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1. Introduction

According to Endre Hegyi the factors determining language teaching
are the objective conditions, including the duration of teaching, the foreign
environment and the linguistic milieu that has to be artificially created, and
the subjective conditions that are made up of learners and teachers (Hegyi
1967, 5-12). Béla Giay ascribes great importance to the language learners’
age and psychological characteristics, the composition of the learners’ group,
the course books and teaching tools, and the demands and expectations
towards language teaching (Giay — Nador 1998, 247). The area of the third
condition is didactics that objectively influences the concept of our teaching
and the forming of our methodology and forms the basis of the language
teachers’ preparedness in teaching methodology (Hegyi 1967, 5-12), by
means of which they may be the possessors and developers of a wide
methodological basis that provides high level of motivation.

During my studies and through my practical work I have often
experienced that the so far known and applied methodological tools and
processes created through scientific work often prove to be insufficient
and make the teacher face a problem that seems to be almost unsolvable in
the given situation. An essential condition of the successful pedagogical
work, the successful relationship between teacher and student and the
effectiveness of the joint work is the students’ former knowledge, their
attitude towards the language and their motivation. It is not the same whether
students have professional or other interest in language learning (Antal 2010).

2. Who study Hungarian?

I work as a visiting lecturer of Hungarian in Bulgaria, I do not teach
Hungarian in the target language environment. Three semesters long I was
doing a survey in which I was examining why my students decide to study
Hungarian, and, besides their abilities and competencies forming the basis
of their effective learning, which types of learning motivation make them
study Hungarian for a long period.
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The first places of the order of importance examining preferences
of language choice were taken by the interest in Hungarian being a peculiar
language and culture and by the verification of the student’s own ability,
ambition and thirst for knowledge.

The students specified the positive, friendly, open-minded atmosphere
of the classes, the teacher’s personality and competence and the good
company as the reasons for staying; in the education system and for the
motivation to continue studying, in addition they marked their satisfaction
with the instructor, the methods, the teaching style, the instructor’s
competence and the atmosphere of the language classes. In virtue of the
atmosphere of the Hungarian courses they also consider their studies as
recreation activity (Antal 2010).

Thus, in an environment of such complex motivation learning the
language as goal and as tool is equally important to them. What takes the
first place in the order of importance varies almost from person to person
and depends on the student’s motivation of their language choice and their
different levels of knowledge.

The general experience of language pedagogy is that those students
whose main motivating force is their commitment to and interest in the
profession aim at understanding and acquiring the language as soon as
possible. In this case language as a form of expression is related to the
professional conceptual-objective meaning (Hegyi 1967, 5-12). In the case
of those who specify the peculiarity of the Hungarian language, the
positive attitude towards the Hungarian language and culture or their
personal challenge as the most important motivation in their language choice,
and the learning of the profession takes place in the lower degrees of the
order of importance, knowing the language as a form of expression and
getting to know its culture becomes important.

3. Methodological requirements

During my classes, when discussing a grammatical problem, my
students often ask me questions that I may answer only through a game in
spite of the fact that I work with adults. Despite this and based on my
practical experience I put the question: what happens if one validates the
holistic approach among adults, too? (For example, similarly to the way a
child acquires the system of sounds, the words and the grammatical structures
at the same time.) To do so one may rely on the game theory and some
playful methods.
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Studying course books and writings about methodology, I have noticed
that besides the games that can be found among the ordinary methodological
tools and besides some classic poetry and folksongs, neither course book
writers, nor methodology experts use a wide interdisciplinary approach.

Knowing my university environment and students and analyzing my
possibilities, I have drawn up the following:

¢ First of all I need to set my goals that are based on the given
situations and the given students. These are goals that change almost every
semester (or from academic year to academic year).

® The material to be acquired needs to be planned according to the
demands, requirements and aims of individuals or mosaic groups.

® When choosing the linguistic material, one also needs to live up the
requirements of students that are motivated on diverse levels.

® The methodological basis that meets the above mentioned wide
range of goals and curriculum needs to be further developed. One needs to
let in such areas of science and arts that have appeared in the Hungarian as
a foreign language teaching to a lesser extent so far but may promote the
successful language teaching through good analogies.

Living up to these requirements, relying on the game theory (within
that especially on folk games) and its practice, the theory and practice of
folk dance, the folk poetry and folk music, and the pedagogic and developing
results of these areas, I have applied processes that:

® help the correct (clear) pronunciation;

® create a speech situation in a playful way;

® make one practice and understand the right intonation of the modes;

® make one understand the suffixation, its use and conditioning;

® provide situations that may be evoked in memorable and real
situations, too;

® teach one to understand the non-verbal, identification gestures.

They contribute to:

® the creation of the milieu of the classes;

® the students’ being familiar with a part of the culture of the Hungarian
language environment (folksong, folk game, folk music, poetry, written
music).
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I borrowed the interpretation of the expression ‘process’ from the
methodology of dance teaching (Antal 2002, 121). According to my interpre-
tation, the processes in the teaching methodology of Hungarian as a foreign
language are activities that are specifically carried out and adapted to the
learners’ age, linguistic motivation and preparedness, and by complementing
the applied methods they help understand the tasks and practice and also
help the linguistic exercises become internalized quickly and exactly. Such
processes are the playful language learning and the improvisation.

By applying the playful language learning we may take advantage
of the possibilities lying in games, songs and dance. Here games and dance
are not regarded merely as curriculum but are used as tools. Students reach
their goals through games, ditties, songs without being aware of it. This
process is also very suitable to keep the interest on a constant level.

The improvisation consists of the language learners’ acquired
knowledge from which, in a given moment, they consciously choose certain
expressions and long-used phrases or the visually engraved memories along
with them. The already done movement appears as an effect of some external
stimulus (situation, music, occasion, etc.). We may define the didactic steps
the following way:

® learning the details and procedure of several typical, original versions;

® processing these and creating a freer synthesis, forming the “readiness
of speech”;

® creating shorter and longer speech situations.

The levels and exercises of the application of improvisation depend
on the learners’ age, willingness to play and knowledge.

We can find the basis of thematic improvisation in our singing and
dancing folk games. The dialogues and pantomimic gestures that occur in
these games are actually thematic exercises. The unbridled game, despite its
constraints, allows various individual variations and solutions.

The goal of the improvisation is the development of creativity. It
cannot substitute teaching. It only reflects the material that the learner knows,
dares to or is able to apply. Beyond checking it serves the function of
deepening the knowledge, reinforcement and practice. It provides the teacher
with information about what they still need to get back to and which errors
need to be corrected. The methodology of teaching drama provides a vast
storehouse for its application.
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Naturally, I do not think that these processes may be applied in every
phase and on every level of education but it is proven that adults like playing
games, too. As main principle I have followed the complex forming and
development of competences, the priority of verbalism and the creation of a
Hungarian language environment with English or Hungarian as the mediating
language in class. The processes may render mainly the methods of the
presentation of the curriculum and the methods of the complex practice of
the studied material more effective (cf. Giay — Nador 1998, 256).

4. The cornerstones of complexity

Tools other than language may provide a great assistance in language
teaching. During my lessons music, singing, as well as games and dance
that provide for the complexity of movement — text — song play a major role
as curriculum content, tool or process — depending on what kind of exercise
or place is devoted to them in class.

They are not only tools or processes but knowledge that provides
not only cognitive knowledge about Hungary but through multi-faceted
approach they bring one closer to it emotionally as well. They give information
not only about the capital of the country, its geography, architecture, economic
situation but also about the soul of the living people, their games, songs,
emotions and arts. In the interacting dialectics of getting knowledge and its
application one needs to find their place, let it be acquiring new knowledge
or the continuous forming of the necessary skills through new knowledge
by applying former knowledge, which ultimately needs to develop into
competence (Hegyi 1967, 5-12).

From a psychological point of view games — for a given age — are a
possible form of self expression, cognition and in general that of social
existence. A mentally healthy person does not always consciously aim at
identifying themselves with their environment made up of a social group
and its culture. One of the first tools of this psychologically driven adaptation
is games. Why can games be important for us from a pedagogical point of
view?

— Because they are realistic but not real actions. Games only “play”,
“animate” the real world but its laws do not apply to them.

— A semiotic feature of games is their use of signs: the denotat of the
sign can be found in each case, i.e. the game indicates something(s) that
actually exist(s). It is not a productive activity but forms certain competences,
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orientations and points of view, that is it prepares individuals and groups for
doing productive activities that can be measured financially, too. This element
fundamentally characterizes all learning activities, it essentially characterizes
socialization itself through which the individual and/ or the group acquire
the rules and laws of living in the given culture. The “result” of the game is
the content knowledge of the rules and laws, the recognition of the frames
of living in a given culture. We may also say that game is a social action: the
game also has subjects (the players), objects (the things that are played, the
roles), codes (objective, verbal, gesture), spatial and temporal frames
(Niedermiiller 1990, 537-539).

The rhymes, the singing game and the folk dance are the complex
presentation of rhythm, melody, text, plot, movement or function. They are
verbal and non-verbal (gesture) systems (Antal 2002, 36—40). The roles
within the playing groups, the relationship between the players are expressed
by prose and sung texts and their tones. The messages are reinforced by
gestures and mimicry. The roles (animal, object, bride, bridegroom, etc.)
may be expressed by movements, gestures, non-verbal signs. These are
obvious for everyone in the context of the group. Even though full external
imitations (such as the iconic expression of washing oneself, combing one’s
hair, sleeping, flying, etc.) are little in our games, there are more symbolic
expressions of role plays, the meanings of which are more than their simple
significance. They are always connected to a specific occasion, they always
happen in the interest of a clearly definable aim and intention: putting the
baby to sleep, feeding, healing, doing exercises, playing a plot, with a ritual
or entertaining function, etc. (Borsai 1984, 17-110). Among other things it
develops the sense of rhythm and melody; with its bound and free forms
and variations it spontaneously creates the synthesis of the musical motional
mother tongue and the general international game — dance — gesture — language.
The link to the musical foundation of the auditory education is obvious. The
sung music together with the motion establishes a constant relationship
between the two functions. The movements or chains of movements during
rhymes, games or dance are realized by rhythmic texts, declaiming or melodic
intonation, richly designed melody motives or accompanying melodies formed
by twin-bar structures (Borsai 1981, 23—-24). The instrumental dance music
without singing becomes a living activity by dancing. All of these are realized
mainly in communal frames. Let us compare this to some stipulations dealing
with the close relationship between music and language.
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Ivan Fénagy mentions the parental experience that during the period
a child learns to speak, the melody of the sentence precedes the sentence
itself. Thus, during the ontogenesis the already existing melody spans get
filled up with linguistic content. According to this the melody, the music is
already in us when language is born (Fénagy 1990, 2). Let us add that both
empirical observations and research have also shown that they are linked to
a movement or motion both in the case of a child and that of an adult
holding their child on their lap. Zoltan Kodaly might have been right indeed
when he said that the development of musical mother tongue starts already
in the uterus — the way that of the mother tongue, too.

According to Laszlo6 Dedk one may draw parallels between speech
sound and musical sound, syllable and motif, word and topic, syntagm and
period, sentence and musical phrase, text and movement but the functions
are as different as they are similar. Some examples to be thought of are cited
by Géza Balazs:

“...the musical sound is a qualified speech sound (differentiated
according to the voice pitch). (...) The closest relative of the musical sound
is the notes’ names. (...) ...the musical word, the lexeme typically matches
the motif. (...) If the motif is typically the signifier of the word, the lexeme,
then the topic stands for the syntagm. (...) The argument exists in music as
well; it is a sound, motif, chord or the combination of these that typically or
compulsorily stands in front of or after something. (...) The musical sentence
is related to the sentence of human language... (...) The musical sentence
has a closed intonation structure...” (...)

“The simple sentence is a sentence that either does not contain clearly
recognizable motif transformations or is made up of one single motif and its
transformations and does not contain a caesura capable of breaking up the
pulsation... (...) The inarticulate sentence is a sentence that does not have a
motif structure and does not relate to any other sentence in a text as for the
transformation of the elements. Such is the long-held sound with the wooden
horn...” (Balazs 2006).

According to Gabor Czak¢ the first and most spectacular similarity
between our folksongs and speech is the use of pictures, furthermore,
suffixation is our basic linguistic experience because the root system is the
inward, maintaining force of our language. The simpler sentence is structured
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the same way: the message is put in the beginning. The Hungarian folksong
has exactly the same structure: it starts with a powerful picture that is
complemented by others that fit them as if they were suffixes: “Az hol én
elmegyek, / Még a fak es sirnak, / Gyenge agaikrol / Levelek lehullnak.” He
also draws one’s attention to the fact that the ancient Hungarian descending-
falling melody style is represented in the basic structure of the Hungarian
declarative sentence. (Naturally, only if one does not “sing”, that is one does
not utter the end of the sentence at a higher pitch.) In our songs the tone
descends until the next sentence, i.e. the next musical thought (Czaké 2008).

The above stated may be compared to folk dance, the movements of
which are bound; the rhythm of the music and often the articulation of the
recitative bind the steps. Children are already familiar with this kind of
articulation through rhymes and child games, which facilitates the learning
of the dance. Regarding the structural construction of dance, Gydrgy Martin
states the following: the smallest, meaningful unit of dance is the motif
whose elements are the phases. Their extended forms are made up of extended
motifs and motif chains of various complements and repetitions. Phases
and movements are born of them creating “dance phrases”. The laws of the
motifs and their compounds making up the dance treasure may be compared
both to the living, rhythmic speech and the processes of melody creation:
independent, closed units, rhythm, break at the end of the “sentence”, relief,
descending intonation, rhythmic closing forms, rhymes as cadences,
lengthening of the rhythm value (Martin — Lanyi 1964, 59-67).

The basis of the complexity needs to be looked for in these similarities,
through the utilization of which tools and processes may be developed.

5. Summary

In my paper I have studied a theoretical basis through which I can
enrich the methodological basis of the Hungarian as a foreign language teaching
for myself in a way that I can apply it among adults, too.

I have ascribed importance to games as activities oriented to future
through which learners, without noticing it, can quickly apply grammar and
understand a grammatical problem of the given moment or appearing later.

In my methodology the rhymes, the complexity of dance and games
of singing, moving and dancing play an important role, by the help of which
the synthesis of them and that of language may be created. The complexity
of the song text and movements, their mutual helping and reinforcing effects,
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as well as the positive emotional impact lying in the complexity may render
language teaching and the relationship towards the Hungarian language more
effective.

I consider it important that the tools and processes created along the
above mentioned criteria may bring the foreign student emotionally closer
to Hungary. I intend this to be the topic of another study.
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OOJIKJIOPHUTE TPAANLIU B TTPEITOJABAHETO
HA YHI'APCKU E3UK KATO UV

KOdUA AHTAI
Pe3tome

IpenonaBaneTo Ha YHTapCKUS €3MK KaTo IyXJ, ¢ e(heKTHBEH caMO TOTaBa,
KOraTo UMaMe ICHH IIENH, Mo3HaBaMe 100pe 00CTosATeNCcTBaTa, KOUTO CIOCOOCTBaT
3a ycliexa Ha Hamara pabora u (aKTopHuTe, KOUTO IIOCTABIT TPYIHOCTH IIpel HesL.
B xozma Ha paborara cu HaOmIOmaBaM, 4e JOCEra MO3HATUTE W IPUIIATaHH METO-
JIOIOTMYHHU IIOJIXO[, CE€ OKa3BaT HEJOCTaThUHU U HEPSIKO 3aTPYNHIBAT yueOHUS
mporiec. 3aToBa MeJarOrMYeCKUTe MeH U MOAXOAN TpsiOBa a ObIaT MOAOMPaHH B
3aBHCHMOCT OT KOHKPETHATa CUTyallls U KOHKPETHUS YUCHUK; 32 a ObJe YCBOEH,
Y4eOHHAT MaTepHan TpsOBa 1a € cboOpa3eH C HyXXIUTe, N3UCKBAHUATA W LIEIIUTE
Ha yYeHHKa WM C T3 Ha OTAeITHHUTE MO3amyHH rpynd. [Ipu monbopa Ha e3UMKOBUS
MaTepuall ChbLIO TPsAOBa Ja ce B3EMAaT NPEIBUJ M3HCKBAHHATA Ha 00yuaBaIIUTe
ce, KOUTO Ca B pa3iIU4yHa CTeNeH MOTWBUpaHH. Merononornynara 6as3a, KoAaTo
OTroBaps Ha CIOMEHATHsS OOIIMPEH HAa0Op OT LeNM M MOAXOAH TpsAOBa ma ObIe
Jlopa3BuTa. B TOBa OTHOILIEHUE, BAXKHO MACTO B METOJMKATa HA O0y4EHHETO 3aeMat
JIETCKUTE CTUXYETa, IECHUYKH, (POJTKOPHATA UTPA, TAHIUTE, IBIDKCHUETO U TEXHUAT
CHHTE3, 3all[0TO Ch3/1aBaT €3UKOBA €MHHA II0CT. CI0XKHOCTTA HAa TEKCTA U JIBH-
KEHUATa, TAXHOTO B3aMMHO JeiiCTBHE, KaKTO U ITOJOKHUTSITHUAT eMOIHOHATICH
3apsjl, KOMTO ce Kpue MMEHHO B CIOXHOCTTA, IPABIT €3UKOBOTO OOyueHUE U
OTHOIICHHETO KbM YHTAPCKUS €3WK OIIe MOo-e()eKTHBHO.

FOLK TRADITIONS IN THE TEACHING
OF HUNGARIAN AS A FOREIGN LANGUAGE

ZSOFIA ANTAL
Summary
We may only regard ourselves successful in Hungarian as a foreign

language teaching if we have set an exact goal, we know the circumstances that
bring our work to success and the factors that put obstacles to it.
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Through my practical work I have often experienced that the so far known
and applied methodological tools and processes created through scientific work
often prove to be insufficient and make the teacher face a problem that seems to
be almost unsolvable in the given situation.

Therefore I need to set my goals that are based on the given situations
and the given students, the material to be acquired needs to be planned according
to the demands, requirements and aims of individuals or mosaic groups, when
choosing the linguistic material, one also needs to live up the requirements of
students that are motivated on diverse levels. The methodological basis that
meets the above mentioned wide range of goals and curriculum needs to be
further developed.

In my methodology the rhymes, the complexity of dance and games of
singing, moving and dancing play an important role, by the help of which the
synthesis of them and that of language may be created. The complexity of the
song text and movements, their mutual helping and reinforcing effects, as well as
the positive emotional impact lying in the complexity may render language
teaching and the relationship towards the Hungarian language more effective.
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