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Composer complete critical editions originated in the mid nineteenth-century and remain
an important contribution to twenty-first-century scholarship and performance practice.
This discussion article, commissioned by the Royal Musical Association Research
Chronicle, uses the Béla Bartók Complete Critical Edition, inaugurated in 2016, as the
basis of reconsideration of the musicological, performance-related, publishing and
business aspects of today’s complete editions of composers’ works. Gillies looks at the
characteristics of the first two Bartók edition volumes, For Children and Concerto for
Orchestra, particularly their approach to the composer’s use of notation, the
representation of their geneses, and some interesting issues about variants, versions,
alternatives, replacements, arrangements and deletions. He also considers what a dozen
Henle Urtexts, issued on the basis of this complete critical edition’s research, seek to
present for performers, particularly in their use of Bartók’s own recordings as exemplars
as well as the presentation in his folk-music treatises of melodies on which these pieces
are based. Gillies’s consideration also reveals some of the bases of the Bartók complete
edition in the post-war ‘Neue Ausgabe’ critical series, with some later influence from
Schoenberg and Debussy editions. After looking at changes in format and related
products, including thematic catalogues, and the business models that underpin many
complete critical editions, Gillies evaluates the risks that may face the Bartók edition in
the future, and suggests how they might best be mitigated.
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Housed in a dusty corner, squashed into a compactus or held inconveniently off-site, com-
plete critical editions of composers’ works (henceforth, CCCEs) are often the leading exhibits
in that enigmatically titled ‘Collected Works’ section of music libraries. Their shelf compa-
nions range from lengthy celebrations of national musical heritage to curated collections of
instrumental repertory; nearby reside other, less sacred collections, such as cut-priced
boxed sets of reprints or limited, home-printed editions of local compositional luminaries.
Depending upon the classification system, CCCEs may sit near other forms of composer col-
lections: correspondence; essays; or, even, recordings, normally with some claim to special
authorization. The most common characteristic of CCCE volumes is that they are large in
size, heavy in weight,1 and soberly bound: all signs of their aspirations to cultural immortality.
Yet so many CCCEs are, or appear to be, incomplete. Through mostly adhering to a genre
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system of volume numbering, rather than by order of appearance, a CCCE’s volume 1 might
appear some decades after a series’ first publications, which might be volumes 37 or 24. Even
from a distance, many (in some libraries, most) CCCEs appear rarely to have been consulted,
let alone borrowed (if so riskily even allowed). But then a few volumes, of a composer’s
winning works in posterity’s reflection, look rather worn. Indeed, CCCEs, in their quest
for completeness, lie at the front line of the battle against repertory compaction, through
storing away for future generations the evidence needed against earlier generations’ hasty jud-
gements, or simply the fickle whims of popular taste. Some of those slumbering volumes may
one day become the stars of a revival, while we genuinely wonder what we heard in yesterday’s
winners. What can be overlooked in my ‘dusty corner’ portrayal of CCCEs are the riches of the
digital world. Supplements and many essential parts of a CCCE are now only available, or are
more conveniently accessed, online. What appears incomplete, inflexible and user-unfriendly,
on the shelf, is often complete and flexible somewhere in the digital ether.

In what follows I examine current questions for CCCEs, with particular attention to the
Béla Bartók Complete Critical Edition (BBCCE), which published its first volume in 2016,
jointly through Henle Verlag Munich and Editio Musica Budapest. Given some personal
involvement with BBCCE, for instance as a member of its Advisory Board, my purpose is
not to write a review article but to open a discussion about the challenges, purposes,
formats, products, business models, risks and future possibilities for CCCEs, such as
Bartók’s. Along the way, I sketch some key moments in the development of CCCEs,
sample some corners of a huge literature, and, through interviews, call on the witness of
half a dozen editors or publishers, all busily engaged today with producing CCCEs.

Composer complete critical editions

Editions involving the systematic application of methods of source-critical philology are
often dated to the inauguration of the original Bach Gesamtausgabe in 1850–51.2 The
following Beethoven Gesamtausgabe, published in 1862–65, further elaborated the character-
istics of the emerging template for composer editions through its claim to be ‘complete’,
‘critical’, ‘thoroughly revised’, even ‘authorized’.3 Although not unproblematic in any of
these claims, the Beethoven complete edition, and early Mozart and Schubert complete edi-
tions, among others, reinforced the belief that, through diligent study of primary sources
and careful attention to their chronology, one definitive, final version of a work could nor-
mally be isolated, and henceforth privileged above all others. This ‘Fassung letzter Hand’4

became the authorized, sometimes (most) ‘authentic’, version of the work. The publisher
of virtually all of these early CCCEs was the venerable Breitkopf & Härtel of Leipzig, then
already well into its second century of publishing music. Where these emerging CCCEs
deviated from their literary critical edition companions was that they were not so exclusively
an exercise in the editorial establishment of a text. They also produced something more
practical: a score for performers, thereby becoming an important influence upon perform-
ing styles and conventions. Indeed, ‘Urtext’ editions emerged late in the nineteenth century
specifically to present the fruits of critically authorized musical knowledge in a user-friendly

2 See, for instance, Thomas Schmidt, ‘Editing/Editions’, The Cambridge Encyclopedia of Historical Per-
formance in Music, ed. Colin Lawson and Robin Stowell (Cambridge: Cambridge University Press,
2018), 205–7. In this discussion article I frequently use short titles or abbreviations, either in
English or in German, as found in recent reference works such as the recent Cambridge Encyclopedia.
3 As reflected in the Beethoven-Gesamtausgabe’s title page: ‘vollständige kritisch durchgesehene überall
berechtige Ausgabe’.
4 See the classic essay: Georg von Dadelsen, ‘Die “Fassung letzter Hand”’, Acta Musicologica, 33 (1961),
1–14.
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format for performers.5 From the mid-1950s, a new generation of CCCEs started to
appear: the Neue Bach-Ausgabe; Neue Mozart-Ausgabe; Hallische Händel-Ausgabe; and the
Haydn-Ausgabe. They still sought to identify best answers to questions of a final, definitive
form, and corrected many earlier mistakes, but they appeared more interested in producing
methodologically correct, ‘objective’ texts, than in helping players to interpret the available
evidence in newly creative and individualistic ways.6 As James Grier comments: ‘There is
no such thing as objectivity.’ Any such ‘objective’ editor was, in Grier’s eyes, either
guilty of ‘sheer dereliction of duty’ through not guiding the edition’s user sufficiently
through ambiguous evidence, or, alternatively, of ‘misrepresentation’ through being
overly definitive.7

The CCCEs for the first generation of modernist composers ushered in a more nuanced
editorial approach. Recorded performances, self-analytic essays and press interviews sup-
plemented well-preserved sketch-to-score materials in evidencing compositional intentions.8

The Schoenberg edition, launched in 1965, only 14 years after the composer’s death, was a
trailblazer in moving away from the firm focus on final form to a more open exposure of
the sources.9 In the first paragraph of the Schoenberg edition’s Preface, Josef Rufer committed
to including ‘the sketches and any earlier versions’, as well as Schoenberg’s arrangements and
orchestrations of the works of others.10 The edition’s user group was also expanded, being
now for ‘students of composition’, as well as the customary performers and musicologists.
It recognized among relevant sources recordings of works rehearsed and conducted by
Schoenberg, and even included ‘any written or orally transmitted remarks’ of Schoenberg,
both about individual works and composing in general. This liberal approach is still
evident 52 years later in the series’ latest publication.11 In editorial method, the Schoenberg
edition sought to meet the demands of its three user groups, even emulating the ‘unmistak-
able, characteristic’ visual aspect of Schoenberg’s scores, lest the edition convey a ‘falsified
appearance’. Less ground-breaking, and more bound to definitive form, was the Hindemith
Edition that appeared in 1979, although it did pay careful attention to variants and early
stages of works, as well as to some sound recordings. The faith it expected from the reader,
however, still reflected a more authoritarian age: ‘The arrangement of the score, the critical
apparatus and individual preface to each volume will make consultation of the original
sources unnecessary.’12

5 For a statement of what ‘Urtext’ means to Henle, see www.henle.de/en/about-us/what-is-urtext/.
Also, see James Brooks Kuykendall’s blog entry, www.settlingscoresblog.net/p/fassung-letzter-hand.
html, with its explanation of why ‘Urtext’ and ‘Fassung letzter Hand’ are, in fact, ‘conceptual opposites’.
6 The view that the critical edition can be unduly limiting to creative performance, (re)composition or
the progress of (ethno)musicology has been periodically rehearsed. See, for instance, László Somfai,
‘Critical Edition with or without Notes for the Performer’, Studia Musicologica, 53 (2012), 113–40
(113–14), and Philip Bohlman’s strong stance on the fundamental role of orality in many musical tra-
ditions in ‘Recent Researches in the Oral Traditions of Music’ (www.areditions.com/recent-researches/
oral-traditions).
7 James Grier, The Critical Editing of Music: History, Method and Practice (Cambridge: Cambridge Uni-
versity Press, 1996), 180.
8 László Somfai, ‘Self-Analysis by Twentieth-Century Composers’, in Modern Musical Scholarship, ed.
Edward Olleson (London: Oriel, 1978), 167–79.
9 See Ulrich Krämer, ‘Die Editionen der Werke Arnold Schönbergs’, inMusikeditionen im Wandel der
Geschichte, ed. Reinmar Emans and Ulrich Krämer (Berlin: de Gruyter, 2015), 639–65.
10 Josef Rufer, ‘Preface to the Complete Edition’, Arnold Schönberg: Sämtliche Werke, ed. Josef Rufer,
vol. 1, Lieder mit Klavierbegleitung (Mainz: Schott and Vienna: Universal Edition, 1966).
11 Schoenberg’s oratorio, Die Jakobsleiter, ed. Ulrich Krämer (Mainz: Schott and Vienna: Universal
Edition, 2018).
12 Paul Hindemith: Sämtliche Werke, ed. Kurt von Fischer and Ludwig Finscher (Mainz: Schott, from
1979), ‘Preface to The Edition’, p. VII.
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It was, however, the Debussy complete critical edition that pushed further at editorial
boundaries during the 1980s, particularly through the use of documentary and recorded
sound sources. Looking back recently, a founding editor of the Debussy edition, Roy
Howat, identified three ways in which the project had informed knowledge of Debussy’s
repertory, editorial practice and performance: the presentation for the first time of hitherto
unknown or unavailable works, such as the late piano piece ‘Les soirs illuminés par
l’ardeur du charbon’; the throwing of new light on Debussy’s intentions for well-known reper-
tory, such as the relationship of his ‘L’isle joyeuse’ with Suite bergamasque; and imaginative use
of Debussy’s own piano-rolls, such as in revising the structure and interpretation of the
Prélude, ‘La cathédrale engloutie’.13 Howat also saw the work on the Debussy edition as
having returned meaning to Debussy’s own original manuscript notation, long since buried
beneath engravers’ conventions. As Howat explained:

This became the basis of our approach to the old priority to Fassung letzter Hand. We accorded
appropriate status to the final print during his lifetime, but, on graphic issues, looked equally to
Debussy’s last manuscript copies or proof annotations.14

The Debussy edition, now nearly two-thirds completed, also featured active promotion,
through performance or compositional activity, of several of its leading editors or board
members, including Pierre Boulez, through conducting recordings of new orchestral editions,
Roy Howat, who recorded all of Debussy’s piano music, and Robert Orledge, who turned his
editorial work on Debussy’s unfinished scores to Poe’s The Devil in the Belfry and The Fall of
the House of Usher to creative advantage by providing his own completions, which were sub-
sequently performed.15 This connection of editions with ‘informed’ interpretations also fea-
tures in the National Edition of Chopin’s Music, which culminated in the bicentennial year of
Chopin’s birth, 2010. Its website promotes 11 recordings of ‘Chopin’s National Edition in
interpretation’, by six Polish artists,16 presumably as pedagogic models. Chopin is also an
exemplar of recent online innovation, with the Chopin Online website hosting the Online
Chopin Variorum Edition.17 This site provides rare insight into the intriguing world of
work first editions and the editorial handling of disparate source materials.

The Béla Bartók Complete Critical Edition

Amid this expanding ambition for CCCEs has emerged the Béla Bartók Complete Critical
Edition (BBCCE)18 and associated Urtext publications.19 The BBCCE was, however,

13 Roy Howat, ‘The Œuvres complètes de Claude Debussy Thirty Years On’, in Debussy’s resonance,
ed. François de Médicis and Steven Huebner (Rochester, NY: University of Rochester Press,
forthcoming).
14 Roy Howat, interview with the author, 8 October 2018, by email.
15 See, for instance, George Hall, ‘Usher House and La Chute de la Maison’, Opera News, 79/3 (Septem-
ber 2014), www.operanews.com.
16 www.chopin-nationaledition.com/?lang=en#dyskografia.
17 www.chopinonline.ac.uk, with development led by John Rink and Christophe Grabowski.
18 To December 2018 consisting of For Children, ed. László Vikárius, BBCCE, vol. 37 (Munich: Henle,
and Budapest: Editio Musica, 2016), and Concerto for Orchestra, ed. Klára Móricz, BBCCE, vol. 24
(Munich: Henle, and Budapest: Editio Musica, 2017).
19 To December 2018 consisting of For Children, ed. László Vikárius (Nos. 1225–6, 2017), Allegro
barbaro, ed. László Somfai (No. 1400, 2016), Sonatina, ed. László Somfai (No. 1401, 2016), Romanian
Folk Dances, ed. László Somfai (No. 1402, 2017), Suite, op. 14, ed. László Somfai (No. 1403, 2017), 15
Hungarian Peasant Songs, ed. László Somfai (No. 1404, 2017), Improvisations on Hungarian Peasant
Songs, Op. 20, ed. László Somfai (No. 1405, 2018), Romanian Christmas Songs, ed. László Somfai
(No. 1406, 2018), Mikrokosmos, vols. 1–2, ed. Yusuke Nakahara (Nos. 1408, 2017), Mikrokosmos,
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planned during the 1970s, as part of a much larger range of authorized critical editions, such
as Bartók’s essays, letters, folk-song transcriptions and treatises, and recordings of Bartók in
performance. Some of these, such as the recordings20 and some essays21 managed to precede
BBCCE’s inauguration by some decades, but others, such as Bartók’s letters and BBCCE
became caught up in delays firstly because of the legal battles between Bartók’s American
and Hungarian estates, and then by the extension of copyright under the Berne Convention,
from 50 to 70 years, along with a variety of other permission issues. Despite its early planning,
and publication of a complete critical edition outline in 1981 during celebrations of the cen-
tenary of Bartók’s birth,22 the BBCCE had to wait until the seventieth anniversary of Bartók’s
death, that is, 26 September 2015, before a way forward could be confirmed.23 That outline of
1981 had called for 48 volumes to be published within five typical genre categories – stage,
vocal, orchestral, chamber and piano – along with four volumes of piano scores and two
volumes of appendices (including composition exercises, transcriptions and orchestrations
by others).24 This project outline predicted some 9,000 to 10,000 pages of printed music,
and 1,500 pages of facsimile scores, plus full critical commentaries.25 That same plan, with
minor revisions, is now finally being implemented. The current expectation is to publish
BBCCE’s final volume (possibly, of The Miraculous Mandarin) in the mid-2040s, by which
time any remaining copyright restrictions are expected to have expired.

During those painful 35 years of waiting, however, considerable training of two gener-
ations of skilled editors took place at the Bartók Archives in Budapest, and work was com-
menced on about a dozen BBCCE volumes, under Somfai’s direction. Between 1981 and
2016, however, the purpose of critical editions came under review. From a series conceived
under the shadow of post-war Neue Ausgabemethodologies, with a key purpose in publishing
‘a final version of the score’ (1981), the editorial philosophy had by 1990 changed, under some
influence of recent Schoenberg and Debussy editions. There was recognition that ‘successive
forms in the creative and editing process of a work do not automatically represent straight
maturation (“evolution”) with one sole authentic form at the end of the source chain’,
along with an understanding that recordings of Bartók’s performances may raise ‘serious
methodological problems’ through having to be considered as primary sources.26 By 2016
the goal of the series had explicitly become ‘not to reduce the musical text to one authentic
form’.27 Rather, it was to be an edition, for scholarly and practical use, which offered variants

vols. 3–4, ed. Yusuke Nakahara (Nos. 1409, 2017),Mikrokosmos, vols. 5–6, ed. Yusuke Nakahara (Nos.
1410, 2017). Editio Musica is named as co-publisher in these Henle Urtext volumes, but is to issue sep-
arately branded Urtext editions specifically for the Hungarian market.
20 Notably, the Centenary Edition of Bartók’s Records (Complete), ed. László Somfai and Zoltán Kocsis
(Budapest: Hungaroton, 1981), LPX 12326–33, and associated Bartók Recording Archives: Bartók Plays
and Talks (Budapest: Hungaroton, 1981), LPX 12334–8.
21 Notably, four of eight planned volumes of Bartók Béla írásai [Béla Bartók’s Writings] (Budapest:
Zeneműkiadó, 1989, 1990, 1999, 2016).
22 László Somfai, ‘Manuscript versus Urtext: The Primary Sources of Bartók’s Works’, Studia Musico-
logica, 23 (1981), 17–66.
23 Stravinsky is the other obvious omission in CCCEs from the first modernist generation. Having
died in 1971, of course, his works are often still subject to copyright. Writing a review of a critical
edition of L’Oiseau de feu, published by Eulenburg in 1996, Joni Lynn Steshko expostulated: ‘That a
composer of Stravinsky’s stature should not have a scholarly critical edition of his collected works
borders on the criminal. The condition of the currently available editions is deplorable’ (Notes, 54
[1998], 997–1002 [997]).
24 Somfai, ‘Manuscript versus Urtext’, 64–6.
25 Somfai, ‘Manuscript versus Urtext’, 64. Somfai’s predictions now look to being on the conservative
side.
26 Unpublished BBCCE working paper, presented at Szombathely Festival meeting, July 1990.
27 See ‘On the Complete Critical Edition’, in For Children, ed. Vikárius, 11*–12*. My italicization.
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and possible choices, some of which would be included in the edition’s main text. I asked
László Vikárius, now the BBCCE’s Editor-in-Chief, how he felt about the series’ move away
from an end-goal of an ‘unambiguous final version’, and he replied:

Bartók’s works are all complex, and more complex than what you can put in one, rigid, finalized
form. My impression is that the world is now more interested – and I am more interested – in
possibilities, and that we now try to understand the creative mind differently – not necessarily
through just understanding a finalized form, but also in how the composer tries to find a
perfect form. [. . .] I think this leads to a richer understanding of works. And, perhaps, a
more human understanding of works.28

In other ways, too, the series clarified its purposes over these many, enforced decades of delay,
thereby becoming a more distinctively Bartókian exercise. As early volumes were prepared in
the early 1990s, the understanding of Bartók as a master notator grew, not just through deep
study of his compositions,29 but also through increasing recognition of the extreme subtlety of
his ethnomusicological transcriptions,30 and hence a heightened awareness of the ways Bartók
notated the good half of his output that is explicitly beholden to folk-music sources. As László
Somfai commented in a recent interview:

It is not a side issue that Bartók spent more of his time writing down music in his ethnomusico-
logical work than in his composing. Creating the notational picture of a live performance – in
different ways, different styles, and with simpler notation for the general audience, and very
detailed notation for a scholarly audience – was an everyday job for him.31

The essays on ‘Notation and Performance’ that occur near the commencement of each
BBCCE volume are some of their most distinctive pages. As with that other master notator,
Arnold Schoenberg,32 there is little that is notationally unintentional in Bartók’s scholarly
and compositional output, but – as these introductory essays show – this does not mean
that Bartók did not change his notations over time. He ever struggled for the ‘best possible’
representation of his scores: ‘best possible’ in relation to instrument, genre and recipient audi-
ence, as well as changing conventions. The distinction, then, between his scores for learners
and those for professional players is stark, and was honed through his many commissions for
pedagogic editions of piano classics.33 For learners, he demonstrated strong and consistent
concern for clear phrasing, fingering, pedalling, bowing, breathing and advice on dynamics,
touch, accentuation, even distinguishing keyboard players with small hands from those
with larger hands (for instance, in including or excluding stretches of an octave, or more).
This concern is not surprising. Bartók’s primary wage-earning profession was, after all, for
nearly three decades that of a professor of piano at the Liszt Academy. With the professional
player more was left up to the player’s own musicianship, but Bartók nearly always sought to

28 László Vikárius, interview with the author, 2 October 2018, Budapest.
29 A landmark volume, bringing together this knowledge was László Somfai, Béla Bartók: Composition,
Concepts, and Autograph Sources (Berkeley, CA: University of California Press, 1996).
30 As seen in Bartók’s own many editions of Romanian, Hungarian, Slovak, Yugoslavian, Turkish and
North African folk music, as well as the first volume of the projected nine-volume Complete Collection
of Hungarian Folk Songs, ed. Sándor Kovács and Ferenc Sebő (Budapest: Akadémiai Kiadó, 1993).
31 László Somfai, interview with the author, 4 October 2018, Budapest.
32 See, for instance, Part VII, ‘Performance and Notation’, of Style and Idea: Selected Writings of Arnold
Schoenberg (London: Faber & Faber, 1975), 319–62.
33 Bartók’s educational editions of Bach, Beethoven, Chopin, Couperin, Haydn, Mozart, Scarlatti,
Schubert, Schumann, Duvernoy, Heller and Köhler are not included in the BBCCE. However, the
inclusion of Bartók’s fingering on Henle’s recent digital tablet format of Mozart piano sonatas is dis-
cussed later in this section.
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give precise advice on tempos and section durations, that is, to communicate how fast or long
a typical performance of his own might take.34 Richest of all, as notational sources, are the
occasional ‘professional’ pieces which have been accorded a fully pedagogic explicitness of
notation, such as Bartók’s Improvisations on Hungarian Peasant Songs, Op. 20. In interview,
Somfai nicely calls such works, ‘overwhelmingly elaborated’. The first BBCCE volume to
appear was Vikárius’s edition of the For Children pieces, a deliberate choice because it
immediately showcased so many distinctive issues of notation, within folk-infused styles,
and for educational purposes. This volume also established the balanced tone between scho-
larly, performing and pedagogic features of the entire BBCCE. While many CCCEs have
sought in recent years to emphasize their relevance to performers, Vikárius wants ‘to empha-
size that scholarship might [sometimes] have different interests to performance’, which also
need to be catered for in this critical edition.35

The BBCCE will, then, track the many changes in Bartók’s notations over his career, both
directly in his own usage and as mediated (or so attempted) by his various publishers. Differ-
ent signs and usages with pedalling are just one such example. Fingering also provides a par-
ticularly instructive case as it charts a course from the smoother, more scalar (‘thumbs under’)
Lisztian fingering of Bartók’s youth – his Academy teacher, István Thomán, was a Liszt pupil –
to the more rapid shifts of hand-positions of his older age, a technique he taught to his own
son, Peter.36 In Bartók’s more difficult compositions his own fingerings are some kind of
‘secret source for a clever interpreter’, Somfai suggests in interview.37 By seeking to represent
Bartók’s many changes, and sometimes apparent inconsistencies (very interesting ‘inconsis-
tencies’ for one so notationally self-aware, for instance, in use of enharmonic pitch spellings),
rather than to normalize or subliminally stabilize them for a claimed advantage of greater uni-
formity or easier comprehensibility, the BBCCE celebrates that quality that Bartók himself
most emphasized in his approach to music: habitual variation.38 His statement of 1937 to
the Belgian scholar Denijs Dille (from 1961, the first Director of the Bartók Archives in Buda-
pest), covered Bartók’s mature view of composition and performance, as well as ethnomusi-
cology: ‘I do not like to repeat a musical thought unchanged, and I never repeat a detail
unchanged [. . .] The extreme variety that characterizes our folk music is, at the same time,
a manifestation of my own nature.’39 Such a variational view challenges the very concept of
an ‘unambiguous final form’; it also helps to explain Bartók’s own frequent deviations
from his own scores in his own performances. The pounding chords of Bartók’s signature
Allegro barbaro present the ultimate case study. In all scores of this work to this day, even
Henle’s recent Urtext, the mid-piece iteration of these pounding chords (bars 88–100) has,
famously, 13 bars.40 The trouble is that Bartók’s ‘authentic gramophone recordings’
(Bartók’s words, which, at his request, were even placed in his late scores of the work)

34 Because of a faulty metronome in his earlier years, many of these tempos and durations were
initially incorrect, leading to spasmodic correction work in editions appearing over the last century.
35 Vikárius interview, 2 October 2018.
36 See Peter Bartók, My Father (Homosassa, FL: Bartók Records, 2002), 30.
37 Somfai interview, 4 October 2018.
38 In interview Somfai explains: ‘We really try to reflect the basic, evolutionary steps of Bartók’s nota-
tion, which are, by the way, simplified with the years.[. . .] We, in the Bartók edition, take the time,
energy and risk to explain and decide in which details of the notation we keep strictly to the notation
of the time of the composition.’
39 From interview, Béla Bartók with Denijs Dille, 2 February 1937, in French; see, Malcolm Gillies,
‘Bartók, Béla’, The New Grove Dictionary of Music and Musicians, ed. Stanley Sadie (2nd edn,
London: Macmillan, 2000), ii, 787–818 (803).
40 ‘Famously’, I say, because of Ernő Lendvai’s citation of them as evidence of Bartók’s compositional
use of Fibonacci series (1, 2, 3, 5, 8, 13 . . .). See The Workshop of Bartók and Kodály (Budapest: Editio
Musica, 1983), 247–68.
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from 1929 and 1935 only include 12 bars at this point. What to do? Somfai has identified a
misreading in the original copying of the autograph draft that led to the erroneous 13 bars
that are found in all printed editions, despite Bartók’s own proof-reading and multiple oppor-
tunities for correction. But Bartók clearly did not follow this textual error in performance.
Hence, the impeccable traditional logic of source chains supports 13 bars being found,
even in Somfai’s recent Henle Urtext, and probably to be reproduced in his forthcoming
BBCCE volume. Nonetheless, in the Henle Urtext’s commentary to these bars, Somfai non-
chalantly notes, ‘there is solid evidence for the performer today to follow his [Bartók’s] prac-
tice’, meaning to play just 12 bars of these pounding chords. By treating Bartók’s own
‘authentic’ recordings equally with his sketch-to-score trail, Somfai invites pianists to draw
on variant sources of different types in customizing their own performance. He points out,
in the commentary to the Romanian Folk Dances Urtext, issued by Henle, how Bartók’s
piano-roll recording from December 192741 shows an embellished version of the score of
Dance No. 1 (with added grace notes, slides, heel-clicking figures and so on) that had ‘pre-
sumably evolved in the course of his concert performances; this process corresponds, in
certain respects, with the way in which different performances of folk music typically also
inspire variants’.42 Even more tantalizing is the question of what to do when Bartók many
years later decided that the folk-music transcription used as the basis for his Romanian
Folk Dances No. 4, which had originally been in triple time, was now better transcribed in
10/16 and 9/16 time. Meanwhile, however, his arrangements of Romanian Folk Dances had
become among his best sellers with Universal Edition.43 But how would we feel about an
Associated Board Grade 7 student presenting this work in the new metres, on the basis of a
source correction noted in the very score being used?

Regarding stemmatics, the BBCCE volumes, whether in print or in preparation, appear
very tight, ever concerned to demonstrate why one or other source is the preferred primary
source, and how other sources have contributed, or not, to the current edition; or why,
such as with his Improvisations, there is no indisputable primary source, and so to justify
the complex of source evidence for the current edition.44 This open-minded, yet rigorous
approach leads to many fascinating debates and conclusions, which only reinforce the rep-
resentation of Bartók as a master of variations through his many variants or entire versions
of competing validities. An interesting case arises in the critical edition being prepared for
BBCCE’s opening volumes: Duke Bluebeard’s Castle (BBCCE volume 1 [edition], volume 2
[critical commentary]). The work’s editor, Márton Kerékfy, describes his current thinking:

We are aware of a few alternative readings of Bluebeard’s part, made for bass Mihály Székely [for
the work’s Budapest revival] in 1936. The original part was too high for him, so Bartók made
some alternative readings. It is still to be decided how we include these variant readings: in foot-
notes or a separate appendix, or just in the commentary.45

The published For Children volume presents two, complete and equal versions of the work:
that published between 1909 and 1912, by Budapest publisher Károly Rozsnyai; and that

41 Welte-US Roll No. 7767 (New York, 1928), reproduced in the Centenary Edition, ed. Somfai and
Kocsis.
42 Henle Urtext No. 1402, commentary.
43 See Malcolm Gillies, ‘The Canonization of Béla Bartók’, Bartók Perspectives, ed. Elliott Antokoletz,
Victoria Fischer and Benjamin Suchoff (New York: Oxford University Press, 2000), 289–302 (290).
44 For a description of the source and edition situation with Improvisations, see László Somfai, ‘The
Béla Bartók Thematic Catalog in Progress’, Studia Musicologica, 53 (2012), 21–40 (26–7).
45 Márton Kerékfy, interview with the author, 2 October 2018, Budapest. Bartók’s Judith in this
revival, Mária Basilides, also received some transposed or alternative versions from Bartók, Kerékfy
reported, but these were only used as concert excerpts not in actual performances of the opera.
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published posthumously in 1946, by Boosey & Hawkes of London/New York. That is, the
revised version did not replace the ‘early’ version; they are ‘distinct’ versions, and for that
reason the volume presents them throughout as comparative, parallel texts.46 The volume
also presents other uses of some pieces, such as in Bartók’s Young People at the Piano
(1938), and two sets of violin-piano arrangements of Hungarian pieces by József Szigeti
(1926) and Tivadar Országh (1934), as well as producing transcriptions of early draft
materials. But Vikárius does not stop there, because, with For Children, there is a double
question of sources. Bartók’s many small pieces are almost exclusively arrangements of
Hungarian or Slovak folksongs, so his extensive Appendix begins with the sources of these
songs, presenting transcriptions of music and text, with Bartók’s own notes, and English,
German and Hungarian translations, as applicable. As the words to some of Bartók’s
chosen songs had some surprisingly advanced notions for children, and so were suppressed
in previous publications, they are premiered in this Appendix, although in a way that is
more enlightening to English-language or Slovak readers of the footnotes than their
German or Hungarian cousins.

The second volume of BBCCE, Klára Móricz’s edition of Concerto for Orchestra, presents
other issues that thwart a clear, unambiguous answer to the question of the piece’s ‘final
version’. Firstly, Bartók died before completing his comments on the second set of proofs
for the score, which was then posthumously published by Boosey & Hawkes in 1946. As
with all Bartók works of the American years (1940–45), his ultimate intentions remain, to
varying degrees, unclear, and their posthumously published scores contestable. More signifi-
cantly, however, at death Bartók had not clarified what to do with a longer, more rousing
ending to Concerto for Orchestra that he had composed following some criticisms of the
abruptness of the original ending, when it was played at the first run of performances by
the Boston Symphony Orchestra in December 1944 and January 1945. Although claimed as
an ‘alternative ending’ – that is, an equally authorized variant – in the published score, did
he really intend it, as most conductors have since assumed, as a ‘replacement’ of his original
ending? In interview, Móricz revealed that this was an important issue for her, and a matter
both of conscience and purpose:

The second [ending] is too bombastic, the first is too abrupt [. . .] so I couldn’t really, musically,
say that I voted for this one or that one. [. . .] I want this critical edition not just to ratify what is
now a convention [of playing the second ending], but to re-evaluate the options so that perfor-
mers of the future can make their own decision.47

In the end, Móricz maintained the alternative ending interpretation for her BBCCE volume,
but signposted the issues for readers of the volume’s Critical Commentary. I also challenged
Móricz over the inclusion of all of the sketch and draft materials to the work in that Commen-
tary, where they are presented in an impeccable, annotated transcription (not in facsimile).
Móricz replied again looking to the future: ‘Why do we care about these sketches? We care
as it is the only way we can really say something about [Bartók’s] compositional habits.’
The issue of how much these crucial documents of genesis should be found in a critical
edition, and whether a presentation is preferred in facsimile, transcription, or both, is a

46 Four of the 85 pieces in the ‘early’ edition are omitted from the ‘revised’ edition, all from the Slovak,
second half of For Children. Indeed, II/33 and II/34 of the earlier edition are now acknowledged as
having been composed by Emma Kodály, Zoltán Kodály’s first wife.
47 Klára Móricz, interview with the author, 28 September 2018, Budapest. For a consideration of many
other examples of changed endings in Bartók’s output, and their replacement, variant or uncertain sta-
tuses, see Fiona Walsh, ‘Bartók’s Altered Endings: Contexts, Case Studies and Constructs’ (Ph.D. dis-
sertation, University of Queensland, 2001), and ‘Variant Endings for Bartók’s Two Violin Rhapsodies
(1928–1929)’, Music and Letters, 28 (2005), 234–56.

Royal Musical Association Research Chronicle 161

https://doi.org/10.1080/14723808.2019.1565734 Published online by Cambridge University Press

https://doi.org/10.1080/14723808.2019.1565734


common question for twenty-first century editions, especially with the availability of high-
quality digital and multi-layer score presentations.48 With some composers, and Bartók has
sometimes been one of them, the complexities of permissions have deterred such a compre-
hensive approach, and sometimes pushed editors – as with Móricz, in this Concerto for Orches-
tra volume – towards including transcriptions, without the parallel facsimile. Fortunately, the
owners or repository holders of several vital Bartók autograph draft or score sources have con-
sented to the production of generally lavish facsimile editions, for instance, of the Piano
Sonata (ed. Somfai, 1981), Viola Concerto (ed. Dellamaggiore, 1995), Dance Suite (ed.
Bónis, 1998), Music for Strings, Percussion and Celesta (ed. Meyer, 2000), and Sonata for
Two Pianos and Percussion (ed. Meyer, 2018). These facsimile editions have often included
accompanying essays about genesis, first performance, reception, analysis and sometimes
transcriptions of the facsimiles themselves, hence often covering territory similar to critical
editions.49

These early volumes in BBCCE, and associated early Henle Urtext releases, through their
introductory essays and concluding critical commentaries, demonstrate the necessity of going
beyond musical or sound sources in providing a comprehensive account of a composer’s
musical and publication legacy. Although varying in importance from one composer to
another, verbal and visual sources can also be relevant.50 In Bartók’s case his essays (especially
self-analyses51) and correspondence (especially with other music professionals) are often vital
in lighting the way from sketch to score, on to première, and, further, into an understanding
of how definitive or variant states of the work were negotiated and finally fixed in publication.
This is one of the many reasons why the correspondence of many great musicians may need
the planning and editorial control of its own complete critical edition, as has occurred
recently, for instance, with the complete correspondence of Mendelssohn,52 and was orig-
inally intended to proceed as part of the broader Bartók critical edition project.53 This aim
is still preserved in the Bartók correspondence database, a by-product of BBCCE research
funding, now found on the Budapest Bartók Archives’ website.54 This database lists some
4,000 extant letters, postcards and correspondence drafts by Bartók and 5,000 other items,
mainly letters to Bartók. Copies or originals of many of these are held in the Bartók Archives.
Particularly valuable to BBCCE volumes are Bartók’s professional letters to his publishers,
especially Universal Edition and Boosey & Hawkes. These publisher letters often provide a
needed context to the profusion of autographs, copies, proofs and scores found in Bartók’s

48 Facsimile supplements regularly appear with volumes in the Robert Schumann: New Edition of Com-
plete Works (Mainz: Schott, since 1995), providing the reader with the ability immediately to check, and
sometimes to re-interpret, key sources in the work’s genesis.
49 Perhaps the most comprehensive facsimile edition of a single work is the Sacher Stiftung’s three-
volume celebration of the centenary of the première of The Rite of Spring, which included the autograph
full score, ed. Ulrich Mosch; manuscript of the version for piano, four hands, ed. Felix Meyer; and the
collection of essays, Avatar of Modernity: The Rite of Spring Reconsidered, ed. Hermann Danuser and
Heidy Zimmermann (all volumes, London: Boosey & Hawkes, 2013).
50 Examples include the evidence of the influence of French writers upon the music of Debussy, which
Paul Dukas in 1926 suggested had been more important than that of other musicians. It is instructive
that the last volume (vol. 26) of the New Berlioz Edition (2003) is devoted entirely to portraits of the
composer.
51 See, for instance, Béla Bartók Essays, ed. Benjamin Suchoff (London: Faber & Faber, 1976), Section
VII, 399–434, and Bartók Béla írásai, vol. 1, ed. Tibor Tallián (Budapest: Zeneműkiadó, 1989), Section
II, 41–88.
52 Completed, in 12 volumes, in 2017 (Kassel: Bärenreiter), and listed among its composer complete
editions (www.baerenreiter.com/en/catalogue/complete-editions).
53 See Somfai, ‘Manuscript versus Urtext’, 64.
54 http://db.zti.hu/bartok_correspondence/bmails__intr.asp.
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legacy; often, too, they are the missing link in explaining why an otherwise inexplicable change
has occurred somewhere in the source chain.55

At this point, the role of a Bartók thematic catalogue needs to enter the discussion. In a
paper delivered to a Bartók Colloquium held in Szombathely, Hungary, during July 2011,
G. Henle Verlag’s General Manager, Wolf-Dieter Seiffert, delivered ‘Four Observations, to
Read in Ten Minutes, About Modern Thematic Catalogues in Music’.56 He spoke about a
current boom in composer thematic catalogues57 and their mutual dependency with CCCE
projects, often appearing either at the start of such an edition project, and so providing a
guide to it, or coming very near the end, and so summarizing what had become known, or
problems that had been solved, during the edition’s course. Seiffert also observed that each
generation looked upon a composer’s efforts anew, and so a new, or revised, composer the-
matic catalogue was needed once every few decades. He looked forward to the appearance of a
Bartók Thematic Catalogue, which Henle had contracted with László Somfai, who sub-
sequently gave a progress report on that catalogue to the Colloquium.58 Somfai’s draft
volume, the antecedents of which go back to a thematic index of the early 1990s, is undoubt-
edly in Seiffert’s first category, of thematic catalogue as roadmap to a CCCE. As with other
recent thematic catalogues published by Henle (such as Schumann [2003], Reger [2010],
and Beethoven [2014]), this Bartók catalogue ranges far beyond its title – the themes of
works (represented as incipits) – to present key information about title and duration,
origin of themes, chronology of composition, primary sources, printed editions, and some
details about early performances. Somfai’s Szombathely paper of 2011 directly outlined his
intention that the catalogue guide the editors of the BBCCE, although recognized that as
BBCCE volumes appeared the catalogue may progressively become obsolete. He also high-
lighted some especially Bartókian features of his thematic catalogue: that it will raise some-
times awkward questions, for instance about missing links in source chains, with the hope
of later identification of those links;59 that the disruption of Bartók’s switch in publishers
in 1938–39, and hence use of outdated European editions as the basis for some early American
editions of Boosey & Hawkes, will require careful handling because of consequent complex-
ities of two ‘authentic’ source branches. As BBCCE volumes have started to appear, but not yet
Somfai’s thematic catalogue, I asked him about its finalization:

I think that the best thing, on my side, would be to finish it in one or two years. The publisher can
work on it – it will be an English edition, by the way – and if there are some forthcoming scholarly
discoveries, then this or that changes a bit. But it will not change the basic value of such a volume.
To be sure, ninety-nine per cent of the valid material is included in this thematic catalogue draft.
In the case of Bartók there are no more mature compositions to come to light.60

In his Szombathely paper, however, Somfai presents another, and surprising, role for his
Bartók catalogue: that it will be a temporary substitute for a composer ‘life and works’
study, as Bartók scholarship simply lacks the kind of big, integrative volumes that Richard

55 The nearest approach to a critical edition of letters is found in the unpublished Bartók Letters: The
Musical Mind, edited by Malcolm Gillies and Adrienne Gombocz. This volume was completed in 1995,
and contracted by Oxford University Press. As with BBCCE, it was then indefinitely deferred. A glimpse
of the value of Bartók’s correspondence to the understanding of his works can be found in Gillies’s
‘Bartók Performance Practice through Correspondence’, Studia Musicologica, 53 (2012), 103–11.
56 Studia Musicologica, 53 (2012), 15–19.
57 Werkverzeichnisse, in German.
58 ‘The Béla Bartók Thematic Catalog in Progress’, Studia Musicologica, 53 (2012), 21–40.
59 See Somfai’s ‘Desiderata Bartókiana: A Survey of Missing Links in Bartók Studies’, International
Journal of Musicology, 9 (2000), 385–420.
60 Somfai interview, 4 October 2018.
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Taruskin had presented to Stravinsky scholarship in 1996.61 Somfai in 2000,62 and reiterated
in 2011, saw this thematic catalogue as filling such a gap, becoming a ‘chief source of critically
selected information about his oeuvre, and about the individual compositions’.63

Formats and products

A sub-theme raised in both Seiffert’s and Somfai’s papers of 2011 is technology, and, with it,
essential questions about information formats and their marketability: what can, or should, be
presented online, in print, or available in both formats? It was the right time to raise such
questions as both thematic catalogues and CCCE volumes were coming under challenge
because of increasing volume size64 and cost, as well as the desirability of frequent updating
of thematic catalogues, in particular. In the fourth ‘observation’ of his Szombathely paper,
Seiffert rehearsed the reasons for online versions, but spoke against having thematic catalo-
gues only available online. He believed that the consumer should be given a choice, and
that for many uses a printed version was still to be preferred.65 Somfai deferred to the pub-
lisher, but could see the immediate benefit at least of keeping lists up-to-date via an online site.
It was, then, with some surprise that Henle’s hard-copy Ludwig van Beethoven: Thematisch-
bibliographisches Werkverzeichnis, published in two volumes in 2014 (2,000 pages), after dis-
cussing the growing number of Beethoven-related digitization projects, online repositories,
and other aspects of digital access to Beethoven materials in major libraries, announced
that ‘the present edition of the Beethoven Catalogue of Works will probably be the last one
to appear in print form. The future of such a compilation and processing of information
lies in the digital realm.’66 So, I asked Wolf-Dieter Seiffert whether his views had changed
since 2011, and how Henle was now investing in new technology, and he replied:

About five years ago we thought that it was time to go digital, but in a professional way, always
keeping the needs of musicians in mind. There is no need for another PDF reader for musicians.
So, we created the Henle Library App (which is already a big success, mainly in the US and
China). It was a good decision, and maybe we are forerunners with this [. . .] our competitors
try now with their own products and sharing or licensing their content at nkoda,67 but all this
cannot compete with our App.68

61 Stravinsky and the Russian Traditions, 2 vols. (Berkeley, CA: University of California Press, 1996).
62 Somfai, ‘Desiderata Bartókiana’, 385–7. Taruskin’s study, however, focuses mainly on the Russian
traditions; its sub-title ‘a biography of the works throughMavra’, while nicely straddling concepts of life
and works, clearly limits its detailed content to the first 40 years of Stravinsky’s life. Russian-tradition
works after Mavra, that is, from the 1920s until the 1960s, are touched upon only cursorily in the
study’s ‘Epilogue: The Traditions Revisited’. A better example might be Paul Kildea’s revisionist Ben-
jamin Britten: A Life in the Twentieth Century, issued in Britten’s centennial year, 2013, by Allen Lane
(London).
63 Somfai, ‘The Béla Bartók Thematic Catalog’, 22–4.
64 The Robert Schumann: Thematisch-Bibliographisches Werkverzeichnis, by Margit L. McCorkle, et al.
(Munich: Henle, 2003) pushed the one-volume outer limit at nearly 1,100 pages. This Schumann cat-
alogue achieved something of a summary ‘life and works’ outcome, as proposed by Somfai, with its aim
of providing ‘a proper context for understanding the historical, descriptive, and bibliographical details’
surrounding individual works.
65 Seiffert, ‘Four Observations’, 17–19.
66 Ludwig van Beethoven: Thematisch-bibliographisches Werkverzeichnis, ed. Kurt Dorfmüller, Norbert
Gertsch and Julia Ronge, et al., 2 vols. (Munich: Henle, 2014), i. 46*. The Digital Delius Catalogue
(2018), at https://delius.music.ox.ac.uk/catalogue is perhaps the most recent example of a totally
digital thematic catalogue, created by Joanna Bullivant and Daniel Grimley. It is, significantly,
hosted by a university website. See, ‘Business Models’, later in this article.
67 A subscription app, with 30 million pages of sheet music (www.nkoda.com).
68 Seiffert, email to the author, 6 October 2018.

164 M. Gillies

https://doi.org/10.1080/14723808.2019.1565734 Published online by Cambridge University Press

https://delius.music.ox.ac.uk/catalogue
http://www.nkoda.com
https://doi.org/10.1080/14723808.2019.1565734


While the BBCCE volumes have, so far, only appeared in highly priced, cloth-bound covers
and low print runs, the dozen spin-off Urtext editions – all, so far, of Bartók’s piano works
and extracted from BBCCE volumes that have appeared, or are shortly to appear – are all avail-
able in dual formats: Henle’s traditional blue-covered sheet-music format, but also in a digital
tablet format (for iPads and Android), via the Henle Library.69 The Henle Library App prom-
ises that it will soon (Seiffert suggests within 12 months) have converted its entire sheet-music
catalogue into this digital form, which already allows player annotation, importing of different
fingerings (including Bartók’s fingerings – but not phrasings or pedallings – from his 1912
Rozsnyai editions of Mozart piano sonatas), integrated in-score critical notes, and many
layout options.70 Henle’s partner in the Bartók projects, Editio Musica Budapest, undertakes
all Hungarian textual aspects and shares engraving responsibilities by genre; it produces the
orchestral full scores and vocal music, for instance, while Henle is responsible for piano
and chamber-music works. Asked about the technological possibilities for BBCCE, Márton
Kerékfy, Chief Editor at Editio Musica, replied:

I don’t know if there is anyone who really knows how the landscape will develop over the next
five years, or so. Personally, I see quite big possibilities, but you need to be careful; many devices,
and software, go out of fashion within a few years. I like the opportunity for in-score critical
notes, and gaining pop-up explanations of Bartók’s sometimes complex notations; also, the
easy access to variants and versions, rather than always having to turn to the commentary at
the back. It is also time for the critical edition to have a website – exactly how interactive, I
just don’t know.71

László Vikárius, in interview, lists some other technological virtues of digital editions, includ-
ing the potential to present complex layering of sources more imaginatively,72 as well as to
achieve greater clarity in facsimile or transcription details, both of which current print
volumes present in black-and-white, or occasionally grey (indicating original use of pencil).

The opportunities for choice and customization of formats are clearly much greater in
digital than print formats. When applied to a critical edition there is not just a digital
choice between variants or versions,73 but also between languages. Not everyone – in fact,
probably virtually no-one – wants their critical edition with all introductory essays in three
languages (English, Hungarian, German, in the current BBCCE volumes), while most
would recognize the need for different groups to have access to these materials in a judicious
choice of languages. A digital format also facilitates easier use of automated translation ser-
vices, such as Google Translate, but CCCEs often have too specialized a use of language to
achieve translation reliability, although automated translation is incrementally improving
and becoming more topic specific. As well, while German↔English and Dutch↔English
are now quite sophisticated business tools of automated translation, the Finno-Ugric
nature of Hungarian, with its distinctive word order, still produces automated translations
that can verge on comedy. Of course, this does not mean that future generations will be so
limited. As an example of present-day automated translation capacities and limitations, I
carried out the following tests of one reasonably technical sentence, appearing in the three

69 www.henle.de/en/search/?Composers=B&Composer=Bart%C3%B3k%2C+B%C3%A9la.
70 For one overview of the features of the Henle Library App, see www.key-notes.com/blog/henle-
library-app.
71 Kerékfy interview, 2 October 2018.
72 See such possibilities as outlined at a recent ‘Digital Delius: Unlocking Digitised Music Manuscripts’
study day at the British Library, London (www.oerc.ox.uk/Digital-Delius).
73 Thomas Schmidt, ‘Editing/editions’, sensibly warns that while digital editions can very effectively
present alternatives, ‘issues of editorial control avoiding the arbitrary conflation of incompatible read-
ings have not yet been satisfactorily resolved’ (207).
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different languages used in BBCCE volume 24, Concerto for Orchestra. I was pleasantly sur-
prised. Comic, maybe, but deserving some good marks for effort, and imagination!

Hungarian text (p. 55*): ‘Glissandók és egyéb különleges játékmódok: Kései notációjában Bartók a
glissando jelölésére egyenes vonalat használt, mely közvetlenül a kottafejtő l indul és a következő
kottafejig tart.’

Google Translate gives as an English translation of the Hungarian (22 October 2018): ‘Glissandos
and other special modes of play: In his late notation, Bartók used a straight line for glissando
marking, which starts straight from the knife head and ends with the next lipshead.’

The English text (p. 29*): ‘Glissandi and other Special Techniques: In his late notation Bartók used
straight lines for glissandi, starting and ending the line directly at the note heads.’

The German text (p. 84*): ‘Glissandi und andere Spezialtechniken: Der späte Bartók notierte
Glissandi als gerade Linien, die direkt an den Notenköpfen ansetzen und enden’.

Google Translate gives as an English translation of the German (22 October 2018): ‘Glissandi and
other special techniques: The late Bartók noted Glissandi as straight lines, which start directly at the
note heads and end.’

With a digital format, different readers will certainly want different fonts, or point sizes, in the
main text, in music notations, and to enlarge the smaller-sized detail of the critical commen-
tary. This is, of course, unavailable in the take-it-or-leave-it predetermined fonts or sizes of
any print version. A digital edition also allows for in-text introduction of sound examples,
as unavailable in the print form, or direct connection to websites providing those examples.
Moreover, a digital text allows for the parts of the editions written in words to be read to you,
using text-to-speech software, some even allowing your choice of human reader.74 As musi-
cians often claim to think through their ears, this is not just for use by the sight-impaired. Of
course, the technology of print-on-demand (POD) is now well matured,75 and favoured by
publishers because it minimizes the need for storage of printed matter. Readers have
options of having their own customized print copies run off, just as you might do with
your own printer, but with a professional quality of finish, paper stock, illustrations,
colours and bindings.76

From the editor’s or scholar’s viewpoint, digital editions are more easily accessed, cor-
rected and updated, but for scholarly work such as critical editions strict control of authority
to make and document these changes is essential. The advantage of the print version is that it
cannot easily be changed, and so the validity, albeit out-dated, is less easily questioned than a
frequently updated digital form of questionable provenance. By 2018 the answer to the ‘digital
or print?’ question would appear to be ‘no longer the relevant question’. Rather, nearly all
these materials are now substantially digitally born, and the question for customers who do
not want that format is whether they themselves, the publisher or a third-party printery,
should undertake the printing process. For many libraries, indeed, a print-plus-digital sub-
scription may still remain the most viable package of formats, with one for on-shelf reference
and the other for maximal user access. This is, in fact, the solution adopted by so many scien-
tific journals over recent decades. And that raises another question that scientific journals have
grappled with: pre-prints. How much does a critical edition’s score need to be ‘road tested’

74 See, for example, https://www.guidingtech.com/31832/best-apps-voice-reading-text-ios-android.
75 Indeed, used by many music publishers for over two decades, for high-quality in-house printing of
digitally available scores, but lacking the interactivity of more recent Apps, such as Henle’s.
76 See, for example, the digital versus print-on-demand availability of all publications of the Australian
National University Press (https://press.anu.edu.au/publications). Cambridge University Press has
been issuing print-on-demand books since 1998, now including a high percentage of its entire back
lists.
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before it goes to print? The number of errata slips that innocently fluttered out of critical
edition volumes during my library research underscored the importance of this question.
In interview, I asked the Concerto for Orchestra’s editor, Klára Móricz, about the appearance
of her critical edition before any practical editions derived from it, and she replied: ‘I still have
some nightmares about that.’77 This situation seems analogous to the pre-print phenomenon
in science publishing, and increasingly in the humanities, whereby a digital copy of an article is
released for peer review and comment before being accepted in an authorized, and (at least,
potentially) print form. There will always be need for correction, and sometimes deeper
rethinking, in significant research works, and the pre-print provides a (sometimes uncomfor-
table) opportunity for testing, vetting and correction, as well as exclusion on grounds of
inadequate quality, clarity, methodology or unsubstantiated findings. Such important
works for posterity as CCCEs or thematic catalogues might also benefit from such preliminary
publication phases.78

What does seem sure is that before BBCCE concludes, in the mid-2040s, it will have a
different choice of formats from today. Given issues of digital security alone, one option
may well still be a printed format, but some other options may not yet even have been
imagined.

Business models

The business model of a CCCE needs to be sustainable over decades, even generations. Across
those years, the edition has to maintain a coherent critical stance, and a consistency in nota-
tions and style of commentary across a variety of genres. It is not surprising that many CCCEs,
during their course, experience fundamental changes in funders and sponsors, editors and
editorial boards, publishers and promoters, and in consumer reception of the edition and
its associated outputs. By its conclusion all its founders may have died, and some CCCEs
themselves do just expire, although many more linger on tenuously, sometimes hibernating
for years. These pressures appear to be greater outside central Europe, because critical editions
generally command a less secure position in research, artistic or cultural priorities, or because
professional and audience commitments have changed more radically in recent decades. The
43-volume Elgar Complete Edition, for instance, has struggled valiantly since its launch in
1981, and so far managed to produce 31 of those volumes.79 Over that time it has moved
from a commercial London publisher, Novello, through issuing editions under its own
name and charitable vehicle – with only a couple of editions produced over a 15-year
period – to publication since 2007 under the ‘Elgar Works Limited’ label, another charitable
company whose primary aim is publishing Elgar-related scores, parts and books.80 With the
support of the Elgar Society and Bristol University,81 the Elgar Complete Edition is currently
slated for conclusion in 2023.82 Such arrangements of connected or successor charities are not
uncommon in common-law countries for large artistic projects that find themselves lacking

77 Móricz interview, 28 September 2018.
78 With the forthcoming BBCCE ‘Piano Music, 1914–20’ (ed. Somfai) andMikrokosmos volumes (ed.
Nakahara), the pieces have already been issued as Henle Urtexts, and some corrections from that Urtext
phase will find their way into the relevant BBCCE volumes before publication.
79 See ‘Elgar Complete Edition: The Full Edition’, at www.elgar/9edition.htm.
80 See http://beta.charitycommission.gov.uk/charity-details/?regid=1156953&subid=0.
81 Through Bristol University’s Research Centre for the History of Music in Britain, the Empire and
the Commonwealth.
82 As well as subscriptions, the Elgar Society solicits part or full sponsorships of individual volumes,
with various grades of volume dedications and bespoke schemes for volume dissemination (www.elgar.
org/9sponsor.htm).
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an enduring basis of funding or publication. The New Liszt Edition, now after half a century
nearing the end of its publication of all of Liszt’s piano solo and associated supplementary
volumes, has, since is inception in 1970, experienced both a significant reformulation of
purpose,83 and also a major change in publication auspices.84 The 36-volume Debussy
edition, too, after just five initial volumes to 1991, was suspended for six years until a new
publishing and editorial arrangement could be forged, and the edition re-booted.85 Sub-
sequently, it started also to receive long-term support from Musica Gallica, a collaboration
between the French Ministry of Culture and the private Fondation Francis et Mica Salabert.
Meanwhile, the Schoenberg edition, half a century after its first volumes appeared, has pro-
duced 74 of 76 planned volumes, although the need for revised volume editions may leave
it still in operation for some years to come.86 One of the criteria that clearly distinguishes
these other editions from the Schoenberg edition has been the latter’s reasonably steady com-
mitment of public funding. Early agreement of family or heirs to support the launch of a new
CCCE also helps. What is clear is that the production of CCCEs can gain support, in cash or in
kind, from a wide variety of sources. The availability of such funds, however, varies hugely
between country, status of composer or type of edition, private-corporate-public balance of
philanthropy, a society’s natural musical vibrancy, and the stability of publishing
arrangements.

The following paragraphs outline many different funding sources in recent decades for
CCCEs and some other collected edition projects, with a particular eye to the current oppor-
tunities for BBCCE. Indeed, with the benefit of some decades of pre-planning, the BBCCE has
managed to gain significant support from four categories of (mainly) public funding. This is
partly because of Bartók’s stature, as Hungary’s leading composer, but perhaps also because of
a wider beacon-of-humanity, moral role.87 As Somfai comments: ‘Bartók is still an untouch-
able icon in Hungary.’88

Major forms of public support can be: musical, artistic or cultural public agencies, such as
BBCCE’smulti-year grant from the National Cultural Fund of Hungary; scientific, or learned,
academies, such as the Hungarian Academy of Sciences, of which the Bartók Archives is an
integral part; research agencies, such the Hungarian Scientific Research Fund (OTKA)
recently becoming part of the NKFIH (National Research, Development and Innovation
Office) that funds individual or team-based research; public universities, such as the Ferenc
Liszt University (previously, Academy of Music), where most BBCCE’s editors gained their
initial experience with editorial methods. This pattern of support from the public purse is
very similar to the German pattern, for instance, whereby funding from the eight-member
German Union of Academies of Sciences and Humanities (Union der Akademien der Wis-
senschaften),89 or its individual members, has supported so many German CCCEs, such as
Schoenberg’s.

83 See the revised General Preface, by Adrienne Kaczmarczyk and Imre Mező, found in all volumes
since 2005, particularly emphasizing advances in editorial methodology, notational practice, genesis
study of works, and a change from its German-English original format to an English-Hungarian-
German presentation, similar to that adopted for BBCCE (www.emb.hu/en/composers/liszt_ferenc).
84 Originally conceived under a co-publication arrangement between Bärenreiter and Editio Musica,
since 1985 the New Liszt Edition has been issued under the Editio Musica imprint alone.
85 In 1991, Éditions Costallat (Gaumont-Erato Group) bowed out of a co-publishing arrangement
with Éditions Durand, which then continued as sole publisher from 1997.
86 http://www.schoenberg-gesamtausgabe.de/informationen.html.
87 See Richard Taruskin, ‘Why You Cannot Leave Bartók Out’, Studia Musicologica, 47 (2006), 265–
78.
88 Somfai interview, 4 October 2018.
89 See https://www.akademienunion.de/en.
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There are, however, many other forms of support offered to CCCEs, including from:
professional associations, such as the Royal Musical Association’s sponsorship of the
100-volume Musica Britannica series; corporate philanthropy, such as VolkswagenWerk
Foundation’s support of the Schoenberg Edition between 1965 and 1980; composer-
trustees or heirs, such as the founding support of Bartók’s younger son, Peter Bartók,
for the Béla Bartók: Hungarian Folk Songs Complete Collection (incomplete), amongst
other projects; private foundations, such as of the Calouste Gulbenkian Foundation
(Lisbon) for the New Berlioz Edition, or of the Paul Sacher Foundation (Basel) that sup-
ports all manner of scholarship into recent composition, including manuscript acqui-
sition and associated publications, although not directly CCCEs. Another pan-national
funding source for some CCCEs has been the European Commission’s ‘Horizon
2020’ scheme,90 and potentially the ‘Horizon Europe’ research and innovation frame-
work to 2027.

As well as the specific support to CCCE projects, the importance of secure institutions to
sustain such long-term projects appears paramount. I asked László Vikárius about how he
could ensure a continuing flow of volume editors for BBCCE, and he responded without
hesitation:

First of all, you need such an institution as the Bartók Archives, which is already nearly sixty years
old. It seems to be able to survive! You might agree with me that there is a special tradition in this
archive: in the way we do research, in the way we respect Bartók. And in the way we handle
sources and information about Bartók.91

He went on to address that very special passion that music can arouse, sometimes leading
to extraordinary levels of self-sacrifice. ‘I do hope I can maintain this tradition, and train
and involve younger scholars.’ Also vital to the project’s success are visionary publishers,
with their own viable business models. The Bartók co-publishing arrangement, with its
various BBCCE, Urtext and thematic catalogue obligations, has already seen some recast-
ing. In September 2017 Editio Musica Budapest (EMB), since 2006 a member of the
world’s largest music publisher, the Universal Music Publishing Group (UMPG), has
split into two entities: Universal EMB (still part of UMPG) and an independent EMB
Zeneműkiadó, which now takes over the BBCCE relationships with Henle,92 along
with specialist staff. In an email exchange with Wolf-Dieter Seiffert I asked about
Henle’s business model for the BBCCE, and he summarized its essential features, like
this:

Because we regard the ‘critical editions’ (including Urtexts) as a very long-term business we invest
a lot of money at the beginning, hoping that, from a certain moment on, we can create at least
some profit. Everything depends on how many subscriptions we will receive from the libraries all
over the world. [. . .] Yes, at the moment, the BBCCE is creating a loss for EMB and Henle. [. . .]
Our Urtext editions of Bartók, Beethoven, Brahms and Haydn derive from the critical editions as
being ‘secondary use’ [. . .] From the economic point of view, to be honest, Urtexts are the main
attraction for the publisher of critical editions. We receive a (hopefully) top-edited text, and we
save the honorarium for the editor(s) because they have been contracted by the institution
responsible for the critical edition. Without this balance we would hardly go for critical
editions.93

90 https://ec.europa.eu/programmes/horizon2020/en.
91 Vikárius interview, 2 October 2018.
92 See http://www.emb.hu/en/page/about.
93 Seiffert email exchanges, 24 September to 7 October 2018.
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Seiffert also touched upon the main consumers of CCCEs, which are still libraries, although he
notes that specialist retailers or wholesalers, such as Broude Brothers in the United States, or
Harrassowitz in Germany,94 are an important part of their sales landscape. And he continued:

We know that we will never reach such numbers with Bartók compared, say, with Beethoven. But
it’s mainly a long-term business, and we hope to raise the numbers in the future; that’s the risk.
[. . .] The western libraries are maybe more hesitant to subscribe anew to critical editions, but in
China we have created some new relationships over the past years.95

In interpreting the current BBCCE business model and likely changes in format and products,
then, in terms of risks and possible mitigations of risk, it would seem that:

1. Income sources are well spread, but mainly reliant upon national public funds and
institutions. Given the three-decade planning horizon of BBCCE, a better mix of
public and private funding sources, and in-kind support, as well as more international
funding support, would help to mitigate the risk of governmental instability, economic
downturns or even major currency fluctuations.

2. Current funding bodies in Hungary well accept such high-end critical editing as impor-
tant ‘research’. A risk is that applicable definitions of ‘research’ excellence or impact
change towards being less accepting of such work. The difficulties in recognition of
journal editing and translation work within research definitions in many parts of the
world, for instance, illustrate how important such inclusions or exclusions can be.
Broader challenges are also possible through changing institutional or national priori-
ties, prejudice against so-called ‘useless humanities research’, and revision of acceptable
metrics of research quality, impact or engagement. A suitable mitigation would be to
balance explicit research funding with other kinds of public or private revenue (cul-
tural, maintenance, educational training and untied giving).

3. Publisher discontinuities feature heavily in the historical woes of many CCCEs, so
edition planning needs to have maximal integration with publisher plans for the com-
poser edition, its spin-offs, format innovations and cognate products. As Wolf-Dieter
Seiffert states: ‘“Falling behind” was never a strategy of Henle Verlag.’96

4. The BBCCE, once planned, experienced a ‘single point of failure’ for some decades,
which was legal. As those legal prohibitions fall away over the coming decades, the
edition needs to ensure, through skilful marketing, that its ‘most informed’ role in a
busy marketplace leads to less adequate editions being replaced, on concert platforms,
in private studios, in school rooms, and on scholars’ shelves. If BBCCE just slumbers
gracefully on those dusty ‘Collected Edition’ shelves, or quickly becomes unobtainable,
then that will prove to be the ultimate ‘point of failure’ of the entire enterprise.

Conclusions

Composer complete critical editions are here to stay, and the world does still need them.
Occasionally, in times of financial feast, they will flourish. More frequently, their circumstance
is constrained, yet they grind on through an incredible dedication of musicians, scholars, pub-
lishers and benevolent music lovers. CCCEs will remain part of a larger corpus of essays, cor-
respondence and recordings that are core elements of a composer’s heritage. Although most
strongly based in the central countries of Europe, critical editions will continue to be

94 www.sheetmusicplus.com and https://www.harrassowitz.de, respectively.
95 Seiffert email exchange, 6 October 2018.
96 Seiffert email exchange, 6 October 2018.
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propagated across the world,97 reflecting an abiding faith in some dispassionate, critical stance
upon a composer’s ‘true’ intentions for a musical work. Rather than seeking the consistent
‘resolution’ of variants forged by the faultless editor of a sacred text, however, the critical
edition now assumes a more humble, more provisional – as László Vikárius has said, ‘more
human’ – posture towards musical works, recognizing that future generations may well
find different bases, even different evidence, for reviewing the work and refreshing under-
standing of it. The study of formats and products suggests that CCCEs are becoming just
another part of a ‘blended’ world of education, scholarship and entertainment, that
demands rethought business models, publishing arrangements and the management of
risks, old and new.

The case study of the Béla Bartók Complete Critical Edition shows how difficult it was to
turn plans forged in the 1970s into the publication realities of the 2010s. Yet those decades
of delay were gainfully used to rethink core questions, train editors, compile draft volumes
and secure funding lines. Despite the frustrations of delay, in 2016 the BBCCE emerged
strengthened: by its policy determination that the goal of series volumes was explicitly ‘not
to reduce the musical text to one authentic form’, although still paying careful attention to
questions of the primary forms of works; by its highly detailed programme of critical work,
guided by 30 years of research for the Bartók thematic catalogue; by its enhanced concen-
tration upon the geneses of works; and by a strong co-publisher partnership between
Germany and Hungary. As with the Schoenberg critical edition, half a century ago, the
Bartók now has an opportunity to become a pillar of twenty-first century approaches to
musical scholarship and informed performance.
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