nyomorgotoc 
Jftent&l il rgSn ollorobtattoc.

Tama Jgyatoc focnkent igaz hicbcn
Tij cl) cede 3 - farctccben
RemcnfegtA: lcgy^^ chyac az fftenbca
Minden cicnfcgkftdnkezetdkbcn.

Eft fidrzditcaz Anrhtmus Sigcdbca
Tinodi ScbclHen Dcac kdnyucbcn
Bibliabolki fertccgykeducbcn 
Tacc Bahiunachazanal ckebcn.

Fini$«

HADNACTOK'
NACTANVSAGMIKOR TERECKEt

Szdmbc akarnac dkldnt

Igyccikbcn nyerni Iwakartoc 
HalgalTaiOc d’l mcg canulyatoc.

Fzmg?
Example 3

Several musicologists have tried to explain that the position of the flat-sign results 
from nothing more than a printing error, thus assuming it to be a b-flat.1 Yet such a 
reading would create intervallic patterns that are otherwise unknown to the style of 
the epic song: the skip of a diminished fifth at the outset of a song (Examples 3 and
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EZ KONYVnEC
MASOD1C RESZE.

Kiben kulomb kuldmb 'doben cs orfagolo 
ban lot dolgoc Hiftoriac vannac.

Szorzoyc azon Tinodi 
Scbddycn.
ELSO. *

Carol Chya&ar hadaSaxoniaba 
Or Kurfirflnac ineg fogala.

i 5 4 6.

Axonhvalj NcmdrorPagba 
Carol ChyaGar cl kn Fe! umadasba 
Mcg halbacocCaroh nagy liaiagiaba 
Mintfogfa mcg Kurfulr az vqa

(ddbj.
Errdl irail tudom fbkat halhattac 

Oivafaroc Kiralioc minchadakofcac 
Alattoc valokacfokat rontouac 
Kk 5 hmfcgSkbcn meg bontakoftac, 

a. Beirne

Example 4

4); a caesura on the diminished fifth in the Phrygian mode (No. 24 and 25); and a 
diminished fifth before the final cadence (No. 27). These examples indicate that the 
flat-sign cannot be considered an indication of b-flat. Moreover, the consistent use 
of the fiat-sign on the same line with the C-clef cannot be construed as a printing 
error, but rather demands another explanation.
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Example 5

Throughout the history of notation, the flat-sign was used to designate the half­
step between it and the note immediately beneath it. The use of the flat-sign in TC, 
then, probably refers to the semitone between ‘fa’ and ‘mi’, that is, between ‘c’ and 
‘b’. This interpretation leads to the correct transcription of the songs in the 
appropriate medieval modes (Dorian, Phrygian, Lydian, and Mixolydian), in other 
words, the modes that appear in Old Hungarian music.2 And such a solution is 
supported by a redaction of the song 'Hadnagyoknak tanusag.. .' (TC, No. XIII) 
in a manuscript preserved at the Episcopal Library at Pecs, where it is notated 
without the flat on the ‘c’ line.

2 Hungarian folk songs based on the medieval modes appear in Bartok's Hungarian Folk Music, Nos
3, 5, 9, 11 and others. See also Manga (1969) p. 22.

3 Csomasz (1958) pp. 43-69.

Finally, songs Nos 38—46 and 48—52 bear no musical notation. However, their 
tunes were well known in the sixteenth century,3 and were frequently called for 
through ad notam indications in Protestant church songs, mainly as settings of 
Psalm texts. Fortunately, the musical notation of these Psalms appears in 
Protestant songbooks published from the 16th to 18th centuries, and a number 
of epic song tunes are thus preserved. In the following transcriptions, the tunes are 
paired with the original epic song text.
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PRIMARY SOURCES CITED AND THEIR SIGLA

BA Az kereztieni gievlekezetben valo isteni diczeretek (Psalms to God for 
Christian Congregations) Bartfa, David Gutgeseil, 1593.

BF Bogati Fazekas, Miklos, Psalterium, preserved in the Enekeskonyv 
(Songbook) by Simon Pechi (1615), Cluj, 3. sz. Akademiai Konyvtar MS 
No. 1729.

BO Bornemisza, Peter, Enekec harom rendbe (Songs in Three Parts), Detreko, 
Peter Bornemisza, 1582.

Cane. Heltai, Gaspar, Cancionale, az az historias enekes konyv (Cancionale, or 
Epic Song Collection), Kolozsvar, Gaspar Heltai, 1574.

CC Cantus Catholici, Leipzig, Brewer Nyomda, 1651.

CsK Csereyne-kodex (1565-1579), Sepsiszentgyorgy, Museum. MS lost.

CsoK Csoma-kbdex (1638), Budapest, Library of the Hungarian Academy of 
Sciences. MS, M. Cod. 8r. 7.

D Isten Kbzbnseges Tiszteletere Rendeltetett Enekes Konyv (Songbook for 
the Ordinary Service of God), Debrecen, Istvan Margitai, 1778.

DK Detsi-kodex (1609-1613), Budapest, Library of the Hungarian Academy 
of Sciences. MS, M. Cod. 8r. 12.

HG Huszar, Gal, A keresztyenigyiilekezetben valo isteni dicheretec (Psalms to 
God for Christian Congregations), Place unknown, Gal Huszar, 1560.

7/5 Hoffgreff Enekeskonyv (Hoffgreff Songbook), Kolozsvar, Gyorgy Hoff­
greff, 1554-1555.

IS Illyes, Istvan, Soltari enekek.. .es halottas enekek (Songs of Psalms 
and Laments), Nagyszombat, Janos Hermann and Janos Friedl, 1693.

KC Kajoni, Janos, Cantionale Catholicum, Csik, Andras Cassai, 1676.

KS Kbzbnseges Isteni-Tiszteletre rendeltetett Lelki Enekek (Songs for the Soul
for the Ordinary Service), Kolozsvar, Sandor P. Szathmari, 1744.

LiK Lipcsei-kbdex (1615), Leipzig, Musikbibliothek der Stadt. MS, No. 98.

* Hoffgreff Enekeskonyv (Hoffgreff Songbook) [Kolozsvar, Gyorgv Hoffereff c 
1554-1555], Nos 1-17. K
Sebestyen Tinodi, Cronica [Kolozsvar, Gyorgy Hoffgreff, 1554], Nos 18-37
Other Printed Songbooks, Manuscripts, and Individual Publications, Nos 38-52
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LK Lugossy-kodex (1629-1635), Debrecen, Reformed College. MS, No. R 
537.

MdK Mihaly deak kodexe (The Codex of the Scribe Mihaly) (1679), Budapest, 
National Szechenyi Library. MS, Quart. Hung. 17.

SzG Szegedi, Gergely, Enekes konyv (Songbook), Debrecen, Andras Komlos, 
1569.

TC Tinodi, Sebestyen, Cronica, Kolozsvar, Gyorgy Hoffgreff, 1554.

TS Tatrosi, Gyorgy, Enekes konyv (Songbook) (1618), Budapest, National 
Szechenyi Library. MS, Oct. Hung. 939.

KS A keresztyeni gyvlekezethen valo isteni diczeretek (Psalms to God for 
Christian Congregations), Varad, Raphael Hoffhalter, 1566.

IPS' Wathay, Ferenc, Enekes konyv (Songbook) (1604-1606), Budapest, 
Library of the Hungarian Academy of Sciences. MS, M. Cod. 4r. 29.
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ISAC PATRtAKKA-
NAC SZENT HAZASSAGAROt 

valo Pep Hiftorii*

. Gen. 24.

vt^mikor fany 

M3gg|gf§g^ 
clczurt het efitenJo el mult falx, ^ald ^ent

Mtya ho^ykitazvrl/let, Abr^mff^
JilHeue^teict vaU,

Ktff
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1. HS, No. HI,  fols Lv-M34

4 HS, Nos I II are lacking owing to missing folios.

Andras Batizi, “Izsak patriarkanak szent hazassagarol valo szep historia. Gen.
24.” (The story of Patriarch Isaac’s holy wedding. Genesis, Chanter 24)
Date: 1546

Source of text:

Genesis, Chapter 24

Concordance:

BO fols CCCXVIP-CCCXX (text)

Editorial comments:

WHS: O 4 ; scansion requires: J J*
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MTKEPPEN A Z WK
UTEN 1SRAHLNEC NEPET EGIP 

combol cs lufonlo kcppcn 
azmagyarokat Shtbi^boi 

kihofitf'

lerfe emlfazonc az orok i/lenr.cc^hu^l^tas tta*

no

rokat io magyar or^agba lUydl krppctt kiboz*

min J rfgm i<i hoza dz Ji do n^ckftfaraho bird*
Hitm^abolunffgtbok Avtf



2. HS, No. IV, fols M3V-O3

Andras Farkas, “Mikeppen az Ur Isten Israelnek nepet Egyiptombol es 
hasonlokeppen az magyarokat Szithiabol kihozta” (As the Lord brought forth 
Israel out of Egypt, He too brought forth the Hungarians from Scythia) 
Date: 1538

bol.Fa - ra - ki - raly - nak mar- ka - bol in - se

jo Ma- gyar- or - szag - ba lyen kep-pen ki - hoz - za

ne - pe - ket

Source of text:

Exodus, Chapters 3 and 14

The end of the poem describes the departure of the Hungarian people from 
Scythia (situated at the northern part of the Black Sea), and their settlement in the 
present territory of Hungary—formerly called Pannonia—in the ninth century.

Concordances'.

HS fol. a2v (No. X), text incipit appears as an ad notam indication in Imre 
Fekete’s “Egy nehany szep historiak...” (Several stories. ..) (1546)

BO fols CCLXIIP-CCLXVII (text)
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AZ DR AG A ES IS- 
TENFEL& vitez gede® 

enrol fiep Hiftona. 
ludicunw.

Regen

Reg* t* uh m&orrful Yr Me dK emberi

V
tejlbet meg mtgntm ielcfli 4 Jifowlaftic

Ijldmic lltpeij okrt 4? ottlmizz*

e ,
Qkvetkezenec az Vr Lienellea 

meg nyomorodanac nagy gonofsa' 
goc miar, mcrtelhagya 6kc[amcn' 
nyetj Iftcn meg vcmcncc a pogan 
miar,

Apo*
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3. HS, No. VI,5 fols Q2V-R3V

Andras Batizi, "Az draga es istenfeld vitez Gedeonrol szephistoria. ludicum 6.” 
(The story of the gentle and godfearing hero Gideon. Judges, Chapter 6) 
Date: 1540

Source of text:

Judges, Chapters 6~8 
Concordance:

BF Psalm CXXVII, text incipit appears as an adnotam indication in “Ember 
csak hiaba magatol veszodik" (The human being perishes by itself); see 
Csomasz, op. cit., p. 426.

5 HS, No. V is lacking owing to missing folios.

S Ghezzo 113



AZ ERdS VITEZ SAM- 
50MR0.L MAS SZEP HISTQ* 

BiraknacKo* 
nyucbbluj.Cap.

Sac croi vittzec 'toll Ac ez^A^an^vint ax. e«

• roi HcftorvAU 4zTroyaban,Herkuki A Ujl/t

iyGoro^or^a»ba^fp tffiu filotas MAcedorudba,

SOc crSi vitezcc voltac ezvilag* 
ban, mint az eros Hector vala az 

Tronaban, Herkulcs Akijles nagy 
Girog or fagban, Ocp iffiu Filotas 
Maccdomaban,
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4. HS, No. VIII? fols V2-Y4V

Peter Kakonyi, “Az eros vitez Samsonrol mas szep historia, az Biraknak 
konyvebol, 13. Cap.” (The story of the mighty hero Samson, Judges, Chapter 13) 
Date: 1546

Source of text:

Judges, Chapters 13 and 16

Concordance:

BO fols CCLXXXIIII-CCLXXXVIP (text)

Editorial Comments:

(1) HS notates the triplets with three white minims instead of the customary black 
notes.

(2) HS: O O O o ; scansion requires: J j J J

" HS: No. VII bears the indication ‘ad notam: Troya,’ whose tune is unknown.
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AZ LEVITAROL HISTO-

yeb gonoU

RjA, MELYBEN LATTYVC MELY RETIE- 

nercs keppen az WKlEen azpa- 
raznafagot cs eg 

fercclmercs chyekkcdeffkcc 
meg bbntet- A^okaert vt^uc eflunk 

be mdgunkat es teryuncpt* 
nitenciard.iudicum^

N^gyfoc ^ent irdfokdiclentctlan, tunufagul

elottekbe^tettem^e neg eg>rol ingyen

ft in cmlekefie kalec tegyetec e^t iontuen tollcnt.

El rcgenten Guleterncc ddttc,la* 
kk valaegykor azfido nepe, azgaz* 
dag Kanaanacfdldobejkii lolucofka 
tizen ket retire.
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5. HS, No. IX, fols Y4V a2

Andras Dezsi, “Az Levitarol historia, melyben latjuk mily rettenetes keppen az 
Ur Isten megbiinteti a paraznasagot es egyeb gonosz fertelmes cselekedeteket. 
Azokert vegyiink esziinkbe magunkat es terjiink penitenciara. ludicum 19.” (The 
story of a Levite, wherein we witness how strongly God punished adultery and 
vicious acts. Let us meditate and mend our ways. Judges, Chapter 19) 
Date: 1549

Source of text:

Judges, Chapter 19

Concordance:

BO fols CCCII1I-CCCVII (text)

Editorial comment:
(I) HS O <J>; scansion requires: J /
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DAVID KIRALYROt ES 
BETHZABEA VRIASNAC 

felelegcrdl valo Hif- 
toru z. l<c£- 11.

KronikAot rcfjfkjol hl/ m<tft 0tujfnu>tc3 ei

hMo^c kcl t<mulnunc,TfgieVnf€
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6. HS, No. XI,7 fols d3-f3v

Gaspar Biai, “David kiralyrol es Bethzabea Uriasnak felesegerol valo historia. 2. 
Reg. 11” (Thestory of King David and Betshaba, the wife of Uriah. Samuel, II: 11) 
Date: 1549

Kro - ni - ka - kat re - gi - ek - rol kell most ol - vas-nunk.

Source of text:

Samuel II, Chapter 11

Editorial comments:

(1) The initial rest probably is a printing mistake; see Szabolcsi, op. cit., I, p. 143.

(2) The last line is to be repeated; see Szabolcsi, ibid.

1 For No. X see Concordances of No. IV.
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AZ 1LYES PROPFIE.
TAROL ES ACKAB KIRA* 

lyrol valo Hillo- 
riaj.Rc^. it.

Sck kiralyokildc halt foe vtifl, AcUi

16n kir^ xx ^3 kiaztftnnecncmUrtuiMtt

4c S^I Ijh wcc fiofy fx nyihtn.
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7. HS, No. XII, fols f4-g2v
Istvan Csikei, “Az Illyes profetarol es Achab k'iralyrol val6 historia. 3. Reg. 16.” 

(The story of the prophet Elijah and King Ahab. Kings 1:16)
Date: 1542

Source of text:

Kings I, Chapter 16 (recto 17)
The contents of the poem indicates that the text was based on Chapter 17, instead 

of 16 that is given in the title of the song. The episode concerning the revival of the 
woman’s dead son is not described.
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/ AZ SZENT THOBI AS.
MAC EGESZ HISTORIAIA AZ 

Sfcnr Bibhabol enek- 
bc ferzetct.

loft mo/h» mij dotgokrof,

fidijttdc H4gy bekcfsegtkrbljs mij Atyaink

ll.tc u crbs hiiokrvljwgy tic frlctkczzMC fobA 

mij ezfkrbl,J

8. HS, No. XIV,8 fols 14-n3

Balazs Szekely, “A szent Tobiasnak egesz historiaja. A szent Bibliabol enekbe 
szerzetett (The story of Saint Tobit from the Holy Bible adapted to music) 
Date: 1546

8 For No. XIII see Concordances of No. XVII.
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Source of text:

The Book of Tobit
The story of Tobit and his son Tobias is one of the Apocryphal writings which 

probably dates from the third century B. C. and originally was written in Hebrew or 
Aramaic. See the Good New Bible (New York: American Bible Society, 1978), pp. 
1-18. Songs Nos 8 and 9 are based on the same story; they differ only with regard to 
the precise wording used by the two song-writers, Balazs Szekely and Andras Dezsi.

Concordances:
Cane. fols Aijv-Diij, text incipit appears as an ad notam indication in Janos 

Deak Temesvari, “A Bela kiralyrol” (King Bela)

BO fol. CCXXXVV, text incipit appears as an ad notam indication in 
“Hazassagert vald konyorgesek” (Wedding prayers)

ITS fol. 54v, text incipit appears in No. XII (untitled)

Editorial comments:

(1) HS | scansion requires: J) J.
(2) Ibid.

(3)^1 IL ; scansion requires:J”
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AZ IFFtV TOBIAS-
NAC HAZASSAGAAOL VA*

lo Hiltoriicnckbc
Ucrzetct.

5
• •

cnibcrt er re fuucni J^crmt nttc,bop

tzmrlyficnt i^ct lllcntolvottctfc, tnimtaj

dr^ Vouct r^y/n oryxvtcc, nicrt cl vefi 
Iclhcihct,
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9. HS, No. XVIQ, fols q4-tv

Andras Dezsi, “Az ifju Tobiasnak hazassagarol valo historia enekbe szerzetet” 
(The story of young Tobias’ wedding set to music)
Date: 1550

Source of text:

The Book of Tobit', see the text of No. 8.

Concordance:

BO fols CCCXX-CCCXXIIIIV (text)

Editorial comments:

(1) HS: 6 O; scansion requires: / J.
(2) HS: O H ; scansion requires: J J
(3) Ibid.
(4) Ibid.

“ For No. XV see Concordances of No. XXIV.
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AZ AS VER VS KIRA- 
1YROL ES AZ 1STENFEL& 
Hcfther Kiralync afiSo* 

nyrol va!o Hilloria.

fugui tzvah az Heues Ytrfiaban,

Ulhdrom ^tuan htb^z ^utrmu»

L l~i^b'f'^bantnTtiixtrxe5 Wit
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10. HS, No. XVII, fols t2-X3

Peter Kakonyi, “Az Asverus kiralyrol es az istenfelo Heszter kiralyne 
asszonyrol valo historia” (The story of King Ahasuerus and the godfearing Queen 
Esther) 
Date: 1544

Source of text:

The Book of Esther

Concordances:
HS fol. g2v (No. XIII), Mihaly Sztarai, “Az igaz keresztenyeknek keves 

szamokrol haborusagokrol es gyozedelmekrol” (The combats and 
victories of a band of Christians) (tune)

BO fols CCXCIIV-CCC (text)

Lik fol. 69 (text)

Editorial comment:

(1) HS: ; scansion requires:
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PENITENCIAR A IN^ 
T6 HISTORIAJSTENNEC 1RGAI, 

nufsaganac aianlafatial, 
Manaisefrdl cs Nabu- 

godottozorrol 4. Regum. a, 
rs 1. Paral. jj.es 

DMtel Pro * 
fhetabol.

MUtfetrs i[t(inec mg,

lit erofinljHydrgtityd, de mcg oilman mint

^tgyclntes Attyd^icmegtemcc ffmeghoz 
Zdfyidgyj.
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11. HS, No. XVIII, fols x3-y4v

Anonymous, “Penitenciara into historia, Istennek iragalmassaganak ajan- 
lasaval, Manassesrol es Nabugodonozorrol. 4 Regum 21, es 2 Paral. 33 es Daniel 
Prophetabol” (The story of Manasses and Nebuchadnezzar which enables us to 
repent because of God’s goodness. Kings 11:21, Chronicles 11:33, and The Book of 
Daniel)
Date: 1553(?)

Sources of text:

Kings II, Chapter 21, Chronicles II, Chapter 33. and The Book of Daniel, Chapter
IV:33-37

Concordances:

BO fols CCI1I-CCV (text)

CsoK fols 89-93v (text)

9 Ghezzo
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IEREMIAS PROPHE-
TA SIRALMAS PANAS2O1,* 

kodafaijnac. 5. Relic, 
cnckuc f/erzeteu

Vml&czzdmfahtiMcwMm mu 'r'itunc>ti

ttMimtzm'lyndp fiidatom^mli vdgyunc.

zz 
mmdbunutM vram tolcd ofloro^tuiu, 
rrt f^sci nWal ^zzdd kiultuttc.

OMscvCjc ides hazanc mafra 
fordula.az mu hazunc toGagunc ide* 
genre fal la, igydnc iura iay mtnektinc 
nagy budofa fra,mere Iftenncc nem a* 
karanaerniveara*
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12. HS, No. XIX. fols y4-z2v

Anonymous, “Jeremias profeta siralmas panaszolkodasainak 5. resze enekbe 
szerzetet” (The fifth chapter of Jeremiah’s Lamentations set to music) 
Date: 1553?

Source of text:

The Lamentations of Jeremiah, Chapter 5

Editorial comment:

(1) o

1319*



AZ HA ROM ISTEN.
FEL^ FIAFIAKROL KICAZIGaZ 

hztnec vaflafa inut az cgd ko. 
menrzcbc vctcnencc del f- 

tcntol mtgtart.itiJin4c.Dan. j.

lllixemlckeznunc rtgi Otoruttyrol^abilcnit

flat az o iirallydrolfCS iflcftnec hatalmafagt 
rol. f
Regi O r6rucnybcn Babilonia* 

ban,hoi lakozic vab c^y haralmas kt 
ra|y,kincc neuc Nabugodonozor.

Kiralychinakara Babiloniaban, 
aztifraaianybol azcgy magas agaft 
fclafau egy fxlyvs mez^n.

132



13. HS, No. XX, fols z3-Aa3

Anonymous, “Az harom istenfelo ferfiakrol kik az igaz hitnek vallasa miatt az 
ego kemencebe vettetenek, de Istentol megtartattanak. Daniel 3.” (The three 
godfearing men who were thrown into the fire because of their tenacious belief in 
God and in the true religion. Daniel, Chapter 3) 
Date: 1553?

The Book of Daniel, Chapter 3
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AZ ISTEN FELO SV 
SANNA ASZSZONNAC HIS* 

toriau. Daniel- 13.

Daniel eft irit maiden megbdpfst, fd«

^fes5g§=^
hxnrcl 'time iAmhorf^t chuhhtoi

minden umlorfi%dtes ylcWcfr^U teHyeiii» 
^odalm^
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14 . HS, No. XXI, fols Aa4Cc2

Andras Batizi, “Az istenfeld Zsuzsanna asszonnak historiaja. Daniel 13” (The 
story of the godfearing Susanna. Daniel, Chapter 13) 
Date: 1541

Source of text:

The Book of Susanna in The Book of Daniel, Chapter 13

Concordance:

BO fols CCCXXV CCCXXIIV (text)
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AZ BABIt ONIABEU 
CBEL ES SARK AN r B ALVA» 

ny Iftcnckidl valoHif* 
toria. Daniel. 14*

0 torueft^en,Babilofiunac or

fitgibdHjnitn meg irM Oaniel Pro^U 0 kt 
w^ncc tifan negytiic rcfcb^f

Va!a egy batuany Babilonfakan» 
fnelly baluannac Bel valaneue,kic as 
©r^agban valo nepec ci^cclncc vala es 
imadnacvah*
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15. HS, No. XXII, fols Cc2v-Cc4v‘°

Anonymous, “Az babildniabeli Beel es Sarkany balvany istenekrol valo 
historia. Daniel 14” (The story of the Babylonian idolatry of Bel and the Dragon. 
Daniel, Chapter 14) 
Date: 1553?

Source of text:

Bel and the Dragon in The Book of Daniel, Chapter 14

10 HS: missing folios Dd-Dd4'.
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KL ISTENFELd ELE 
AZAR PAPROL ES AZ KEG« 

yeden antiockus kiraly 
rol valo Hiftoria.

z. Machab- 6.

O toruciiybm tala I:rufalcmb(ti,^y ha

taint M kiraly o nagykaMgibtnJhogyki az

fidokat Mini alctij tala o nay kemme^ca 
hm.
Azkirafynac neue az Anrhiok- 

?nis kfraly,kit ki 6ze egyiptombol fa* 
raho kiraly, ki lenifalcmer igen cl 
pu^ica^pcgan kegyedcn kiraly.
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16. HS, No. XXIV," fols Ee4v Gglv
Anonymous, “Az istenfeld Eleazar paprol es az kegyetlen Antiochus kiralyrol 

valo historia. 2. Machab. 6.” (The story of the godfearing priest Eleazar and the 
cruel king of Antioch. Maccabees 11:6)
Date: 1546

Re - gen O tor-veny - ben va - la Je- ru-zsa - lem - ben.

Source of text:

Maccabees II, Chapters 6 7

Concordances:
HS fols n3-q3v, (No. XV), Mihaly Sztarai, “Az Holofernes es Judit asszony 

historiaja” (The story of Judith and Holofernes) (1552) (tune)

BO fol. CCCVII, text incipit appears as an ad notam indication in Sztarai’s 
“Az Holofernes..

11 HS No XXI11 fols Ee-Ee4, Andras Batizi, “Jonas profeta” (The Prophet Jonah) (1541) is 
incomplete. One of the missing pages between fols DdDd4 was supposed to contain the musical 

notation.
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DE MALEDICTIO* 
nibus. Deut. .28

Kcttendts ez^iljgndc moilaii nittdett do^9

(huhht»s wife* tibjkUlm^^tm

fo^ wt* dz lHennecfemmii^Ipgt, fini hd^

irgdmAfiAgt,
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17. HS, No. XXV, fols Gg2~Hh4v

Andras Szkharosi Horvat, “De Maledictionibus. Det. 28” (Concerning 
malediction. Deuteronomy, Chapter 28) 
Date: 1547

Source of text:

Deuteronomy, Chapter 28

Concordance:

BO fols CLXXIIII-CLXXVII (text)

Editorial comments:

(1) HS: v o ; scansion requires: J J.
(2) HS: P; Szabolcsi, op. cit., I, p. 147, calls for g1
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ianos KiraltcfUmentoma: SZulimari Chya* 
far indulafa: Kiral fiat meg latafa: Kin- 

ches Budanac elfoglalafa: Kiralne- 
afaon budofida:Frater Gydrgy 

ncc ciel chyapala: Kiral fi- 
ara tamadafa.

4'

oc chyudac roltanac io Kinagy (mlekozet fiiltstznUgb* 
^yar orflagbal

Turfimdo^iTilycnius^^ 
bolyyfta, ' chyaba.

Ok chyudac voltafiac io Magyar or-

Ki nagy emlek^zet fietes ez vilagba 
Tdz ezted&vlta i lye nagy bolygasb* 
Nem voltac Magyaroc hafon!ofc- 

(renchyaba.
EnehalgafiTatoc es tO m<g balyatoc 

Mert ez kOen nckrcc Iries CronicaTo^ 
Kir 61 emkkdzk tfl meg maradektoc 
Mert vagy mind elue&ecavagylorafofduho^

BeHellec ErddbenrnafttOrtentdolgofe<ei 
lanos Kiraly fiakibudofafarol 
Esaz FraterGy&rgyncc&rokchyudayarot 
Chyudakcppcn (6rtcn< nagy IcrnyA Habthrob
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18. TC, No. I, fols A-G4

Sebestyen Tinodi, “Erdeli historia” (Story about Transylvania) in five parts. 
Date: 1553

Parts 1-4 (fols A-F4):
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ETEDRESZE-
Fraccr Gybrgyncc ferny b halaiarol 

Kualh Callabol ki budoGdarol.

F Rater Gbrgy hahlac immar halgaifatoc 
Kincc talain ma (fat t q fem hallotraroc 
Magyar Cromkabatij femoluafraroc 

Fciedclmeck&zt ily vcfiedelmct nem cuttOQ 
Regen hallottatoc foe parair peldakas 

Az kic cl bizac dolgokba 6 magokat 
Qyakona chialarnac chie^tk dolgokac 
O rifoe;TegAker/ct6ket loUagokat.

Az kn akar Iftcnf&lden meg Lain ret rd 
Annac efer fekta e i M?cr el venni 
Az vtan o magat Chudaiul vefrens 
Azzal S hacalmat 1’okca meg telcnrcnt.
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Part 5 (fols F4V-G4):

Summary of text (parts 1-5):

The text relates historical events in Transylvania over a span of twelve years, 
beginning with the death of King Janos Szapolyai in 1540. In his testament. King 
Janos ordered Peter Petrovics and Gyorgy Frater to be the protectors of Queen 
Isabella and the tutors of the infant King John Sigismund. However, Petrovich 
favored the Turks, while Frater played a double role of being friendly to both the 
Habsburg and the Turks. Because of his duplicity, he was murdered with King 
Ferdinand’s consent in 1551 by Castaldo, a Spanish commander. In the same year 
Isabella and the infant King sought refuge in Poland.

Concordances:

Cane. fol. Cijv. (text, part 1, bears the tune of TC, No. XXI)
fols. Eiiij-Lij (text, parts 2-5)

Text incipit appears as an ad notam indication in Miklos Bogati Fazekas, 
“Castriota Gyorgy historiaja” (The story of Gyorgy Castriota) (Kolozsvar, 1592); 
see Csomasz, op. cit., p. 630.

Editorial comment:
(1) The double clef (C and G) used in Part 5 leads to different interpretations of the 
above song: with the G-clef the song is in the Phrygian mode (on ‘e’) and its caesuras 
fall on the finalis, mediant, and dominant of the mode. With the C-clef the song is in 
the Locrian mode and contains a skip of the augmented fourth between the 
thirteenth and fourteenth notes. Owing to its instability, the Locrian mode was not 
widely used in the sixteenth-century musical practice. Therefore, the present 
transcription employs the G-clcf.

10 Ghezzo
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SZEGEDIVESZE-

^zcrrcicn vefrodclm lam gtakrancikdzic 
njllkmiec oflora feidnkon tcldnic 
Azkegioden Pogan raituncddhdfkddic 
Men az my detS/ic lam foha nem lobodic.

En befcddm Icf6n mafc terrene dolgokrol 
Nagy fcged&n cf6c fjertclcn ciudakrol 
Soc ccj cc es magiar oc el hullafokrol 
Mclro hogycn niac beicnacforgafaroL

Buda vara hogy iSn fiuliman Cyafarc 
Soc fcpkd varakat ver etc az mdle 
Gandola hogy egy vai at ?z tyza melle 
Szepen rakattatna Buda olralms rr.elle.

Allfcli akacrata Szeged varafabaft 
Ciuda bSlcien rakraemmden allatiaba 
Kmec malFa ntneten mongiac czoi^agbifl 
Eldtalgiurfokat CS.fctebcazvarban,'

Socgazdag aros ncpgiole azvarafbsn 
Gazdag barmmcz adot f6< Fcnec varai'ban 
CyaOarnac foe kyndegjd|e rar hazaban 
Onnax fi)zcttc:di ho pynss Magi ar orfiagban,
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19. TC, No. II, fols G4V-IV

Sebestyen Tinodi, “Szegedi veszedelem” (The peril in Szeged) 
Date: 1552

Summary of text:

Mihaly Toth, the chief justice at Szeged, was informed of the weak Turkish 
garrison at the fortress. He decided to attack the fortress with his army during the 
night. They were victorious and celebrated by drinking, which made it possible for 
Ali Pasha and the Turks to reoccupy the fortress.

Editorial comment: 

appears only at the outset of the song; suggested

transcription:
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KZ VEG TEMES
VARBAN LOSONCJ1STVAN-

nac halaiarol.

SOc chudac kdzzul hal yaroc cgy chudac 
Mint el ve0tc<6c az veg Ternes varac 
Bcnne veftetic io Lofona JGuant 

8oc io vitezcl fannyatoc halalan
Temcs var valaegy teeskaputoc 

'Terekec ellen nagy bizodalmatoc 
l^lesben T ifian tul azkic lakoficoc 
O el veOefcn i ij mar fokan firtoc.
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20. TC, No. Ill, fols I2-L2V

Sebestyen Tinodi, “Az veg Temesvarban Losonci Istvannak halalarol” (The 
death of Istvan Losonci at the fortress in Temesvar)
Date: 1552

Summary of text:

Ferdinand had ordered Istvan Losonci and his friends to protect the fortress in 
Temesvar, which Suleiman had planned to attack. They fought the Turks for thirty- 
two days, but could not continue. Although the Turks promised Losonci that they 
would allow them to leave the fortress alive, they kidnapped Losonci’s young page. 
This action led to a fight between the Hungarians and the Turks. For revenge, the 
Turks imprisoned Losonci and murdered him.

Concordances:

Cane. fols Miiijv-pv
ITS fol. 11, text incipit appears as an ad notam indication in “Szekesfehervar 

veszeserol valo historia” (The story about the destruction of Szekesfeher­
var) (1603).

Editorial comments: 

(1) TC: - suggested transcription:

(2) TC: ; ♦ scansion and inner balance of the phrases require

(3) TC: ; scansion requires: J) J
(4) TC: 4^% , misprint; the fermata was probably intended for the final note of 

the song (for which it is transcribed as j ^-); see Szabolcsi, op. cit., 
I, P-91. J



BVDAI ALT BASA H15 rOKAAlA.

HAfyaroc mar Afi Bala bbk hefe^et 
Budabol hadaual gyakran kt utcfn 
Nyolczvarnac CaHelnac romlafar veuefirt 

Az OrdbghadanacbbkheHmegkeiUlefct.
Ez parancholafa valaazChafennac 

Migaiatta lennc Amhat Temefuarn?iC 
Ad deg Alibafa fdfdldtartomannac 
O rontoia lennc otualo veg hazaknac.

Ra vigyaza erre herelt Alt bafa 
Ternes varat vq'a az fib Amhat balk 
Budabol mdula Pep hadaual bafa , 
BeCoerim varalar Ibn hamar me2 faHafa.

EzUefipcrin vara &p p^fpckieg vala 
Az Balacom me I let me>6 kbubn uala 
AztoPaski lanosof fbhadnagy vala 
De az meg Halaskor kiral fek ment vafa<

Ezcn Alt bafa nagy 6mbe vala 
Algyutigazgata lb™paranchofa 
Egy hetig az varat Ci 5 fen rontata 
Dcazzal^nclachackeucfctarihan.

L > Lamlxfl
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21. TC, No IV, fols L3--Mv

Sebestyen Tinodi, “Budai Ali basa historiaja” (The story of Ali Pasha in Buda) 
Date: 1554?

Summary of text:

Written about 1554, this is Tinodi’s last composition.12 The text tells of Ali 
Pasha’s conquest of the fortresses at Veszprem and Dregely. The latter had been 
heroically defended by Gyorgy Szondi, but he could not continue to resist the 
Turks. In order to save his two young pages he sent them to Ali Pasha, then set the 
fortress on fire and fought the Turks until he was shot.

12 Dezsi (1912) p. 120.

Concordance:

Cane. fols PV Q; probably the same tune was also used in TC, No. V, “Ordog 
Matyas veszbdelme” (Matyas Ordog in danger); see Csomasz, op. cit., p. 
260.

(1) TC:

Editorial comments:

; suggested transcription

(2) ‘e’ is a misprint and should have read ‘d to both imitate the opening of the 
following phrase and correspond to the finalis ot the tune; see Szabolcsi, op. cit.,
I, p. 99.
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EGER VAR VIADA
LYAWL VALO ENEC. 

Hilloria.

Tinodi Sebefticn deac KaHaba 
Ferdinandos Kiralnac hiu voltaba 
Egri varnac chuda Hercnciaiaba 
V nczckcdi ina Cronikaiaba

ill *»T j 11 gEg

TI Magyaroc mar Iftend imadgyaroc
Es 6 ncki nagy hahkat adgyacoc

Jclosbcn T iGan inner kic 1 akoftoc
*—gn vitezeknec fee ie>. rr»c-i*igyucoc.

MASOD RESZE-

Immar leCcn varraknac el ofrafa
Vitezdknec neudcclfamlalafa 

AzBafaknacEgdr alafallafa 
Nagy romlafa es gyakor oftromlafa.

Magyaroc vitezdc Egdr varaba
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22. TC, No. VI, fols N2V-Y2V
Sebestyen Tinodi, “Eger var viadalarol valo enek" (Story about the combat at 

the fortress in Eger) in four parts

Date: 1553

Part 2 (fols Pv-R):

Im - mar 16 - szen var - tak - nak el - osz - ta
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HARMAD RESZE'

Mtgfs hallyaroc Hep viadalokat
Porfcl gyulaft fiep cyuda oftromokac 

Az io llknminr murara meg magat 
bvgy fregyembehozaaz Ch yaf a hadar.

NECYEDESVTOS'
SO RESZE.

Negycdcs viofordiecz ludnac
Mondom mjgyac mafod harmad oftromAac 

Nagy Gegyernbedinentet az nagy hadnac 
Szcinyu halalac Meckei Hluannac.

Parts 3 and 4 (fols R V3):
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Summary of text (parts 1-4):

This song, comprising four parts, is Tinddi's greatest work .Heis considered to be 
the main narrator of the combat in Eger.13 His name is indicated acrostically at the 
beginning of the song. The first part starts with a detailed description of the fortress 
in Eger,14 which in 1552 was attacked three times by the Turks, though they were 
forced back by the Hungarians. All four parts of the song describe details of the 
combat, and furnish the names of the participating heroes, e.g. Istvan Dobo, Istvan 
Mekcsey, Gergely Bornemisza, and others. The details provided by Tinodi are such 
that it is assumed that he himself witnessed the events.15

Concordances:

TC fols Y3-Z4 (No. VIII), Tinodi, “Enyingi Terec Janos vitessege” (The 
heroism of Janos Terec Enyingi) (part 1, tune)

Cane. fols Riii-Xij (part 1)
fols Xij-Yiij (part 3)

Editorial comments:

(I) TC.>; scansion requires:

(3) TC:

(2) TC: , misprint; see Szabolcsi, op. cit., I, 91.

; suggested transcription:

(4) See 1 above.

(5) See 2 above.

( 7) See 2 above.

; suggested transcription:

13 Dezsi, op. cit., p. 99.
14 See Chapter 1, Plate I.
15 Dezsi, Ibid.
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EGRI HISTO'
R I ANAC

5VMMA1A.

Qtrmmafat from EgSr varanac 
uMaj GaljaGnac vrjadalianac 
fcegyon vallaTar Chyafar hadanac 
NagyvigaGgat Ferdinand Kiralnac.

23. TC, No. VII, fols V3V-Y2V

Sebestyen Tinodi, “Egri histdrianak summaja” (A summary of the story of 
Eger)
Date: 1553
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Source of text:
This is an abridged version of No. 22.

Concordance:
BF Psalm CXXXIX, text incipit appears as an ad notam indication in “Igaz 

vagyok uramnak” (I am faithful to my Lord)16

16 Bogati (1979) p. 216.
17 For No. VIII sec Concordances of No. VI, part 1.

The facsimile of No. IX is Example 4 in this Chapter.

; scansion requires:

Editorial comments:
; suggested transcription:

; scansion requires:

(2)

(3) TC: |

(4) Note prolongation is required by the balance of the phrase.

24. TC, No. IX,  fols a-cv17
Sebestyen Tinodi, “Karol csaszar hada Saxoniaba ot Kurfirstnak magfogasa" 

(The battle of King Karol in Saxony and the imprisonment of Kurfirst)18 
Date: 1546
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Summary of text:

In 1546, a group of Protestants from Wittenberg, under the leadership of the 
elector Janos Friderik, nicknamed Kurfirst, began a campaign against the Catholic 
Emperor Charles V. This caused the war at Schmalkalden (today East Germany). 
Charles V received support from Maximilian II and the Hungarians won the battle.
Kurfirst was imprisoned by the Hungarian soldier Jozsa Luka. The Emperor 
promised the Hungarians his ‘everlasting support’.

(Y)TC:

Editorial comments:

(2) See No. 22, Editorial comments 1.

; suggested transcription:

SZYTNIA LEVA
chyabrag esmvran va-

raknac mcg vcuclc.

Lffi&n befed&m wen ez orCagrof 
^zicnu Le ta Chyabrag Moran varaxo! 
Fo Jmand kiral djonracafarol

Ai bennic valoknac nagj CJernyAhalalckrCrL

25. TC, No. X, fols cv-e

Sebestyen Tinodi “Szitnya, Leva, Csabrag es Murany varanak megvevese” 
(The capture of the fortresses at Szitnya, Leva, Csabrag, and Murany) 
Date: 1549
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Parts 1-2:

Az ben-nok va - lok - nak nagy szer-nyo ha- la - lok - rol.

Summary of text:

This epic song was written by Tinodi in 1549 in Kassa (today Kosice in 
Czechoslovakia). It has two parts:

The first part describes the assault on the fortresses at Szitnya, Leva, and Csabrag 
under the leadership of Count Miklos, whose army included soldiers of many 
nationalities. Miklos followed the order given by Ferdinand in 1548 to destroy 
those fortresses which had become places of refuge for thieves who robbed 
travellers. At Leva, the Spanish mercenary soldiers murdered the Hungarian 
soldiers, and brought their heads to Csabrag to frighten the people and to occupy 
the fortress.

The second part of the song deals with the capture of the fortress at Murany, 
where the Hungarian army, under the leadership of Ferenc Bebek, overcame the 
local garrison.

Concordance:

BF Psalm XXV, text incipit appears as an ad notam indication in “Jambor 
bizhatik Istenben" (The man of good will can have confidence in God); see 
Bogati, op. cit., p. 54.

Editorial comments:

(1) TC:

(2) TC: x , misprint; see Szabolcsi, op. cit., I, p. 91.
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DAVID KIRAL 
MINT AZ NAGY GOLI- 

steal megyiut.

Sies kerchieft lelki tot halhnf 
OtdruenbM hadakozni tanulni 
Az igaz hit me! let mint kej bait vimU 

Chriftusban bizni.
EmlekdzSmaz regi kiralyokrol 

Prophetakrol SamudrAl Sauiro! 
Az Golutrol es Dauid kiralrol

Bai viadalyokrob
Bibi ta mongya kiralyoc kAnyucbeft 

Eliobcn tiz&n hetedic rclicbcn 
.Ki akai li vmnya vegyed eGc eGSdben 

lol iarh igyedben.
Az ido vala rcgftn cotSrucnben 

Ezvilagnac negyedicideicben 
Negy czoi ben irtac cs nyoltzuan dtbeft 

Vihg kezdetben.
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26. TC, No. XI, fols ev-f3v

Sebestyen Tinodi, “David kiraly mint az nagy Goliattal megvivott” (King 
David defeats the mighty Goliath)
Date: 1549

Source of text:

The Book of Samuel, Chapter 1:16-17 
In the epic song David plays the fiddle.

Concordances:

BO

KS

fols CCLXXXVir-CCXCII (text)

p. 276, “Paraditsomnak te szep elo faja” (The beautiful tree of paradise) 
(tune)

Gyorgy Naray, Lyra Coelestis (1696), “Hiszek Istenben” (1 believe in God), fol. 97 
(tune).

(1) TC:

Editorial comments:

(2) TC: j ; scansion requires:

; suggested transcription:
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JVDJT ASZSZON
H I S T O R I A 1 A.

Q Dkar folhatoc ax mcg l?>t dolgokiol 
O Rcgijekncc ax 6 G nmkaioki ol 
OiArucnben nagv 1 ten Imagiarol 
Mall c i folloc Judit aGhon dolgaioT, 

EmlftkoziSm regy hjdakozafrol 
Mem dak fegy verukkcl meg vert hadakt o! 
Nabugodonozor ktral hatalinarol 
Cindi keppen d nagy meg romlal'aroL

27. TC, No. XII, fols f4 h2v

Sebestyen Tinodi, “Judit asszon historiaja” (The story of Judith) 
Date: 1540?

162



Source of text:

The Book of Judith'9

Editorial comments:

(1)
TC:^ ; suggested transcription:

(2) TC: ~ misprint; see Szabolcsi, op. cit., I, p. 91.

28. TC. No. XIII,20 fols h2v-h4

Sebestyen Tinodi, “Hadnagyoknak tanusag mikor a terekkel szembe akarnak 
oklelni” (Instructions to the lieutenants to fight the Turks) 
Date: 1550?

Summary of text:
This epic song by Tinodi has a didactic character. He advises the Hungarian 

lieutenants to follow the example of the prophets, who encouraged the populace to 
wage wars with enemies, and to have faith in God, who will help the Hungarians 
fight the Turks as He helped the Israelites against Pharaoh and Holofernes.

” The same story was used by Mihaly Sztarai for his epic song "Az Holofernes es Judit asszony 
historiaja" (The story of Holofernes and Judith) (1552), HS. No. XV. fols n3-q3'; it is sung to the same 
tune as Anonymous, "Az istcnfelo Eleazar paprol" (About the godfearing priest Eleazar) (1546), HS. 
No. XXIV, fols Ee4,-Ggr.

20 The facsimile of No. XIII is Example 3 in this Chapter.
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Concordances:

BF Psalm XX, text incipit appears as an ad notam indication in “Ti szent 
nepek igy esedezzetek” (Christian pray so); see Csomasz, op. cit., pp. 
454-456.

Editorial comments:

(1) The flat-sign is missing from the extant manuscript. See Examples 3 and 5 in this 
Chapter.

(2) The dot is required by the scansion and the balance of the phrases.

SZVLIMANCHYA-
SZAR KAZVL BASAVAL

Viadalyarol.
COc Kiralrol ChyaOarroi emlekinrem
OChyuda hadakarrolocbenficllicem 
De terec nemzetrol nem elmelkdtrem 
Meg halyaiocnutfcl&dc crt&ccm.

29. TC, No. XIV, fols h4-i4v

Sebestyen Tinodi, “Szuliman csaszar Kazul basaval viadalarol” (The battle 
between Emperor Suleiman and Kazul Pasha)
Date: 1546

Sok ki - ral - rol csa - szar - rol em - le - kez - tern
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Summary of text:

The story describes the battle between the Turks and the Persians in 1534. The 
fight between Emperor Suleiman and the Persian Kazul was instigated by Jesil 
Pasha, who had lied when he accused Kazul of disregarding the emperor’s beliefs, 
and let his men behave immorally. The emperor decided to occupy Kazul’s country, 
and he sent a vast army against him. Both armies suffered great losses; moreover, 
Suleiman did not capture Kazul.

Concordance:

BF Psalm CXLIV, text incipit appears as an adnotam indication in “Kiraly es 
orszag” (The king and the country); see Bogati, op. cit., p. 229.

Peter Huszti, “Aeneis,” fol. H. text incipit appears as an ad notam indication in 
“Sok kiralyrol csaszarrol” (About kings and emperors) (Bartfa, 1582).

Editorial comment:

(1) TC: ; the two clefs (C and F) do not correspond—they result in

different pitches. The use of the F-clef would create the skip of the 4+ interval 
between phrases A and B. Therefore, the present transcription observes the C-clef 
on the fifth line which is indicated at the beginning of the song. Suggested 

transcription: XU W
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SOK FELE RE-
szogOsrol.

SOc rcG5g&s lidgalTaroc crkokhyStoket 
Ilien cllcn ichogfegbcn trj vcikcrSkct 
4crt gyakortafdcyn)(6cu Hknt6kct.
En bcfodAm az Nocrolkcl el kczdcnSm

Ac io bornac meg Iclcfer incg bcfollenom 
Socrendbclircfioglegdr meg kl<Snten6m.

Bai kaiabol Noe an yanc mikort ki Call# 
Klindcnfele ncpci baimatelki bochyaia 
Tz fop foraz f6ld$n I Hen cl foparna.

Ez 1 dibcn az fiolo hegy foholt nem vata 
Paradichyomban Ifien <ciomt6nevala 
Paiaduhyombol az vi]zezftn ki hofoa vafa.

egy magas hcgybcn fo>ld mcg maradot volt
Az Noehoz I M&gyukciczStvclt

cleg nyai ban fold l6ucl fop&nrcrmSc volt.
Ta Id i mcg cgy Bac Kecskc fop vokai lata 

Gy6m6l. hrt mcg Iwrapala cs n;Cg vidula 
Szcp Hakalat igen laza magai hagijgala.

Jgrn h2mar ki hozara Noc hogv ha Ila 
Kiskembcn be hozau el p lanuluia 

k
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30. TC, No. XV, fols k-k4

Sebestyen Tinodi, “Sok fele reszegesrol” (About various drunkards) 
Date: 1548

Tinodi composed this song in 1548 during his visit to Andras Bathori’s estate in 
Nyirbator. The satirical tone of the song is quite different from the others included 
in his Cronica. He wrote short stories on various kinds of drunkards: the 
submissive, the turbulent, the weeper of his faults, the silent, the wise, and about 
those who don’t drink, because they are stingy or tricky. He ended his song saying 
that one could enjoy a good life by drinking in moderation.

Editorial comments:
C ,

(1) TC: >1 ' ; suggested transcription:

(2) See TC, No. XIII, Editorial comments 2.

(3) The 4+ interval also occurs in one of the variants of the song “Bizodalmunk 
Krisztus altal Istenben vagyon”, (We have faith in God through Christ), in the 
Enekeskonyv (Songbook) (Kolozsvar, 1751), see Szabolcsi, op. cit., I, p. 72.

Hogy min - den jot, mely-lyct va- runk to - Ie. meg-ad - jon.

Szent 1 - ras - bbl bi - zony - si't - gunk er - rol fok va - gyon:

(4) See TC, No. Ill, Editorial comments 4.
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BVDA VESZESE-
ROL ES TEREC BALINT 

fogfagaroL

SlrJom adarec Cocrendoeli nepncc
Ki htrcucl IcGSnf&ld kereg^enec 

Aid t vrge I ‘n immir mi vigdetunknec 
ECcrenefogGgakegy^s vezerunknec.

Eficdkb; n vegyecSc ez vrnac fogfagac 
loTerec BahntnactSltjncigycl vakar 
Lani minden erifttcc iamborul Oolgakar 
Mlnd^nic vranac mindftnben hiju vokac.
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31. TC, No. XVI, fols k4—13v

Sebestyen Tinodi, “Buda veszeserol es Terek Balint fogsagarol” (The conquest 
of Buda and the imprisonment of Balint Terek)
Date: 1541

Summary of text:
The text deals with the occupation of Buda by Suleiman the Great in 1541. After 

the death of King John Szapolyai (1540), his wife, Queen Isabella, and the infant 
King John Sigismund remained at the castle in Buda which was protected by their 
friend Balint Terek. In order to occupy Buda, Suleiman sent gifts to Balint Terek 
and also extended invitations for the infant king and officers to visit his camp. 
During their visit, the Turks occupied the castle in Buda and imprisoned Balint 
Terek, who was sent to Constantinople. The infant king and Queen Isabella were 
forced to move to Lippa and rule Transylvania.

Concordance:

MdK fols 237~240v (text)

(l)TC:

Editorial comment:
; suggested transcription:

8
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I

PRINT PETERNEC 
mailat istvannac es 

Tcrcc B.ihncn.ic Fog- 
fagjkrol.

OlnuvefikSl mid Oegm Magyar orfag 
O Mert tdle taaozec hangoHTag viga&g 
Bel&kki kelcfbc fen&s gazdagfag 
EsfogCagban efec egy nchany vrafag.

Ezdn 61 uend vigad az tcrec ChyaGarfag 
Hogy migyar vrakbap vagyon oly bolondfag 
Hifiic hogy 6 bcnnc vagyon oly lamborfag 
Hogy fogadafaban nem volnaiauaiOg.
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32. TC, No. XVII, fols 13v-m2v
Sebestyen Tinodi, “Prini Peternek, Mailat Istvannak es Terek Bahntnak 

fogsagokrol” (The imprisonment of Peter Prini, Istvan Mailat, and Balint Terek) 

Date: 1542

Summary of text:
Tinodi wrote this epic song in 1542, during his visit to Imre Istvanffi s estate at 

Baranyavar. The story describes how three Hungarian nobles were captured by the 
Turks. The first, Peter Prini, in order to gain his freedom, was forced by Suleiman to 
send his own son in exchange. The Sultan captured the second, Istvan Mailat by 
sending him three Boyars, dressed up in golden suits, who asked him to follow them 
because the Sultan wanted to make him a king. Deceived by this Mailat was taken 
prisoner. The third, Balint Terek, was imprisoned in Nadorfehervar, where he went 
to obtain the gifts that the Sultan had promised him.

Editorial comments:

(1) TC: ; suggested transcription:

(2) The double clef (C and F) and the flat-sign appear only at the outset of the tune: 
the F-clef and the flat-sign are missing from the second line of the source.
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VERBOCIIMREH- 
NEC KAZON HADAVAL KO- 

z.ifi mczdn viadilya.

Tr fcgm Magyaroc nagy Sr6m rfnckcSc 
Az i'crcc kczebe mikor foglya cQ^c

Or magyar vitezoc IcGnccIcgaregt^c
Kic nnar (abatfag hamar Icf’cn nckr6c.
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33. TC, No. XVIII, fols m2-n

Sebestyen Tinodi, “Verboci Imrenek Kazon hadaval Kozari mezon viadalja” 
(Imre Verboci’s battle against Kazon’s troops on the field of Kozar)
Date: 1543

8 Ott ma - gyar vi - te - zbk lesz - nek se - git - seg - tok

ID

8 Kik mi - att sza - bad - sag ha - mar lesz-nek nek - tok.

Summary of text:
The story deals with the battle between Imre Werbdczi’s army and the Turks 

commanded by Kazon Pasha. The event, which took place in 1542 on the field of 
Kozar, ended with the victory of Werbdczi, who also freed many Hungarian 
captives.

Editorial comment:

(A) See TC, No. Ill, Editorial Comments 4.
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KZ SZALKAI ME-
Z6N VALO VIADALROL.

TA mafra az Iften az kereftyen nepre 
Poganfeiedelmet nagy veU6dd mere 
Id&bcnmind&nnel ez Magyar nemzetre 

Pjranch.yolac fegefert buntcfeferc, 
lot ere it Sc az T erec chyafar hacalmat

It magyar orflagban oly nagy birodalmac 
Mely nagy gazdagfagga! bina Buda varat 
EzorGagnac hatta neladcfel gallerar.

Nagy vcG6jclmeket az Budabol tcGncc 
Kin Gegm Magyaroc igen vefikdlnec 
Minap Memhecbafa Gollarerekeknec 
Hagy nagy gyorfafaggat vcle keftjlnenec, 

n
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34. TC, XIX, fols n-o
Sebestyen Tinodi, “Az szalkai mezdn valo viadalrol (The battle on the field of 

Szalka) 
Date: 1544

Summary of text:
Written in 1544 in Nagyszombat, the song describes the deeds of the fearless 

heros, Menyhart Balassi, Ferenc Nyari, and Lorincz Zoltai. After Mehmet Pasha 
set the city of Miskolc on fire, he advanced toward Leva to occupy it. During the 
night the Turks began to pillage the city, but Balassi and his friends killed many of 
them.

Concordance:
BF Psalm CII, text incipit appears as an ad notam indication in “Nyomorult 

fejemtol fogadd keresemet” (Receive the prayer of a pitiful); see Szabolcsi, 
op. cit., I, p. 69.

Editorial comment:
(1) See TC, No. Ill, Editorial comments 4.

175



VARKVCH TA-
MAS IDEIEBE LOT 

diyauc Egdi bol»

SOka: fblram cn az regi dolgokml 
Ch\afcarokrol Kiralyoc nayy vrakrol

VnezSlcnccgyakor viadalyokiul 
KczdcnSl foguan 16c nagy foe chudakrof.
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35. TC, No. XX, fols ov-p2v

Sebestyen Tinodi, “Varkucs Tamas idejebe lott csatak Egorbol" (The battles at 
Eger at the time of Tamas Varkucs)
Date: 1548

Summary of text:

Tinodi composed the song in 1548 during his stay at Kassa, where he served as a 
soldier at Captain Lenard Czeczey’s troops. The story describes the battles between 
the Hungarians and the Turks at the fortress in Eger. Peter Prini, a nobleman, 
assigned Tamas Varkucs to command the fortress at Eger while he was fighting the 
Turks in Buda. He also mentioned that should he not return, the key of the fortress 
was to be given to his son Gabor. Varkucs protected the fortress for seven years. 
However, when Gabor arrived he gave him the keys and Gabor in turn, gave them 
to Count Mikola, an agent of Ferdinand. Thus the fortress passed into the hands of 
the Habsburgs.
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CAPITAN CYO-RGY BAI V1ADALYA.

SOc rcndbdi nep vagyon ez vilagba 
Kk vannac Iftennec hiuatalyaba 
K(jl6mb k(j|6mb keppen 6 malafityaban 

Ki ki hiuin el laryon o dolgaba.
En maflGoloc hyacvitezlSdolgokrol 

lelftsben veg varakban lakozokrol 
Az Iftentil adatot malaCnokro! 
Poganokual gyakoi harczolafokro!.

Bator Ciue! az viteReghoz vannac 
Haelkn(eg6( halnac meg vi Julnac 
GyOrfan 6 io louokrafc! fordulnae 
Azcllcnfcgncc haniar arczul alnac.

ErofTcn viunac (lerenchyat kefertnec 
K ic k&zzul6c mrg halnac (ebefulnec 
Kic kozzuloc f>rog rabfagban cfncc 
Ki nem vakoOhatnac oc gyoitretetnec.

178



36. TC, No. XXI, fols p3 q2

Sebestyen Tinodi, “Kapitan Gyorgy baj viadalja” (Captain Gyorgy’s duel) 
Date: 1550?

Summary of text:

Captain Gyorgy and Hubiar Agha quarrelled about a prisoner. Gyorgy 
challenged Hubiar to a duel on the field of Bujak. During the duel both men broke 
and lost their weapons, causing the soldiers to intercede and call off the duel. The 
fighters were relieved and shook hands.

Concordances:

BF Psalm XCI, text incipit appears as an ad notam indication in “Ha szent 
vagy es eletben artatlan” (If you are a saint and innocent in your life); see 
Szabolcsi, op. cit., I. p. 79.

Cane. fols Cijv-Lij, Tinodi, “Janos kiralynak testamentomarol” (The testament 
of King John) (tune)
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KZ VDVARBIRAC
ROL ES KVLCHYAROKROL.

SZci etedbil ayanlom f’olgalatomat
K ijert fnis varom az en habnomac 

K6ny6i5g jen kadm vrafagodac 
Ennck^m meg bochyafd meg bantafoman

180



37. TC, No. XXII, fols q2-q4

Sebestyen Tinodi, “Az udvarbirakrol es kulcsarokrol” (About the court­
marshals and wine butlers) 
Date: 1553?

Summary of text:

Tinodi composed the song at the court of Farkas Bethlen (in Kiskokollo), where 
he sojourned during his trip to Transylvania around 1553. He described the 
unfriendly court marshals and cursed the wine butlers, who not only put water in his 
wine, but also served him a cold meal and left his horse without food.

Concordance:

Jan Sylvanus, Pisne nove (New Songs, Prague, 1571), “Muramsky Zanek” (Czech 
folk song) (tune).

Editorial comment:

(1) TS: 4 , misprint; correct note-value: see Szabolcsi, op. cit., I, p. 98
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Facs. I psalmvs xxix exaltabq te do
miue, ad notam lafonis.

DAuid Prophetanak imatkoza(arol,mag«tal 
link Iftcnt irgalmaflagaroljCl ne feletkezzuc 
io tctemenerol, vcgiunk tanufagot Sent Dauid ki 

ralyrol.
Erretanitani akar apropheta.micxodafiuuiv. 

ketlRenhczindctfa^zmint hufon kilentz rrfc- 
bc mcg irta.io tetet fftcnnck igen magazulta.

Szamanintfen vram ilgalmafiagodoak, rqe 
ho«u nint/cn kegelmeffegcdnd^axcrt magazta!

hk fdette

Facs. 2
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38. CsK, fols 50-64

Sebestyen Tinodi, “Alya cancio opttima de Regys lason’’ (Another good song 
about King Jason)(,)
Date: 1537?

En is szo - lok an - nak ton - da - men - to - ma

Sok bol - csek nak meg-lott dol - gok - rol.

Je - les - ben Tro - ja - nak nagy rom - la - sa - rol.

z w.
ras - rol.

183

Hogy ket - seg ne le - gyen en - nyi sok

Summary of text:

This epic song, based on the novel Historia Trojana by Guido da Columna 
(1242-1280), was well-known throughout Hungary in the sixteenth century.21 The 
story describes Jason’s adventures in obtaining the Golden Fleece from Medea s 
father, King Aeetes. Medea fell in love with Jason and married him. Being an 
enchantress, she helped Jason to overcome the difficulties he encountered during his 
journey. After Jason successfully returned with the Golden Fleece Medea followed 
him to Thessalia.

Concordances:

BA fol. 180 (text)

SzG fol. 19 (text)

Editorial comments:
(1) No musical notation. The tune has been identified through the indication ad 

notam lasonis’ that occurs in Psalm XXIX, “David Profetanak imadkozasabbl

21 Klaniczay and Stoll (1959-1962) p. 391.



(From the prayer of the Prophet David), PS, fol. 165 (Facs. 1). The tune of the 
psalm appears in IS, fols. 46—47 (Facs. 2); see Szabolcsi, op. cit., I, p. 61, and 
Csomasz, op. cit., p. 617.

(2) i = J
(3) IS. O; scansion and inner balance of the phrases require: J

39. Anonymous, “Apollonius kiralyfi historiaja” (The story of Prince Apollonius) 
Date: 1588
Kolozsvar, Gaspar Heltai, 1591

Summary of text:

The story relates the adventures of Prince Apollonius of Tyria, who desired to 
marry the beautiful daughter of King Antiochus. The king, however, commited 
incest with his daughter and wanted to keep her for himself. He hired several men to 
kill Apollonius, but he had taken all his belongings and fled his country. Apollonius 
reached the kingdom of Altistrates, whose daughter Lucina fell in love with him and 
they married. Meanwhile, Apollonius heard that Antiochus and his daughter died 
and decided to return to his country. During their journey Lucina gave birth to a 
daughter, but then she fell ill. Since everyone believed that Lucina died, they put her 
in a coffin and threw it into the sea. The waves pushed the coffin ashore and it was 
opened by a doctor who observed that she was still alive. He took care of her until 
she recovered.

Believing that his wife had died, Apollonius left his daughter with her maid in the 
city of Tharisa. After the maid had died some corrupt men attempted to force her to 
work in a brothel, but when Apollonius returned to Tharisa, he saved her. During 
their journey to Ephesus, Apollonius and his daughter stopped in the temple of 
Diana, where he recognized Lucina praying. The family returned happily to Tyria.
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Editorial comment:
(1) The text bears ‘ad notam Lucretia’22 for which no musical notation exists. 
However, text incipit was used as an ad notam indication for the ‘Passio de vita 
Christi’, KC, No. 819. The tune of the Passio was preserved only through oral 
folk tradition and it was printed in the fifth edition of KC.23 Whether or not this 
melody is the pharaphrased ‘Lucretia’ tune, it has been used for the performance of 
the epic song.

Concordance:
Lament, “A felseges Isten” (Glorious God) preserved through oral folk tradition 
(perf. Rozalia Orban, Udvarhely, 1963) (tune); see Szendrei, Dobszay, and 
Rajeczky (1979) II, p. 13.

” KAjoni.1.^Canlionale Catholicum, 5th ed„ cd. by Peter P. Domokos, Budapest, Szent Istvan 

Tarsulat. 1979. p. 1237.
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Facs. 1

ELdaul nekdnc mit mondot az Iften,

»rted ezbdl hogy kegyelmcs Iften, minden 
iddben.

Azc mondgya nekunc 3 magat ickntuen, 
valaegykazdag Kiralyfagregentcn, kincc 

1ft fia al va1a dotten nagy ek< IT. gben.
VlganazKtraly finetanyinya, diet hogyfflnecnekkpa- 

finczollya, hiuccknncnecnnafziwclhozza, kegyefen moo* 
gya»

kaftan az IfFiacfelnruekcdcncc, cfzckbe dmtkbe3cSreg- 
bdlcncc, fzolni (zolgalni Atyoknac krzdenee, cmbartl3- 

oec*
Vala az «gyk idond ifftabfc, kit az Aryaf* vp! vafa bogy 

fobbic, minden dolgaban ez vala gyorfabbtc.fzdntden es vig.

Facs. 2

■20

kcgyes Atyank, boltsesegnek URa.' Es min
c

— 1
TO

deneknek nagy bolts Tanitoja: A’ kinek nem vagy

te igazgatdja; Nints oktatdja.

186



40. BO, fols CCIV-CCIHV
Pal Baranyai, “Az tekozlo fiurol” (The prodigal son)11’ 

Date: 1545

Source of text:
The New Testament, Luke, Chapter 15:11
The text of the epic song involves a king and his two sons, while the Bible refers to 

an ordinary man with two sons.

Concordances:

LiK fol. 27 (text)

LK fol. 191 (text)

Editorial comment:
(1) No musical notation. Text bears “Mi kegyes Atyank Notajara” 
Graceful Father) (Facs. 1); whose musical notation appears in D, fol. 465 (Pacs. Z), 

see Csomasz, op. cit., p. 644.
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met Mcg-Hallo tea volna, hump nagy e- 
 rcto

Ikor Sennakenb a jerusalc-

rcj^t: Az hivEzekiis nezi cfak Iste-

niqesigy varja beldi ncpe fegetscgct.
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41. MdK, fols 134—136
Balazs Bekesi, “Historia Sodoma [es] Gomora veszodelmerol" (Story of the 

destruction of Sodom and Gomorrah/'*
Date: 1559

Source of text.

Genesis, Chapters 16 and 19

Concordances:
Text incipit appears as an ad notam indication in Janos Pecsi, “Oeconomia 
conjugalis, az hazasok eleterol valo szep enek” (Conjugal economy, a nice song 
about marriage) (Kolozsvar, 1580).
Title appears as an adnotam indication in Mihaly Sztarai, “Vizozonnek historiaja 
(The story about the Flood) (1576): see Szabolcsi, op. cit., I, p. 123.

Editorial comments:
(1) No musical notation. Text bears “ad notam: Mikor Sennakerib" (When 

Sennacherib) whose musical notation appears in IS, fols 68-69 (see Facs.), 

Csomasz, op. cit., pp. 573 and 689.

(2) IS: (j* , misprint; meter is

(3) IS: bar-line missing

(4) jg. _ b — ’ misprint; correct: - — > see Csomasz, op. cit., 573.

(5) IS: o 1 1 scansion requires: J.
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Facs. I

Facs. 2

ok nyomorisAggal t4ete ehibcrnek

.Rakva mindch rdfze rovid idcjtfnck,
-.a 1-T :

A’ mcllyek haragjac jclentik IsTENnek.
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42. LiK, fols 26-28
Janos S. Debreceni, “Cantio optima” (Very good song)(l) 

Date: 1598

Summary of text'.
According to the text of the last strophe, the epic song was written at H unyad on 

the occasion of the siege of Varad in 1598. The fortress located in the city had been 
under Turkish assault for several months. Although the Turks could not occupy t e 
fortress, they destroyed the surrounding villages and killed many people.

Editorial comments:
(1) No musical notation. Text bears “ad notam: Paradicsomnak kegyes szep 

hajleka” (The graceful shelter of paradise) (Facs. 1) that appears as an ad notam 
indication in Peter Lakatos’s lament, “Sok nyomorusaggal elete embernek 
(The life of man is full of miseries) (1598) whose tune appears in IS, tol. 134 
(Facs. 2); see Klaniczay and Stoll, op. cit., I, p. 582, and Csomasz, op. cit., p.

(2) The flat-sign should be observed in order to avoid the diminished fifth interval 
between phrases 1 and 2; however, in phrases 2 and 3 the b-natural might be

considered.

(3) IS: , misprint; correct pitch: J ; see Papp, op. cit., p. 380.
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Facs. 1 _ _ ,
-PSALMVSJ4.

MNotaia : Arpad vala fo az kap;Indcnkoron aldoni az cn Wramot, kitdl va- rom cn mindcn otalmamot.bcnnc vcttcm min- den
Facs. 2

Indcnkoron aidom az cn URaniac, K \ ~~
■1 ’ g

rem cn mindcn oltalmamat, Benue vetem m
. . . —w III » mil— —»X «!■■■ I —. _•*

bizodaimamat; NLndenkoron ditscrem mint URarr.at.
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43. Ambrus Gorcsoni, “Matyas kiraly historiaja” (The story of King Matthias)*1’
Date: 1567-1568
Debrecen, Andras Komlos, 1570-1573

Summary of text:24
Describes the Hungarian settlement in Pannonia (Western Hungary) between 

896—900 under leadership of Arpad. A detailed description is given on the origin of 
Matthias Corvinus (so called because his crest depicts a raven) whose father, Janos 
Hunyadi, was the illegitimate son of King Sigismund of Luxemburg (reigned 
1386-1466) and a Boyar girl. Under King Matthias (reigned 1458-1490) economic 
and cultural life flourished in Hungary. He fought the Turks and the Habsburgs and 
occupied Vienna in 1585. Matthias was respected and loved by the people.

Concordances:
Text appears as an ad notam indication in the following songs: Anonymous 
“Historia az Szigetvarnak veszeserol” (Story about the destruction of Szigetvar) 
(1566); Andras Valkai, “Genealogia historica Regum Hungariae" (1567); Ferenc 
Hunyadi, “Troja” (1569); Matyas Gosorvari, “Az Regi Magyaroknak elso 
beidvesekrol” (About the settlements of the Old Hungarians) (1579); Gyorgy 
Salanki, “Historia cladis Turcicae ad Naduduar (1581); see Csomasz, op. cit. p. 
642.

i* The source of the text is Janos Thuroczi's Chronica Hungarorum (Brunn and Augsburg, 1488). See 

Borsa, op. cit.. p. 314.
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Editorial comments:
(I) No musical notation. Text incipit appears as an adnotam indication in Psalm 34, 

“Mindenkoron aldom az en Uramat” (I pray to my Lord at all times), BA, fol.
313 (Facs. 1) whose tune appears in D, fol. 483. (Facs. 2); see Szabolcsi, A 
magyar zenetortenet kezikonyve, p. 127, and Csomasz, op. cit., pp. 281-282.

(2) D: ; scansion requires: J J)

(3) D i ; scansion requires: J) J

3 ftMM Mfe • ip- -

KISodto cvrs,

tvf f. /M. . Gy..

EHer/eatie^
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44. TS, fols 46- 56v
Albert Gyergyai, “Argirus historiaja” (The story of Argirus)'1’ 

Date: 1590-1600

Facsimile of Bela Bartok’s transcription of “Argirus historiaja .

Er - don sko- szik - la - kon. ski - et - len he - lye - ken

Summary of text:
The story, as indicated in the first strophe, is based on an Italian chronicle.2 It 

describes the adventures of Prince Argirus, who fell in love with the fairy queen. He 
met her in his garden and was enchanted by her beauty. But while they were asleep 
an old woman cut the golden hair of the fairy queen. When they found out what 
happened, she sadly disappeared. Argirus decided to find her. He left his family and 
travelled from country to country. On his journey he had to face various difficulties 
to regain his lover, but after acquiring a pair of shoes, a mantle, and a whip which 
possessed miraculous power, he reached fairyland and married the queen.

Editorial comment:
( 1) The above tune, preserved only through oral tradition, exists in a number-of 
variants.26 The first transcriptions of the tune were made by Bela Bartok (in 907) 
(see Facs ) and Zoltan Kodaly (in 1914)27 that is given above. Both variants indicate 
similar outlines of the tune, but differ with respect to °™men«^ 
pitches. The tune still survives among the people of Transylvania (Csik), Hung y 
(Nyitra), Moldova (Romania), and Bukovina (West Ukraine).

” No precise source is given.
20 Szendrei, Dobszay. and Rajeczky, op. cit., Il, p -44_
21 Kodaly (1955) pp. 5-10. Sec also Chapter III, Plate 27.
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Facs. 1

O Ichet 02gy fokat BoTtunk Smdorro!. 
d Screnczeierdl b’rodalmarol.dcbdueb- 
ben^olionk nagyhatalmarol.kit igazan 
fktt dnk ioKronikabol.

Nagy hadatPhildp kiraly inditocva- 
h, kind Afiara beinduli vala.drdgbi* 
fia Sandor veto iar vala , buz c&«ndd» 
korba akkoron vala.

Facs. 2

XL1L PS^fLMVS.

IOlkhct nagy fokat fzoltunc Dauidrol * 6 Softar 
kdoyuenec diczcretibdUnegia rduideden fxollyunc Dauid» 

to!.
Nagy fzep kSnydrgeflel vegyed efzedben, Dauid Prophc- 

tanac diczeretibeu, hiuec allapMtyat it lend ezben.
En vgy keuankozom vgy mond Iftcnhdz, mint az fzomtu 

Szaruat folyo kin fdhdz, fzomoru Idkcmncc 6 kut fci4 hoz.
Vallyon mikor megyee wram dddben, fzent teremiS Iften 

tekegydmedben, vaHyoni mikor lefzcc Iften keduebenr
En fzemenbdl ki fol kdny hullatafom, Eyid e» mind nap. 

pal kefereg Idkem, c> mindenkor buban all az cn fz iuem.
Mert az en fziuemet igen bufittyac.az hiteden ellenfcg az- 

zzlbofzontyac, bo! vagyon IftcnedJci mcg mentene r

45. Peter Ilosvai Selymes, “Historia Alexandri Magni” (The story of Alexander the 
Great)’11
Date: 1548
Kolozsvar, Andras Komlos, 1574
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Joi - le - het nagy so - kat szol - tunk San - dor - rol.
(2)

De bo - veb - ben szo - lunk nagy ha - tai - ma - rol.

Kit i - ga - zan szet - tiink jo kro - ni - ka - bol.

Summary of text:28

28 The title page indicates the sources of the text which are the biography of Alexander the Great by 
Justinus (1 A. D.) and a fragment from a chronicle by Quintus Curtius (2 A. D.). See Borsa, op. cit., p. 

345.” Because of the great length of the epic song, the author’s intention was to perform it over several 

days as he expressed:
“Leave the rest of the events for another day
Give drink the song writer today."

See Horvath (1957) p. 459.

It is the story of the ambition of Alexander the Great to build his empire. After 
the death of his father in 336 B. C„ Alexander was crowned King of Macedonia. He 
became a legendary hero and won victories in Greece, the eastern Mediterranean 
coast, Egypt, Persia, Babylon, and India. The overwhelming details of the text 
describe not only the military events, but also the exotic life of India and Asia 
Minor, and the customs of the people. While planning still for further conquests. 
Alexander became ill and died at the age of thirty-three.2"

Concordances:
Text incipit appears as an ad notam indication in the following songs: Fabricius 
Szakmari, “Historia ex Parteny Nicenensis” (Kolozsvar, 1577); Miklos Bogati F., 
“Castriota Gyorgy" (Kolozsvar, 1592); Peter Huszti, “Aeneis” (Bartfa, 1582); 
Mihaly Cserenyei, “Az Persia! Monarchiabeli Fejedelmekrol” (Kolozsvar, 1588?); 
Janos Adam, “Az igaz jambor es tokelletes Baratsagrol valb Enek” (Kolozsvar, 
1599); see Csomasz, op. cit., p. 683.
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Editorial comments:
(1) No musical notation. According to Csomasz (op. cit., pp. 374 and 683). it is 

quite possible that the text incipit (see Facs. 1) became the contrafactum 
“Jollehet nagy sokat szoltunk Davidrol” (Indeed, we talked a lot about David) 
whose tune is preserved, in handwriting, in BO, fol. CCLIII (Facs. 2). It is 
important to note that the structure of both verses is identical not only with 
regard to the number of syllables (11), but also their division of 6 + 5 syllables. 
On the other hand, the tune consists of three phrases, while the text of the epic 
song includes four phrases. It was customary in folk songs, ballads, and epic 
songs to use three phrases for four-line strophes by repeating one of the 
phrases.30 Thus, in the present transcription the second phrase is repeated. The 
strophic form obtained through this technique (ABBC) is well-known to the 
epic song repertoire.31

30 Csomasz, op. cit., 564 and 683.
31 See Chapter IV, II/A

(2-3) Handwriting is not clear.
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Facs. I

XXU1 PS ALMI'S, HPT Al A Hi^a emlek^m. 

Demirs regt me C>t>

SZent Dauid Propheta encklo konyuenec fiufzon 
harmad refzeben, bizuan az liiennee az d rex 

va!o nagy gond vifclelcfcbcn , cs baJakoc aduan 
o Szent fclfegvnec mind egefz ckceben, igeo 

dkze-

Facs. 2

S' o i r a i o r,
HaGnUS 1J.- ’Demmuirr^ltmt^nihilmi- 

h'ldttrit,. elS’c.

0icnrDln'd.Piofciicnekl3 koayvcnck hnfion-

kettod fcftibtn. Bavin ii Iflcnuck az 5 rci vaidnajy 

gondvirda^den : <i hAHtir idvaa o Fzcnt PcIAfgcnck

aMadkgcTzckiebcn; igrtrdiackcdiklclkebcamiodca-

hiii KcrcU t y cnck-k epe b ca. ■
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Summary of text:32

The story describes the heroism of Janos Hunyadi (1407—1456), Voivode of 
Transylvania and Governor of Hungary. He achieved several victories over the 
Turkish army arresting them for a few years in the 1430s. He punished the noble­
men who were disloyal to the King (Vladislav Jagello) or to himself.33 He had two 
sons, Laszlo and Matthias. The younger, Matthias, became the King of Hungary in 
1458.

Concordance:

D song No. 260 (tune); see Csomasz, op. cit., pp. 622-623.

Editorial comments:
(1) No musical notation. Text incipit appears as an ad notam indication in Mihaly 

Sztarai, Psalm XXIII, “Szent David Profeta” (The Prophet Saint David), BO, 
fol. LXXXVI (Facs. 1) whose musical notation appears in CC, fol. 175 (Facs. 2); 
see Csomasz, op. cit., p. 623.

(2) ♦ =
(3) Here probably the ‘e h ’ was sung to parallel the neighboring motion in line two, 

‘d-e ~d’.

« The sources of the text were the chronicles by Bonfini, Thuroczi, and Szekely. See Chapter II. fn, 44.
31 In 1442 Dragul (referred to as ‘Dracula'). Voivode of Walachia (Romania) kept Hunyadi in prison.

In 1445 Hunyadi returned to Dragul and killed him. See Heltai (1981) p. 227
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* GONOZ 
AZZONYEMBEREK- nek erkdebekrod vaDo 

xncL

I
Rnak vab erer cot zaz eotuen ez< 
tendeoben az hatalmaa Karol cha*

zarnaJc orzag giewirfeben Auguftaba 

nagq varafban kibe be giewlenck fde»
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47. Kristof Ormprust (Armbrust) “Gonosz asszonyembereknek erkolcsekrol valo 
enek” (Song about the morals of wicked women)
Date: 1550
Vienna, Aquila Egidius, 1550 1552

Summary of text'.
The song was written in 1550 on the occasion of Ormprust’s visit to Augsburg 

where a diet was held by the Holy Roman Emperor, Charles V. His experience with 
an unfriendly old woman, from whom he rented a room, and her bad manners with 
her husband inspired the composer to write a satirical characterization of wicked 
women He relates the story of Orpheus who was killed by the women of Thrace, the 
martyrdom of St. John because of Herod’s wife, the destruction of Troy and 
others all of which were caused by women. He ends the song advising that 
should avoid wicked women because the devil speaks through them.

Editorial comments:

(1) ❖ ❖ ; scansion requires:

(2) Bar-lines are missing.
; scansion requires:

❖ ❖
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Facs. 1

A? IGA? HAT ALT AL PALO IDP&?iLES2^BC 
jcud^ttrfi. 2>(et^i4, Im effflip HtjltrMi 0c, 

DEmi Mwfi.

fnden embernec illic ezt meg tudni, 
es fzdueben erdflen ezt hinni, mennyorfzag 
nac kapuiatmeg nem nyHni , czac azoknac 
kic Iftenbe tndnac btznG

Az hut»nelkul fenki nem iduozulbct,mint
az virag napnalkdl nem zdldolhet,v^(kcibdl 

fenki kt nem fefolhec, oruofTigot ChriGusban ki nem iclbet*

Facs, 2

J( Z IG->fZ HlT^LT^L 
vdo iduo'^ukfnec mondojtrol a Fae- 

lix rumqMt decor ii not titre.

J\4<nden cmbernec illic ezt 
megcudni,« Ihucben cr6f- 

(cneztvgyhinni, mennyor^ag- 
nac kapuiat meg nem nyilni, 
czac azoknac kic IHcnbc cudnac 
bizni.
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48. Andras Szegedi, “Historia az Jerusalem varasanak veszedelmerol” (Story about 
the destruction of Jerusalem)11’
Date: 1553
Debrecen, Andras Komlos, 1574

Summary of text:34
The story describes the destruction of Jerusalem by the Romans in 70 A. D. After 

Vespasian became the Roman Emperor (69-79 A. D.), he decided that his son itus 
should be the commander of his army. Because of the revolts of the Jews against the 
Roman occupation of Jerusalem, in 70 A. D. Titus supported by the Syrians and 
the Egyptians, completely destroyed the city and brought the surviving Jews to 
Rome as slaves. The text describes in great detail the battles between the enemies 
and cautions that the cause of this disaster was the disloyalty of the people ot 

Jerusalem toward God.

Concordance:
Text incipit appears as an ad notam indication in Janos Torkos, “Absolon 
historiaja” (The story of Absolon) (Debrecen, 1570 1573).

Editorial comments:
(1) No musical notation. Text incipit appears as an ad notam-indication in lauda 

“Minden embernec illic ezt megtudni” (All people
BO, fol. XXXX¥ (Facs. 1), whose tune appears in HG, lol. F2 (racs. zj.

» The origin of the text are the works of Josephus Flavius’ (b.37-38 A.D.^00 A.D.) works on

Jewish history. See Klaniczay, op. cit.. p. 398.
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(2) ❖ = J)

(3) Bar-lines are missing.

(5) ; scansion requires:

(6) See 4 above.

Facs. 1

CANTIO AD NOTAM 
meg Habadultam mar az 

^Sannya az vriften hiudinec romlafat, az d fiaijnac le- 
^anijnacrablafat: noha moftelturi, de elnem Benu6- 
di nagy Wdalom vallafat.

Ezeket Hemunkel latuan el keferettunc, illy ^ktelen- 
fegen magunkban el remultunc, Iften beBeddben mies 
valalhattunc, czac nem kgtfegben eftunc.

Az 6- rok kar - bo - zat - tol.
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49. SzG, fols 216-217
Gergely Szegedi, “A magyaroknak siralmas eneke a tatar rablasrol” (The 

lament of the Hungarians over the Tartar pillage)'11

Date: 1566

Nagy szi - da - lom val - la - sat.

Summary of text.
This epic song was written in 1556 at the time of the Tartar pillage_of^Northern 

Hungary It describes the people’s sufferings from many miseries. The Tartars killed 
the newborn children, committed adultery, and beat up the young and the old. A 
large number of Hungarians were enslaved and died of hunger. The song ends with 
a prayer to God to have mercy upon the people and to punish the pagans for their 

sin.
Concordances:

BO fols CLIIII-CLVII (text)

KS Psalm XXVII (tune)

D Psalm XXVII (tune)
Text incipit appears as an ad notam indication in Ambrus Foldvari, “Historia 

Gedeonis” (1607).

Editorial comments:
(1) No musical notation. Text bears the indication

mar az. Itesti halaltol]” (I am freed from corporal death), SzG, fol. 216 (Facs. i), 
whose musical notation appears in Kopetzi and Bagyi, Halott temeteskorra. ..

(Nagyenyed, 1769), fol. 4 (Facs. 2).

207



(2) Kopetzi: <► <> ; scansion requires:❖

(3 ) ‘ c#- ’ is questionable since it is absent from the extant variants of the tune;
see Csomasz, op. cit., 298.

(4) Kopetzi: ; scansion requires:

(5-6) Ibid.

AZ I S T E N N E C R6TTENETES 
haragyarol cs bdntctcfcrol, ki mcg iclcntctet cz mo- 

itani iddbcn, az Spira, Icrcntz Dodorban a- 
zoknac pddaiara kic az hiut mcg ffmcr- 
ucnmcg tagadgyac , avagy cltickollyaG 

j out 7 t!u FtrtKtj: ytlfi L)’ Jmjh.

jzcgcny Kcrcztycnfcg kczdd mcg va 
') kiilniKezdel az 1 lientui igen el cauozni/ze- 

med leuen femnit nemakarz te latni, fil- 
>•> led leuen femmir nem akarz hallani.
$ Ha nc hi fz regenten tie czoda dolgckaiG 
r az Iftemuladot fo< to nagy pcldakn.c, higy 

az « ionnan Ide Iftcn czodainac,igaz volcat erczed clbdl moa 
dafanac.

H Jlocor ingyen mayd rettenetes peldar, Tften tagadafrol 
b Jharaclanezodat, Iftcn haragtarol vcghccetlen dolgot, az 
CluiRus hicirdl erda bironfagor.

Az oLfz orfzagb«n egy fd Dcdor vala, ki Spira FerentZ- 
he* biuatcaik vala, Czitcdellc vataad bazaiavala, dtucn cz- 

><cnddbcn nakor no at vala.

50. BO, fols CCXLI-CCXLVIV

Ferenc Toke, “Spira Ferenc doktor historiaja” (The story of Doctor Ferenc 
Spira)
Date: 1553
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Summary of text:35
The story deals with Ferenc Spira, a wealthy doctor, who lived in the city of 

Citadelle in Italy, c. 50 A. D. Because Spira preached the ‘true religion which was 
against the Pope, he was accused of being a heretic and was summoned to Venice 
When Spira was interrogated he denied his beliefs since he was afraid of losing al 
fe wealS For this reaso^ God pun.shcd him. He became iU and wan^ tocommh 
suicide, but his sons prevented him. In the end he died a natural death.

Concordances:

LK fol. 34 (text)

MdK fol. 105 (text)

Editorial comments:

(D^l 1 1 ; scansion requires:

(2) The melody is preserved in handwriting, in one of the original printings 
(H- Bn FM2/497) (see Facs.) and was discovered by Bence Szabolcsi in 1925. 
The last four notes of the melody are missing. According to
485) the two above endings are both possible. 1 am inclined o avo 
end ng in the Ionian mode, first, because a large number of epic songs start and 
± .he same pitch. and second, those which are. m the rhw 
mode most often start either on the tonic, or the subdominant-and rarely on

the submediant.
sixteenth-century Latin writings by some of the witnesses of this event.

3 5 The sources of the text were 
Sec Varjas (1979) p. 948.

14 Ghezzo
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Facs. 1 , ,
E^thUu/rondtlhet^. It^u; Mtyi fvhu 
f*l*\ tmitrntt t (Jc,

kjnagya kozocc egy iogondgyaem- , 
bcrncc, ki bizonnyat igen nr hcz az T< finer, 
mrg kdl valni az Tefhulaz Ldcknec, halalt 
kd fzenuedni minden embernec.

Emlckezzdnc azertmoft az ha’alrol.az A-
___ damnacbun^ncc oSoldgyarel, azhalalnac 

nagykegyetlcnvolcarol,mindenekend ^talkodafaroL

Facs. 2

Notaja: Nag] banatban David nikoronj 
'valaS^'j, 'Foha^kcdom hozzad- 

\lrarn.

MEnnyi fokat Cxol az I Heu emberncc, 
V6get vctDcfoc felc buneiocc, 
Mcrtidciclcficnazitclctnec,

AzgonoCioc njiluan pokolban cnennec

Facs. 3 

SZENT EORBALA SZUZROL.

Kaga fzinben d ozott Meny - Afzfzonvsag, Tobb 

if f ®!
jblzagok kozt, a lelki tUztasag Nem cr azzal iemmi 1 JJi

gazdagsag. Mert vibgon ez mafodik Angyalsag.
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51 Andras Valkai, “Historia, enec szerent szerezve az longobardvsoc tized 
kirallyokrol Andoinusrol es annac fiarol Alboinusrol” (Story set to music about the 
tenth Longobard King Andoinus and his son Alboinus)'

Date: 1579
Kolozsvar, Mrs. Gaspar Heltai, 1580

Summary of text:36
The novel subject of the epic sons bribes the occupation of Pannonia in the 

sixth century by the Longobards under King Andoinus. He was succeeded by his 
son Alboinus. a great fighter, who killed Kunimunda the kingj ofUhe Gep^ 
Kunimunda’s daughter Rosimunda. was enslaved but beeau e of her y 
Alboinus married her. She followed him on his conquest of Italy and decided to 
avenge her father’s death. She asked two men from Alboinus’s army to murder-him 
while sleeping. Later she married Elmikus. whom she "ed t0 
marry Captain Longius. She gave Elmikus poison to drink but because 
observed it he forced her also to drink. Finally they both died.

Editorial comments:
(HNo musical notation. The text bears the adnotam indication “Gongya kozottegy 

fo gongya” (The greatest worry of all),37 for which no musical 
However, this lune probably can be traced through a chain of ad notam
indications which occur in sixteenth-to eighteenth-century songbooks: in SO,

1 . The .objoe! of this epic has been Ub. ft.™ Aim-. ktM. 
(Basel, 1568, fols 144 160.) See Borsa, op. at., p. 440.

31 Csomasz, op. cit.. p. 747.

211
14*



fol. CCCI1H, the text bears the indication “Mennyi sokat szol az Isten 
embernec” (God speaks to man a great deal) (Facs. 1) which subsequently 
appeared in Albert Szenci Molnar’s Psalterium Ungaricum (Herborn, 1607), fol. 
54, bearing “ad notam: Nagy banatban David mikoron vala” (David in his great 
sufferings) (Facs. 2). The musical notation of the latter one occurs in D, fol. 
118.38 The earliest surviving musical notation of this tune is with the text “Szent 
Borbala sziizrol” (The Virgin Saint Barbara) that occurs in CC, fol. 268, 
published in 1792 (Facs. 3) and that has been observed for the transcription.39

(2); = ^

Facs. 1

IV11 PS L MVS, Mtfcrere met Dtw miferert mti. ^4 Cjrtu tt 
ntke

Rgalmazz VR IQen immaran cnne- 
kem, Irgalmas VR Iften immaran en- 
nekem,mcrt te benned bizic Vram as 
cn lelkem, «tc benned nyugfzic V* 
ram az en fziuem.

Facs. 2

1 sammo;JL Rgalmazz UR Isten ! immAron Innlkem. Irgalmazz,UR Isten! imm^ron &m^kem.Mert te benned bizik Uram?az ^nlelkem^ Este bennednyugrzikURam!azdn fzivem.
38 Op. cit., p. 294.
39 Op. cit., p. 293.
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52. ICS, fols 45v-52

Ferenc Wathay, “Szinan es Ibrahim basa idejeben lett tatar rablasrul valo 
historia” (Story about the Tartar pillage in the time of Szinan and Ibrahim Pasha)(l) 
Date: 1603

Mcly - bol mind urs sze - geny jc - les pel - dat ve - het.

Hogy egy - a - rant el - te mind- ve - gig nem le - het.

Summary of text:

This epic song was written in 1603 shortly after Ferenc Wathay had been 
enslaved by the Turks and sent to Constantinople.

In 1593, Szinan Pasha occupied the city of Veszprem and enslaved many 
Hungarians. In the following years many other cities (Eger, Gyor, and others) were 
occupied or set afire by the Turks or Tartars. Women and children were enslaved 
and transported in baskets on camels to Constantinople, where Wathay met some 
of them.40 At the end of the song Wathay asks the people to believe in God because 
He will help them as He helped Gideon defeat the Midianites,41 and King Hezekiah 
of Judea overcome the Assyrian Emperor Sennacherib.42

40 Such an event is painted by Wathay himself in his songbook on fol. 44.
41 Judges, Chapter 7.
42 Kings II, Chapters 18-19.

Concordances:

Cane. fols Ai-Cij, the indication "ad notam Cyrus" appears in Istvan D. 
Temesvari, “Historias enec az ieles gyozedelemrol.. . Erdelbe a 
Kenyermezdien” (Epic song about the great victory.. . in Transylvania on 
the field of Kenyermezo) (1569)
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Texts bearing the indication “ad notam Cyrus”: Gaspar Frater, “Historia az 
pogany Antiochus kiralynak kegyetlenkodesserol” (Story about the cruelties of 
the pagan King Antiochus) (Bartfa, Gutgesell, c. 1582); Anonymous, “Az 
Fortunatusrol valo szep historia” (Story about Fortunatus) (Kolozsvar, Heltai, 
1583); see Csomasz, op. cit., pp. 618 621.

Editorial comments'.

(1) No musical notation. Text bears the indication “A Cyrus eneke Notaiara” (ad 
notam Cyrus) (see Chapter III, Plate 26) for which no musical notation exists. 
The indication also appears in Psalm LVII, “Irgalmazz Ur Isten immaron 
ennekem” (Lord have mercy upon me), BO, fol. CVIV (Facs. 1), whose tune is 
notated in KS, fol. 124 (Facs. 2); see Lajos Nagy, Wathay Ferenc enekes konyve, 
II, 181 —

(2) KS: | ; scansion requires: J J J J
(3) KS: I I I ; Ibid.
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Appendix
BIOGRAPHICAL

NOTES ON SIXTEENTH-CENTURY
EPIC SONG WRITERS1

1 The information available about most of the sixteenth-century composers of epic song is minimal. 
In some instances the information is furnished only through their songs (in the last stanza or in the 
acrostics). We know nothing about Albert Gyergyai (the composer of song No. 44).

2 Klaniczay (1964) p. 353.
3 Csomasz (1950) p. 396.
* Szinnyei (1896-1914) II. pp. 353-354.
3 Varjas(1982) p. 245.
» Sz. Molnar (1981) p. 334.
7 Klaniczay, op. cit., p. 353.
8 Varjas(1979) I. p. 951.

BARANYAI, Pal is known only as a Protestant preacher in Szekesfehervar in the middle 
of the sixteenth century2 (No. 40).

BATIZI, Andras (c. 1510 - c. 1546) was a student of the famous Protestant teacher Istvan 
Galszecsi (d. 1543). In 1530 he lived in Kassa (today Ko?ice in Czechoslovakia) as a teacher 
and later held similar positions in Tokaj and Ujhely. Batizi probably started to write epic 
songs during the 1530s, and it is assumed that he also composed their music.3 In 1542 he 
studied theology at the university in Wittenberg (Nos 1, 3, and 14).

BEKESI, Balazs was a scribe and writer of epic songs in the city of Gyula (No. 41).
BI AI, Gaspar studied at the university in Wittenberg circa 1542. About 1544 he became a 

Reformed minister and teacher in Temesvar (today Timisoara in Romania) (No. 6).
CSIKEI, Istvan was a Reformed minister4 (No. 7).
DEBRECENI, S. Janos was a songwriter and a Protestant minister in Szanto and Karoly5 

(No. 42).
DEZSI, Andras was a teacher and a Protestant preacher in Debrecen from 1549 to 1552 

(Nos 5 and 9).
FARKAS, Andras studied at the university in Wittenberg in 1531. After his return to 

Hungary he became a Protestant preacher (No. 2).
GORCSONl, Ambrus was a scribe for the Drugeth family in Homonna. He later became 

the custodian at the castle in Munkacs (today Munkachevo in the Soviet Union) (No. 43).
ILOSVAISELYMES, Peter was a school-master in Nagyida in 1548 and later in Szatmar. 

He was a militant Protestant, one reason why he was highly regarded by his contemporaries6 
(No. 45).

KAKONYI, Peter was a Protestant preacher in Hercegszollo circa 1544’ (Nos 4 and 10).
NAGYBANKAI, Matyas (b. 1510/20 ?) was a Protestant teacher/minister in Nagyszom- 

bat (today Trnava in Czechoslovakia) who began his career circa 1540.8 Like other 

215



Protestants, he was persecuted, and his lyrical poems contain allusions to his sufferings9 (No. 
46).

ORMPRUST (ARMBRUST), Kristof (d. 1600) was a Transylvanian Saxon who studied 
in Szeben, Vienna, and Padua. He was later appointed to the Court at Vienna, where he also 
worked at the Hungarian chancellery, thus giving him occasion in 1550 to visit Augsburg, 
where he wrote one of his epic songs.10 Ormprust was a good friend of a number of 
Hungarian noblemen (Ferenc Forgacs, Antal Verancsics, and others). He married Maria 
Wetteli from England11 (No. 47).

SZEGEDI, Andras was a wandering musician who appeared at the Hungarian estate of 
the Telegdi family in 1550 (No. 48).

SZEGEDI, Gergely (b. Szeged, 1511-d. Debrecen, 1570) studied in Wittenberg in 1556. 
From 1557 he served as Protestant minister in Debrecen. In 1563 he moved to Tokaj, where 
he lived at the court of Ferenc Nemeti. From 1564 to 1566 he served Gaspar Magocsi, the 
commander of the castle in Eger 12 (No. 49).

SZEKELY, Balazs was matriculated at the University of Krakow in 1527 under the name 
of Blasius Siculus de Transylvania. Later he became a school-master and the tutor for the 
sons of the noblemen Ferenc Revai13 (No. 8).

SZKHAROSI HORVAT, Andras initiated his career as a Franciscan monk, but later 
became a militant Protestant. From 1542 to 1549 he was a minister in Taliya (in the Zemplen 
region) (No. 17).

SZTARAI, Mihaly was a former Franciscan who studied in Padova. He later converted to 
Protestantism and became a preacher in the regions of Baranya and Tolna. From 1564 to 
1568 he worked in Sarospatak and later in Papa. He was still alive in 1574.14 (See Nos 10 and 
16, Concordances.)

TINODI LANTOS, Sebestyen is the most prolific composer of sixteenth-century epic 
songs. He came from a bourgeois family.15 Although the dates and places of his education 
are unknown, his library came to include Bonfini and Virgil and thus shows his interest in 
Latin poetry and prose. Tezla has conjectured that he attended a Latin school in Pecs.16 
Tinodi participated in the battles against the Turks, and in 1538 he was wounded in 
Dombovar, where he lost three fingers from his left hand. The following years he served as 
soldier and musician at the courts of noblemen (Balint Torok and Imre Werbdczi) in 
Szigetvar.17 In 1548 he was found at Andras Bathori’s estate in Nyirbator. He also bought a 
house in Kassa and lived there circa 1552. In 1553 Tinodi was raised to noble rank by 
Ferdinand I.18 In the same year he went to Kolozsvar, where he published his Cronica.19 He 
died at the court of Tamas Nadasdy in Sarvar, where he is buried (Nos 18-38).

TdKE, Ferenc was probably a minister, or teacher at the court of Miklos Banffy in 
Alsolindva in 155320 (No. 50).

’ J. Horvath, op. cit., p. 240.
10 See Chapter VI, No. 47.
11 Horvath, op. cit., p. 241.
12 Varjas, op. cit., I, p. 948.
13 Szinnyei, op. cit., XIII, p. 573.
14 Varjas, op. cit., I, 946.
15 Dezsi (1912) p. 6.
16 Tezla, (1970) p. 568.
17 In the same year Tinodi attended a parliamentary session in Nagyszombat. Tezla, op. cit., p. 569.
18 See Chapter II, fn. 41, and Plate 19.
19 See Chapter III, songbook No. 2.
20 Varjas, op. cil., p. 948.
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VALK AI Andras (1540-1586) of Kalotaszcg was a nobleman ot Unitarian faith. During 
the reign of King John Sigismund (155^-1571) he was a notary to the Transylvanian 
Chancellor, and from 1572 served in the Royal Court of Appeals (No. 51).

WATHAY Ferenc is well-known thanks to his biography included in his Songbook. He 
was born in vk in September, 1568. He attended school in Nemetiijvar and Sopron. and in 
1584 he started his career as a soldier at the castle in Tihany. In 1602 he was appointed 
assistant commander at Szekesfehervar. When the city was conquered by the Turks in 1603 
he was taken captive and was sent to Constantinople, where he was imprisoned in the Black 
Tower In his poems, he describes the miseries that he and his colleagues suffered in Turkish 
captivity. Owing to the intervention of some of the Hungarian noblemen, Wathay was sent 
back to Buda in 1605, but was transferred to a prison in the ‘Csonka’ (Ruined) tower. The 
following year he was found in Nandorfehervar. It was probably in 1606 that he was released, 
and he became the commander of the castles in Gyor and later Cscsznek. The date and place 
of Wathay’s death are unknown (No. 52).

21 See Chapter III, MS No. 2.

15 Ghezzo
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LIST OF PLATES

Plate 1. Fortress in Eger (13—16th centuries)
Photo by M. A. Ghezzo, 1981.

Plate 2. The trisection of Hungary in the sixteenth century. Unger, M. and Szabo, O., Magyarorszdg 
tortenete (The History of Hungary), Budapest, Gondolat, 1973, p. 117.

Plate 3. Istvan Szegedi Kiss (1502-1572)
A magyar zenetortenet kepeskonyve (The Picture-Book of the Hungarian History of Music), ed. by D. 
Keresztury, Z. Falvy, and Vecsey, Budapest, Magveto Kiado, 1960, p. 57.

Plate 4. Interior of a Reformed church in Mand, representing the balcony for the singers (top of the 
picture), benches for the congregation, a wooden-stand with prayers (left) and a table for the ceremony. 
The decoration of the furniture is remarkable for the early Hungarian style.
Photo by M. A. Ghezzo, 1981.

Plate 5. Protestant preachers standing at the court of justice in Pozsony (Bratislava)
A magyarorszdgi gdlyarah predikatorok emlekezete (The Memories of the Hungarian Galley-Slave 
Preachers) ed. by L. Makkai, Budapest, Magyar Helikon, 1976, p. 59.

Plate 6. Johannes Honterus’s printer mark
Soltesz. Z. Mrs., A magyarorszdgi konyvdiszites a XVI. szdzadban (Ornaments of Sixteenth-Century 
Hungarian Books), Budapest, Akademiai Kiado, 1961, Plate II.

Plate 7. The title page of the Uj Testamentum (New Testament) by Janos Sylvester printed with 
fraktur type fonts in 1541
Soltesz, op. cit., Plate VIII.

Plate 8. Gaspar Heltai, Biblianac elso resze (Bible, Volume One) from the copy in the National 
Szechenyi Library
Photo by M. A. Ghezzo, 1981.

Plate 9. Contents of the Old Testament in Heltai's Bible, from the copy in the National Szechenyi 
Library
Photo by M. A. Ghezzo, 1981.

Plate 10. Gal Huszar’s printer mark
Soltesz, dp. cit.. Plate XXX11.

Plate II. Raphael Hoffhalter’s engraving of his coat-of-arms
Soltesz, op. cit.. Plate XXXVIIL

Plate 12. Crossing the Red Sea. Wood engraving by Manlius in Gergely Frankovics’s Hasznos es 
fbliitte sziikseges konyv (The Useful and Needed Book) printed in 1588.
Soltesz, op. cit.. Plate LXV.

Plate 13. Ornamental initials from Borncmisza’s Enekec hdrom rendbe (Songs in Three Parts) from the 
facsimile edition

Plate 14. Fragment from “Szabacs viadala" (The fight at Szabacs), (1476).
Photo by M. A. Ghezzo, 1981, from the copy in the National Szechenyi Library.
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Plate 15. Hungarian shaman's ocarina-type instrument from the 9-1 Oth centuries 
Zolnay, L„ A magyar muzsika regi szazadaibol (From the Old Centuries of Hungarian Music), Budapest, 
Magvetd Kiado, 1977, p. 49.

Plate 16. Ornamented membranes of “magic drums" from the Altai region (Mongolia)
Kodaly, Z., "Zcnei nephagyomany” (Musical folk tradition) in A magyarsag neprajza, II. (Hungarian 
Ethnography), Budapest, Magyar Kiralyi Egyetemi Nyomda, 1942, Plate LXIL 
Photo by M. A. Ghezzo. 1981.

Plate 17. Epic song about St. Job in Bornemisza’s Enekec haram rendbe, (Songs in Three Parts), fol.
cccxxxr

Plate 18. Hungarian lute player on the ornamental moulding of the Fricsi castle 
A magyar zenetortenet kepeskonyve, p. 18.

Plate 19. Tinddi’s coat-of-arms from his Cronica (1554), fol. q4 from the facsimile edition

Plate 20. Tamas Kiss epic song performer, holding the “pumpkin cither" (tok citera ip Hungarian, 
tuned c'-g2). The picture on the left represents his three-stringed fiddle or hegedd (tuned c'-g'-c2) made 
by Kristof Nagy in Kecskemet in 1976. The picture below represents his double-four-stringed koboz 
(tuned GG-d'-d'-g'-g'-c2-c2) which is played with a plectrum, and was made in Transylvania. 
Photos by M. A. Ghezzo, 1981.

Plate 21. Epic song performers (clockwise, Istvan Toth. Andras Kecskes, Istvan Szabo) at the Kinizsi 
fortress in Nagyvazsony
Photo by M. A. Ghezzo, 1981.

Plate 22. The title page of Tinodi’s Cronica engraved by Jacobus Lucius (1554) from the facsimile 
edition

Plate 23. The title page of Gaspar Heltai's Cancionale (1574) from the facsimile edition

Plate 24. The title page of Bornemisza’s Enekec haram rendbe (1582) from the facsimile edition

Plate 25. The title page of A Keresztyeni gyiilekezetben valo isteni diczeretek (Psalms to God for 
Christian Congregations), (1566) from the facsimile edition

Plate 26. Facsimile of Ferenc Wathay’s epic song “Szinan es Ibrahim idejeben lett tatar rablasrol valo 
historia” (Story about the Tartar pillage in the time of Szinan and Ibrahim Pasha) 1603, from his Enekes 
kiinyv (Song book), preserved at the National Szechenyi Library, MS M. Cod. 4r29, fol. 45*.
Photo by M. A. Ghezzo, 1981.

Plate 27. Facsimile of “Argirus historiaja” (The story of Argirus) 1618, preserved in the Enekeskbnyv 
(Songbook) by Gyorgy Tatrosi. National Szechenyi Library, MS Oct. Hung. 939 fol. 46.

Plate 28. Facsimile from Matyas B. Devai’s Ortographia Ungarica (1538) from the copy in the Library 
of the Hungarian Academy of Sciences
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LIST OF MUSIC EXAMPLES

Example 1. Comparison of (a) the vigil song “Zugodik diil-ful magaban a vilag” (The world 
complains and fumes with rage), and (b) Tinodi’s epic song “Eger var viadalarol szolo enek" (Story 
about the combat at the fortress in Eger) from his Cronica, fol. N2'.

Example 2. The “Eleazar" tune and its surviving variants in the folk tradition. From Szendrei, 
Dobszay and Rajeczky, A XVl-XVII. szazadi dallamaink a nepi emlekezetben (Our 16—17th Century 
Songs in Folk Tradition), Vol. II. Budapest, Akademiai Kiado, 1979, pp. 30-31.

Example 3. Tinddi, “Hadnagyoknak tanusag..." (Instructions to lieutenants) 1550?, from his 
Cronica, fol. h2v.

Example 4. Tinodi, “Karol csaszar hada Saxoniaba... ” (The battle of the Emperor Karol in 
Saxony) 1546, from his Cronica, fol. a.

Example 5. Tinodi’s "Hadnagyoknak tanusag.. (Instructions to lieutenants) MS preserved at the 
Episcopal Library in Pecs. From L. Dezsi, Tinddi Sebestyen, Budapest, Magyar Tortenelmi Tarsulat, 
1912, p. 83.
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