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1 The political and cultural climate in
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1 See Tibor Tallidn, Béla Barték: The Man and
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2 Berkeley: University of California Press,
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William Kunosy and Son, 1896), p. 96.

14 Ibid., p.79.

15 Ibid., p.32.

16 Jeszenszky, ‘Hungary through World War I,
p- 269. The ispdn was the top county
administrator; in rural areas he could rule
almost as a feudal lord, even in the early
twentieth century.

17 Erné Baloghy, A Magyar Kultiira és a
Nemzetiségek [Hungarian Culture and the
Nationalities] (Budapest: Deutsch Zsigmond és
Térsa Konyvkereskedése, 1908), pp. 40—41. One
choice quote: “There is no Serb culture in
Hungary, nor could there be’. Ibid., p. 159. This
and other translations are by the present author
unless otherwise noted.

18 Ibid., pp.204-05.

19 This 1911 lecture/article was reprinted in A.
Koml6s (ed.), Ignotus vilogatott irdsai
[Ignotus’s Collected Writings] (Budapest:
Szépirodalmi Konyvkiado, 1977), pp. 650—68.
20 From the review entitled ‘A magyar kultdra
és a nemzetiségek’, reprinted in Baloghy, A
Magyar Kultiira, pp. 615-19.

21 Excerpt. The entire poem is collected in
Jozsef Lang and Pal Schweitzer (eds.), Ady
Endre Osszes Versei [Endre Ady’s Collected
Poems] (Budapest: Szépirodalmi Konyvkiado,
1977), pp. 181-82. The translation for the first
two stanzas was adapted from that appearing in
Oszkar Jaszi, Homage to Danubia, trans. G.
Litvan (Lanham, Md.: Rowman and Littlefield
Publishers, Inc., 1995), p. 195.

22 Tallidn, Béla Barték, pp. 7-10.

23 Tbid., p. 10.

24 Ibid.,p.21.

25 Frigyesi, ‘Hungarian Nationalism, p. 85.

26 Halsey Stevens, The Life and Music of Béla
Barték, 3rd edn, ed. M. Gillies (Oxford:
Clarendon Press, 1993), pp. 9-10.

27 Frigyesi, ‘Hungarian Nationalism’, pp. 30,
86.

28 This quote from Kodaly, ‘Confession’, p. 210,
cited in Frigyesi, ‘Hungarian Nationalism’, p. 45.
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29 Frigyesi, ‘Hungarian Nationalism’, pp.
30-35, discusses Bart6k’s relationships with
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and they became close friends.

30 Ibid., pp. 85-89.
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Tallidn, Béla Barték, p. 58.

33 Ibid.,p.59.

34 From Bart6K’s letter of 6 September 1907,
published in Janos Demény (ed.), Béla Barték
Letters (London: Faber & Faber, 1971), p. 76.
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Mosonyi Mihdly és Barték Béla emlékére [Essays
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Memory of Mihaly Mosonyi and Béla Bart6k],
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1973), p. 192.
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of a forthcoming dissertation, part of which
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paper entitled ‘Reconciling Modernism and
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6 Jozsef Ujfalussy (ed.), Bartok brevidrium
(levelek, irdsok, dokumentumok) [Bartok
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unless otherwise stated.
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Weidenfeld and Nicolson, 1988), pp.116-17.
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9 Kodadly in one of his caustic remarks
characterizes Bart6k’s Kossuth symphony as ‘the
declaration of Hungarian independence in
German language’, in Janos Demény, ‘Bartok
Béla tanul6évei és romantikus korszaka
(1899-1905)’ [Béla Barték’s Student Years and
Romantic Period (1899-1905)],
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Musicology] (hereafter Zt), ed. Bence Szabolcsi
and Dénes Bartha, 2 (Budapest: Akadémiai
Kiado, 1954), p. 367.

10 See Andras Sz6ll8sy (ed.) Barték Béla
dsszegyiijtott irdsai I [Béla Bartok’s Collected
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Suchoff (ed.), Béla Bartdk Essays (London: Faber
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11 Bartdk Béla csalddi levelei, p. 123; 26
December 1904.

12 ‘Barték the Folklorist’, in The Selected
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Volksmusik’, Documenta Bartékiana 4 (1970),
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15 ‘Magyarorszag parasztzenéje’ [Peasant
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népzenével (1906-1914)’ [The Years of Béla
Bart6k’s Artistic Evolution I: Encounter with
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25 See Bartok’s essay ‘Arab Folk Music from the
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26 See Turkish Folk Music from Asia Minor, ed.
Benjamin Suchoff with Afterword by Kurt
Reinhard (Princeton: Princeton University
Press, 1976).

27 Quoted in Stephen Erdely, Music of
Southslavic Epics from Bihac Region of Bosnia
(New York: Garland Publishing Co., 1995), p. 6.
28 Barték Béla osszegyiijtott irdsai I, ed.
Sz6l118sy, p. 582. Another translation appears in
Béla Barték Essays, ed. Suchoff, p. 10.
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the Universal Collection of Hungarian
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Principles of Hungarian Ethnomusicology,
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Altaic Series, 52 (The Hague: Mouton & Co.,
1965), p. 45.

31 Béla Bart6ék, Die Melodien der Rumdinischen
Colinde (Vienna: Universal Edition, 1935), p.
VII.

32 Cantece poporale romanesti din comitatul
Bihor (Ungaria) (Bucharest: Academia Roméni,
1913); also Suchoff (ed.), Béla Barték: Studies in
Ethnomusicology, pp. 1-24.

33 Denijs Dille (ed.), Béla Bartdk:
Ethnomusicologische Schriften Faksimile-
Nachdrucke (Mainz: B. Schott’s Sohne, 1966),
vol. 2.

34 (Vienna: Universal Edition, 1935).

35 The Hungarian Folk Song, ed. Benjamin
Suchoff (Albany: State University of New York
Press, 1981). Originally published in English as
Hungarian Folk Music (Oxford: Oxford
University Press, 1931).

36 Since Bartok devised his classification
system some of the tunes have been reclassified
into Class A, others were identified as alien or
borrowed forms.

37 Suchoff (ed.), Béla Barték: Studies in
Ethnomusicology, pp. 174-241.

38 Jozsef Ujfalussy, Béla Barték (Budapest:
Corvina, 1971), p. 301.

39 Ibid., p. 280.

40 Ibid., p.301.

41 Details of each of these volumes can be
found in the Bibliography.

3 Barto6k’s orchestral music and the modern
world

1 In Barték and His World, ed. Peter Laki
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p.52.
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Essays, ed. Benjamin Suchoff (London: Faber &
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University of Nebraska Press, 1992), p. 354.
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approach in the twenties and thirties to an
overtly populist one in his later works,
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chapter 11, pp. 187-88, chapter 13, pp. 202-05
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5 ‘Mechanical Music’ (1937) in Béla Bartok
Essays, ed. Suchoff, p. 292. (My adaptation of
the original translation.)

6 Andrew Chester, ‘Second Thoughts on a
Rock Aesthetic: The Band’, New Left Review 62
(1970), pp. 75-82.

7 Hans Keller, ‘The State of the Symphony: Not
only Maxwell Davies (1978)’, in Hans Keller:
Essays on Music, ed. Christopher Wintle
(Cambridge: Cambridge University Press,
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Letters, trans. Péter Balaban and Istvan Farkas,
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Boosey and Hawkes pocket score of Kossuth.
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11 Demény (ed.), Béla Bartdk Letters, p. 28. My
emphasis.

12 There are only two possible transpositions
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Essays, ed. Suchoff, pp. 437-45.

16 Demény (ed.), Béla Bartdk Letters, p. 132; 10
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Suites’, The Barték Companion, Malcolm Gillies
(London: Faber & Faber, 1993), p. 457.
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Suhrkamp Verlag, 1984), pp. 279-81.
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(London and Leipzig: Stanley Lucas, Weber, Pitt
and Hatzfeld Ltd., 1893), No. 18, p. 72.

20 Frigyesi, Béla Barték and Turn-of-the-
Century Budapest, p. 248.
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that Bart6k was recalling the Hungarian plain,
or that he was thinking of Gerlice puszta, the
village, now in Slovakia.

23 “The Folk Songs of Hungary’ (1928), in Béla
Barték Essays, ed. Suchoff, p. 335.

24 Demény (ed.), Béla Barték Letters, p. 105.

25 Ibid., p. 66; 10 September 1906. The songs
(ten with accompaniments by Barték, ten by
Kodaly) were published as Magyar Népdalok in
1906.

26 Demény (ed.), Béla Barték Letters, p. 382.
27 ‘The Influence of Debussy and Ravel in
Hungary’(1938), in Béla Barték Essays, ed.
Suchoff, p. 518.

28 ‘Hungarian Peasant Music’(1920), in Béla
Barték Essays, ed. Suchoff, p. 306. A major
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speech-like).

29 “The Relation of Folk Song to the
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(1921), in Béla Bartdk Essays, ed. Suchoft, p. 322.
30 Demény (ed.), Béla Bartdk Letters, p. 202.

31 Bill Ashcroft, Gareth Griffiths and Helen
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Routledge, 1989), p. 158.

32 See Malcolm Gillies, ‘Dance Suite’, in The
Barték Companion, ed. Gillies, pp. 487-97.

33 See David Cooper, Béla Barték: Concerto for
Orchestra (Cambridge: Cambridge University
Press, 1996).

34 ‘Béla Barték’s Opinion on the Technical,
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Essays, ed. Suchoff, p. 516.

35 Hermann Hesse, Musik, Betrachtungen,
Gedichte, Rezensionen und Briefe (Frankfurt am
Main: Suhrkamp, 1985), p. 215, diary entry of
15 May 1955, translated for the present author
by Peter Franklin.

4 The stage works: portraits of loneliness

1 Bartok’s revisions to the ending of the opera
from 1911 to 1918 are outlined in chapter 5 of
Carl Leafstedt, Inside Bluebeard’s Castle: Music
and Drama in Béla Barték’s Opera (New York:
Oxford University Press, 1999), pp. 125-58.
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reminiscences recorded in Malcolm Gillies
(ed.), Barték Remembered (London: Faber &
Faber, 1990).

3 Cited in Judit Frigyesi, Béla Barték and Turn-
of-the-Century Budapest (Berkeley: University
of California Press, 1998), p. 110.

4 Both essays may be found in Arpdd Kadarkay
(ed.), The Lukdcs Reader (Oxford: Blackwell,
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Jénos Demény (ed.), Béla Barték Letters
(London: Faber & Faber, 1971), p. 53.
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the collection of Peter Barték, Homosassa,
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7 Baldzs, notes on the text, c. 1915. The
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is translated in Leafstedt, Inside Bluebeard’s
Castle, pp. 201-03.
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Turn-of-the-Century Budapest, pp. 253-76; see
also Leafstedt, Inside Bluebeard’s Castle, pp.
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9 Tibor Tallidn, Béla Barték: The Man and His
Work, trans. Gyula Gulyis, trans. rev. Paul
Merrick (Budapest: Corvina, 1988), p. 78.
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(1918), in Béla Bartdk Essays, ed. Benjamin
Suchoff (London: Faber & Faber, 1976 repr.
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Published in Anna Fabri (ed.), Béla Baldzs
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p.339.
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Zsuffa’s fine biography Béla Baldzs: The Man
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relationship with Bartdk, see Leafstedt, Inside
Bluebeard’s Castle, pp. 13-32.

13 Cited in Frigyesi, Turn-of-the-Century
Budapest, p. 202.

14 Balazs, notes on the text, c. 1915. See
Leafstedt, Inside Bluebeard’s Castle, p. 202.

15 Béla Bartok, ‘About The Wooden Prince’
(1917), in Béla Bartok Essays, ed. Suchoff, p.
406.

16 Frigyesi, Turn-of-the-Century Budapest, p.
213.

17 Ibid.,p.279.

18 Balazs, The Wooden Prince, in English
National Opera Guide 44 (London: John
Calder; New York: Riverrun Press, 1991), The
Stage Works of Béla Barték, ed. John Nicholas, p.
76. All quotations from the present paragraph
are taken from this source.

19 Cited in Gyorgy Krod, ‘Pantomime: The

Miraculous Mandarin’, in The Barték
Companion, ed. Malcolm Gillies (London:
Faber & Faber, 1993), p. 373.

20 Ibid.
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in Vera Lampert, ‘The Miraculous Mandarin:
Melchior Lengyel, His Pantomime, and His
Connections to Béla Bart6k’, in Béla Barték and
His World, ed. Peter Laki (Princeton: Princeton
University Press, 1995), pp. 149-71.

22 Translated in Ferenc Bonis, ““The
Miraculous Mandarin”: The Birth and
Vicissitudes of a Masterpiece’, in The Stage
Works of Béla Barték, ed. Nicholas, p. 87.

23 Gyorgy Kro6, A Guide to Barték (Budapest:
Corvina, 1974), p. 100.

24 Cited in Vera Lampert, ‘The Miraculous
Mandarin’, in Béla Barték and His World, ed.
Laki, p. 156.
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I would like to express my thanks to Laszl6
Somfai and Laszl6 Vikarius for their assistance
at the Budapest Bart6k Archive where I
researched this article over the Christmas
period 1998, and to the Research Fund of the
Royal Academy of Music, London, which
financed my trip there. I should also like to
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on an early draft, on the strength of which I was
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1 ‘Hungarian Peasant Music’ (1920), in Béla
Bartdk Essays, ed. Benjamin Suchoff (London:
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London: University of Nebraska Press, 1992),
p. 306.

2 Jozsef Ujtalussy, Béla Barték, trans. Ruth
Pataki (Budapest: Corvina, 1971), p. 330.

3 Published in translation in ‘Hungarian
Folksongs’, in Zoltan Kodaly, The Selected
Writings of Zoltdn Koddly, trans. L. Halapy and
F. MacNicol (London: Boosey and Hawkes,
1964), p. 9. My italics.

4 His other attempt was the unpublished

Two Romanian Folksongs for female choir

(c. 1909).

5 Regrettably the manuscript cannot be
reproduced here for copyright reasons.
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7 John Lukacs, Budapest 1900: A Historical
Portrait of a City and its Culture (New York:
Weidenfeld and Nicolson, 1988), p. 164.

8 The piano parts of these songs are very bland,
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life by the outstanding diseuses of the period;
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von Bart6k’, Documenta Bartékiana 6 (1981),
pp. 109-10.

10 Bartok made an arrangement of the last
three songs of Village Scenes for four or eight
women’s voices and orchestra in 1926 which
highlights the similarity.

11 Lampert, ‘Works for Solo Voice with Piano),
in The Barték Companion, ed. Malcolm Gillies
(London: Faber & Faber, 1993), p. 398, quoting
from “The Influence of Peasant Music on
Modern Music’ (1931), in Béla Bartdk Essays,
ed. Suchoff, p. 342.

12 “The Relation between Contemporary
Hungarian Art Music and Folk Music’ (1941),
in Béla Barték Essays, ed. Suchoff, p. 352.

13 The Hungarian version of both essays also
uses the word ‘motté’: Tibor Tallidn (ed.),
Bart6k Béla Irdsai [ The Writings of Béla Bart6k]
(Budapest: Zenemtikiad6, 1989), vol. 1, pp. 142
and 159.

14 See Paul Wilson, ‘Approaching Atonality:
Studies and Improvisations, in The Barték
Companion, ed. Gillies, pp. 167-91.

15 Ibid., p. 168.

16 Bartok made orchestral arrangements of the
accompaniments to five of these songs, known
as Five Hungarian Folksongs for voice and
orchestra (1933). His choice cuts across the
divisions of Twenty Hungarian Folksongs: he
selected two from the second volume and three
from the third. The work remains in
manuscript.

17 See also Lészl6 Somfai, ‘Experimenting with
Folkmusic-Based Concert Sets: Béla Bartok’s
Arrangements Reconsidered’, Melos 12-13,
Special Issue on Barték (Spring—Summer 1995),
pp. 66-76.

18 Lampert, ‘Works for Solo Voice’ describes
this aspect of the work very well.

19 This crisis is discussed by Tibor Tallidn in
Béla Barték: The Man and His Work, trans.
Gyula Gulyds, trans. rev. Paul Merrick
(Budapest: Corvina, 1988), p. 157.

20 Ibid., pp. 158-59.

21 Laszl6 Vikérius, ‘Béla Bart6k’s Cantata
Profana’, Studia musicologica 35/1 (1993),p. 261.
22 Miklés Szabé, ‘Choral Works’, in The Barték
Companion, ed. Gillies, p. 418.

23 See Gyorgy Kro6, ‘Cantata profana’, in The
Barték Companion, ed. Gillies, p. 427.

24 Unpublished letter to Universal Edition,
quoted in Tallidn, Béla Barték, p. 162.

25 Vikarius, ‘Béla Bartok’s Cantata Profana’, p.
263.

26 Kroo, ‘Cantata profana’, p. 434.

27 The similarities are pointed out in Vikarius,
‘Béla Bartok’s Cantata Profand’, pp. 276-82.

28 Ibid., p. 289.

29 In 1945, the year he died, Barték began Goat
Song (The Husband’s Lament) for voice and

piano on a Ruthenian melody and Three
Ukrainian Folksongs, for voice and piano, but
they remain unfinished.

30 MS gytjtéfiizet [Collecting Book] M.Vi,
fol. 5r; MS tdmlap [Proof] Barték-Rend C-1I
602e.

31 Bart6k’s own reference on the first score,
published by Magyar Kérus.

32 Bart6k provided seven of the choruses with
orchestral accompaniments in Seven Choruses
with orchestra (1937-41).

33 See Szabo, ‘Kodaly széljegyzetei Bartok
Koérusmiiveihez’ [Kodaly’s Marginal Notes to
Bartok’s Choral Works], Muzsika (September
1995), vol. 1, pp. 27-33, and (October 1995),
vol. 2, pp. 16-22.

34 Ibid.,vol.1,p.27.

35 Jegyezetek [Notes] to Hungarian Folksongs
(Budapest: Editio Musica, 1938). My
translation.

36 All these performances are preserved on
Barték at the Piano, Hungaroton HCD
12326-31.

6 Piano music: teaching pieces and folksong
arrangements

1 ‘Contemporary Music in Piano Teaching’
(1940), Béla Bartok Essays, ed. Benjamin
Suchoff (London: Faber & Faber, 1976 repr.
Lincoln, Nebr., and London: University of
Nebraska Press, 1992), p. 426.

2 Malcolm Gillies (ed.), Barték Remembered
(London: Faber & Faber, 1990), p. 45.

3 Gyorgy Sandor, private interview, 17 April
1994.

4 ‘About Istvan Thomén’ (1927), in Béla Barték
Essays, ed. Suchoff, p. 489.

5 Gillies (ed.), Barték Remembered, p. 45.

6 ‘About Istvan Thoman’ (1927), in Béla Barték
Essays, ed. Suchoff, p. 490.

7 ‘About the “Piano” Problem (Answer to a
Questionnaire)’ (1927), in Béla Bartdk Essays,
ed. Suchoff, p. 288.

8 Séndor Reschofsky, unpublished letter to
Benjamin Suchoff.

9 Béla Bartdk Essays, ed. Suchoff, p. 432.

10 See Barték at the Piano: 1920—1945,
Centenary Edition of Barték’s Records, vol. 1
(Hungaraton HCD 12326-33:1981).

11 See Benjamin Suchoff, Guide to Barték’s
Mikrokosmos (New York: Da Capo Press, 1983),
p- 14, for a discussion of ‘percussive’ and ‘non-
percussive’ touches.

12 Bartok at the Piano (Hungaraton).

13 Janos Demény (ed.), Barték Béla Briefe
(Budapest: Corvina, 1973), p. 64.

14 Halsey Stevens, The Life and Music of Béla
Barték, 3rd edn, ed. Malcolm Gillies (Oxford:
Clarendon Press, 1993), p. 35.

15 ‘The Relationship Between Contemporary
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Hungarian Art Music and Folk Music’ (1941),
in Béla Barték Essays, ed. Suchoff, p. 349.

16 Ibid., p.351.

17 Ibid.,pp.351-2.

18 ‘On Hungarian Music’ (1911), in Béla
Barték Essays, ed. Suchoff, p. 301.

19 Béla Bartok and Zoltén Kodaly, Hungarian
Folksongs for Voice and Piano (Budapest:
Editio Musica, 1950).

20 ‘Harvard Lectures’ (1943), in Béla Barték
Essays, ed. Suchoff, p. 375.

7 Piano music: recital repertoire and chamber
music

1 Igor Stravinsky, Poetics of Music in the Form of
Six Lessons, trans. A. Knodel and I. Dahl (New
York: Vintage Books, 1956), p. 129, and
Stravinsky, An Autobiography (New York: The
Norton Library, 1962), p. 75.

2 Halsey Stevens, The Life and Music of Béla
Bartdk, 3rd edn, ed. Malcolm Gillies (Oxford:
Clarendon Press, 1993), p. 9.

3 My own teacher, the late Harold Craxton,
said more than once, and as if on good
authority, that Dohndnyi was jealous of Bartdk,
four years the younger and embarking on a
parallel career as composer/pianist, and that he
actively encouraged the latter’s folksong
collecting forays into the countryside in order
from time to time to remove him from the
concert scene in Budapest. Little good it did
him, for he could not then have guessed that
Bartok’s ethnomusicological efforts were to
repay him a hundredfold; without them, his
development of an idiosyncratically Hungarian
style might well have been forestalled by the
increasingly seductive influence of colleagues
down the road in Vienna.

4 Stevens, Life and Music, pp. 335 and 68.

5 Constant Lambert, Music Ho! (London:
Penguin Books, 1948), p. 126.

6 Oddly, Nos. 5-8 of the Nine Little Pieces were
omitted from the Hawkes and Son contract of
1938, an anomaly which persists to this day;
they are still published by Universal Edition.

8 The Piano Concertos and Sonata for Two
Pianos and Percussion

1 Reproduced in Bruno Ernst, The Magic
Mirror of M. C. Escher (New York: Ballantine,
1976), p. 76.

2 ‘About the Sonata for Two Pianos and
Percussion’ (1938), in Béla Bartdk Essays, ed.
Benjamin Suchoff (London: Faber & Faber,
1976 repr. Lincoln, Nebr., and London:
University of Nebraska Press, 1992), pp. 417-18.
3 ‘Rhapsody for Piano and Orchestra (Op. 1)’
(1910), in Béla Barték Essays, ed. Suchoff, pp.
404-5; ‘About the Sonata for Two Pianos and
Percussion’ (1938), in ibid., pp. 417-18;

‘Analysis of the Second Concerto for Piano and
Orchestra’ (1939), in ibid., pp. 419-23.

4 ‘Harvard Lectures’ (1943), in Béla Bartdk
Essays, ed. Suchoff, p. 376.

5 Laszl6 Somfai, Béla Barték: Composition,
Concepts, and Autograph Sources (Berkeley:
University of California Press, 1996), p. 11.

6 Tibor Tallidn, Béla Barték: The Man and His
Work, trans. Gyula Gulyds, trans. rev. Paul
Merrick (Budapest: Corvina, 1988), p. 140.

7 Ernd Lendvai, Béla Barték: An Analysis of His
Music (London: Kahn and Averill, 1971), pp.
1-16. See chapter 14 in this volume for a
summary and critique of Lendvai’s analytical
technique.

8 ‘Analysis of the Second Concerto for Piano
and Orchestra’ (1939), in Béla Bartdk Essays, ed.
Suchoff, p. 419.

9 Ithasalso been argued that all the thematic
material is derived from a common source: see
Frank Michael, ‘Analytische Anmerkungen zu
Bartoks 2. Klavierkonzert), Studia musicologica
24 (1983), pp. 425-37.

10 Lendvai, Analysis, pp. 4, 5-7, 18-26,36-38,
45,65-66,69-72,75-76,91-92, 95, 96; this
information is effectively summed up in Roy
Howat, ‘Masterworks (II): Sonata for Two
Pianos and Percussion’, in The Barték
Companion, ed. Malcolm Gillies (London:
Faber & Faber, 1993), pp. 315-30.

11 SeeJohn A. Meyer, ‘Beethoven and Bart6k:
A Structural Parallel’, Music Review 31 (1970),
pp.315-21.

12 Maria Anna Harley, ‘Natura naturans,
natura naturata and Bart6k’s Nature Music
Idiom, Studia musicologica 36 (1995), pp.
329-49.

13 See Bence Szabolcsi, ‘Man and Nature in
Bart6k’s World’, in Barték Studies , ed. Todd
Crow (Detroit: Information Coordinators,
1976), pp. 63-75; Harley, ‘Natura naturans’;
J6szef Ujfalussy, Béla Bartdk, trans. Ruth Pataki
(Budapest: Corvina, 1971), pp. 232-37.

14 While much of Agatha Fassett’s description
seems rather romanticized, there is no reason to
doubt the many reports therein of his
exceptional hearing: Béla Bartok’s Last Years:
The Naked Face of Genius (London: Gollancz,
1958), pp. 25, 38,90, 101-05.

15 See Meyer, ‘Beethoven and Bartok..

16 Somfai, Béla Bartok, p. 110.

17 Ibid., pp. 54-55.

18 ‘About the “Piano” Problem (Answer to a
Questionnaire)’ (1927), in Béla Barték Essays,
ed. Suchoff, p. 288.

19 ‘The So-called Bulgarian Rhythm’ (1938), in
Béla Barték Essays, ed. Suchoff, pp. 40-49. His
own performance of Bulgarian rhythm, with
the last quaver of the bar clipped almost in half,
is best exemplified by the recording of Six
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Dances in Bulgarian Rhythm No. 2
(Mikrokosmos, No. 149) on Hungaroton HCD
12329, track 5.

20 Judit Frigyesi, ‘Between Rubato and Rigid
Rhythm: A Particular Type of Rhythmical
Asymmetry as Reflected in Bart6k’s Writings on
Folk Music’, Studia musicologica 24 (1983), pp.
334-36.

21 ‘The So-called Bulgarian Rhythm’ (1938), in
Béla Bartdk Essays, ed. Suchoff, p. 48.

22 See Vera Lampert’s chapter in this volume
on Bart6k’s recordings.

23 The Sonata is on Hungaroton HCD 12331,
track 1-3; the Rhapsody, on Hungaroton HCD
12336, track 1; and the Second Concerto, on
Hungaroton HCD 12335, track 1.

9 Violin works and the Viola Concerto

1 Béla Barték and Turn-of-the-Century
Budapest (Berkeley: University of California
Press, 1998), pp. 216-29.

2 Bence Szabolcsi, ‘Bartok Béla élete’ [The Life
of Béla Bartok]. English translation in Ferenc
Bonis (ed.), Béla Bartok: His Life in Pictures, 2nd
edn (Budapest: Corvina, 1964), p. 62.

3 See ‘About the “Piano” Problem (Answer to a
Questionnaire)’ (1927), in Béla Barték Essays,
ed. Benjamin Suchoff (London: Faber & Faber,
1976 repr. Lincoln, Nebr., and London:
University of Nebraska Press, 1992), p. 288, as
well as chapters 6, 7 and 8 in this volume,
especially pp. 94, 115-116 and 128.

4 First by Denijs Dille in the first and second
volumes of Documenta Bartékiana (1964—65),
later printed by Editio Musica Budapest.

5 There is a fragment of a two-page Andante in
F# major (Bartok Archives, Budapest) that
probably dates from around the time of the
1903 Sonata which could possibly be an
alternative slow movement.

6 ‘The Influence of Peasant Music on Modern
Music’ (1931), Béla Barték Essays, ed. Suchoff,
p- 344. For Bartok’s often-quoted discussion of
the three levels of folk-music assimilation, see
ibid., pp. 340—44.

7 Jénos Kérpati, Barték’s Chamber Music, trans.
Fred MacNicol and Méria Steiner, trans. rev.
Paul Merrick (New York: Pendragon Press,
1994), pp. 289-320; Paul Wilson, ‘Violin
Sonatas), in The Barték Companion, ed.
Malcolm Gillies (London: Faber & Faber, 1993),
pp. 243-56.

8 Karpati, Barték’s Chamber Music, p. 294.

9 See Joseph Macleod, The Sisters d’Aranyi
(London: George Allen and Unwin Ltd., 1969),
p. 139.

10 Karpdti, Barték’s Chamber Music, p. 300.

11 The lecture ‘Béla Barték. Second Sonata for
Violin and Piano), originally a radio broadcast,
was published by Editio Musica Budapest in A

hét zenemiive [The Masterpiece of the Week]
No. 4 (1977), pp. 44-55.

12 See, for example, ‘Some Problems of Folk
Music Research in Eastern Europe’ (1960), in
Béla Bartdk Essays, ed. Suchoff, pp. 173-92 (esp.
pp. 181-83).

13 Somfai, A hét zenemtive; Karpati, Bartok’s
Chamber Music, pp. 304-05, 316.

14 ‘Final Chamber Works’, in The Barték
Companion, ed. Gillies, pp. 341-44.

15 The letter is printed as a preface to the
Menubhin edition.

16 See his letter to Menuhin dated 21 April
1944, quoted in Gyorgy Krod, A Guide to Barték
(Budapest: Corvina, 1974), p. 234.

17 The microtonal version was first published —
with notational symbols borrowed from Witold
Lutostawski — in Peter Petersen, ‘Bartéks Sonata
fiir Violine solo. Ein Appell an die Hiiter der
Autographen’, Musik-Konzepte 22: Béla Bartdk
(Munich: Edition text und kritik, 1981), pp.
55—68 (see esp. 64—68). Peter Bartok published
an Urtext edition (London: Boosey & Hawkes,
1994).

18 Joseph Szigeti, With Strings Attached (New
York: Knopf, 1967), p. 128. Some of the
reconstructions of the folk originals of the
Rhapsodies can be heard on an excellent CD
recorded by the Jdnosi Ensemble: Rhapsody:
Liszt and Barték Sources, Hungaroton Classic
HCD 18191 (1995).

19 The originals are listed in Vera Lampert,
‘Quellenkatalog der Volksliedbearbeitungen
von Bart6k’, Documenta Bartékiana 6 (1981),
pp. 15-149.

20 The Ruthenians are Ukrainians residing in
the Carpathian mountains; the county where
this particular melody was collected,
Madramaros, was part of Hungary until 1918.
Today, it is in Romania and is known as
Maramures.

21 Claude Kenneson, Székely and Barték: The
Story of a Friendship (Portland: Amadeus Press,
1994), p. 115.

22 Lészl6 Somfai, Béla Barték: Composition,
Concepts, and Autograph Sources (Berkeley:
University of California Press, 1996), p. 201.

23 Ibid.

24 Giinter Weiss-Aigner, ‘The “Lost” Violin
Concerto), in The Barték Companion, ed. Gillies,
p- 469.

25 Itshould be noted that the second portrait,
which is a ‘grotesque’ distortion of the first, is
actually an orchestrated piano piece — Bagatelle
Op. 6 No.14, ‘Ma mie que danse’

26 The term ‘polymodal chromaticism’ is
discussed in chapter 14 of this volume. The
concept was used by Barték in his ‘Harvard
Lectures’ (1943) (see Béla Barték Essays, ed.
Suchoff, p. 367) and has been further elaborated
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upon in Kérpati, Barték’s Chamber Music, pp.
169-85. The mixing of modes discussed by
Karpati involves pitch alterations similar to
those that would turn Ex. 9.7a into 9.7b.

27 See Denijs Dille, ‘Angaben zum
Violinkonzert 1907, den Deux Portraits, dem
Quartett Op. 7 und den Zwei ruménischen
Ténzen, Documenta Bartékiana 2 (1965), p. 92.
See also Janos Kérpati, ‘A Typical Jugendstil
Composition: Bart6k’s String Quartet No. 1),
The Hungarian Quarterly 36 (Spring 1995), pp.
13040, esp. 134.

28 Weiss-Aigner, ‘The “Lost” Violin Concerto’,
p.475.

29 See Lampert, ‘Second Violin Concerto), in
The Barték Companion, ed. Gillies, pp. 515-25.
The sources were examined in Joseph Nagy,
‘Béla Bart6k’s Violin Concerto No.2: An
Analysis of the Creative and Compositional
Process Through a Study of the Manuscripts),
Ph.D. diss., City University of New York (1992).
30 Ideveloped this thesis in an unpublished
lecture delivered at the International Bartok
Festival in Szombathely, Hungary, in 1993.

31 Inhislecture delivered at the Annual
Congress of the American Musicological
Society in Boston, 1998.

32 Suchoff (ed.), The Hungarian Folk Song
(Albany: State University of New York Press,
1981), p. 299, No. 2990.

33 ‘Strategics of Variation in the Second
Movement of Bart6k’s Violin Concerto
1937-38’, Studia musicologica 19 (1977), pp.
161-202.

34 See in particular Sandor Kovics,
‘Reexamining the Bartok/Serly Viola Concerto’,
Studia musicologica 23 (1981), pp. 295-322, and
idem, ‘Formprobleme beim Violakonzert von
Bartok/Serly’, Studia musicologica 24 (1982), pp.
381-91. A recent panel discussion on the
various versions of the Viola Concerto took
place at the 1997 International Viola Congress
in Austin, Texas. The proceedings were
published in the Journal of the International
Viola Society 2 (1998).

35 The study of the Viola Concerto is now
greatly facilitated by the publication of the
original source: Béla Bartok, Viola Concerto:
Facsimile Edition of the Autograph Draft, with a
Commentary by Laszl6 Somfai; fair
transcription of the draft with notes prepared by
Nelson Dellamaggiore. Bartok Records, 1995.
36 Bart6k’s original plan to write a four-
movement concerto, with a scherzo in second
place, was abandoned or, at any rate, does not
seem to be reflected in the extant sketches. In
his article ‘Formprobleme’ Kovécs has
speculated about a possible five-part plan to the
Concerto (first movement — Scherzo — Adagio —
Scherzo — finale) but this is entirely

hypothetical. The existing draft seems to be for
awork in the traditional three-movement
concerto format (with or without ritornelli
linking the movements — another bone of
contention).

37 See Bartok, Viola Concerto: Facsimile
Edition, p. 52, third system.

38 Sandor Kovécs, ‘The Final Concertos’, in
The Barték Companion, ed. Gillies, p. 552.

10 The String Quartets and works for chamber
orchestra

1 Also known on tour as the Hungarian String
Quartet, the group was formed by the violinist
Imre Waldbauer in 1910, expressly to perform
the new quartets of Bartok and Kodaly.

2 Jénos Karpéti, Barték’s Chamber Music, trans.
Fred MacNicol and Mria Steiner, trans. rev.
Paul Merrick (New York: Pendragon Press,
1994), p. 129.

3 ‘The Folk Songs of Hungary’ (1928), in Béla
Barték Essays, ed. Benjamin Suchoff (London:
Faber & Faber, 1976 repr. Lincoln, Nebr., and
London: University of Nebraska Press, 1992), p.
336. For a comparison of Bartok’s use of the
seventh chord as a closing consonance see
David Cooper’s discussion of the Suite No. 2 for
orchestra, Op. 4 (1905-07) in chapter 3 of this
volume.

4 ‘The Folk Songs of Hungary’ (1928) in Béla
Barték Essays, ed. Suchoff, p. 336.

5 Ibid.,p.338.

6 Ibid.

7 Halsey Stevens, The Life and Music of Béla
Barték, 3rd edn, ed. Malcolm Gillies (Oxford:
Clarendon Press, 1993), p. 178.

8 Bartdk describes his introduction to
Schoenberg’s music in 1912 through one of his
piano students in his essay, ‘Arnold
Schoenberg’s Music in Hungary’ (1920), in Béla
Barték Essays, ed. Suchoff, p. 467.

9 David E. Schneider explores this relationship
in his essay, ‘Barték and Stravinsky: Respect,
Competition, Influence, and the Hungarian
Reaction to Modernism in the 1920s’, in Barték
and His World, ed. Peter Laki (Princeton:
Princeton University Press, 1995), pp. 172-99.
10 Béla Barték Essays, ed. Suchoff, pp. 369-70.
11 ‘The Problem of the New Music), ibid., pp.
455, 457.

12 Stevens, The Life and Music, p. 67.

13 Béla Barték Essays, ed. Suchoff, p. 459.

14 ‘Structure of the Fourth String Quartet’
(1930?), ibid., p. 412.

15 Stevens, The Life and Music, p. 190.

16 Details of the structure of this movement
are discussed by the present author in ‘Barték’s
String Quartet No. 4, Third Movement: A New
Interpretative Approach’, Music Analysis 19/3
(2000), pp. 353-82.
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17 Laszl6 Somfai, Béla Barték: Composition,
Concepts, and Autograph Sources (Berkeley:
University of California Press, 1996), p. 272.

18 ‘The Influence of Peasant Music on Modern
Music’ (1931), in Béla Barték Essays, ed.
Suchoff, pp. 343, 344.

19 Judit Frigyesi, Béla Barték and Turn-of-the-
Century Budapest (Berkeley: University of
California Press, 1998), p. 267.

20 ‘Rumanian Folk Music’ (1931), in Béla
Barték Essays, ed. Suchoff, p. 115.

21 ‘Structure of the Fourth String Quartet’
(1930?) in ibid, pp. 412-13.

22 Béla Bartdk Essays, ed. Suchoff, pp. 345-47.
23 See David E. Schneider, ‘Barték and
Stravinsky’.

24 ‘Analysis for the Fifth String Quartet’
(1935), in Béla Barték Essays, ed. Suchoff, p.
414.

25 Benjamin Suchoff, ‘Structure and Concept
in Bart6k’s Sixth String Quartet’, Tempo 83
(Winter 1967-68), pp. 2-11.

26 Karpati, Barték’s Chamber Music, p. 161.
27 ‘Structure of Music for String Instruments’
(1937), in Béla Barték Essays, ed. Suchoff, p.
416.

28 Ibid., p.381.

29 Somfai, Béla Barték: Composition, Concepts,
and Autograph Sources, p. 21.

11 Hungarian nationalism and the reception
of Bart6k’s music, 1904—1940

1 Mrs Béla Bartdk to Mrs Gyula Baranyai, 4
April 1904; Jéanos Demény (ed.), Béla Barték
Letters, trans. Péter Balaban and Istvan Farkas,
trans. rev. Elizabeth West and Colin Mason
(London: Faber & Faber, 1971), p. 40.

2 ‘Béla Bart6k), Zenevildg (19 January 1904),
quoted in Janos Demény, ‘Bartok Béla
tanuléévei és romantikus korszaka
(1899-1905)’ [Béla Bart6k’s Student Years and
Romantic Period (1899-1905)],
Zenetudomdnyi tanulmdnyok [Studies in
Musicology] (hereafter Zt), ed. Bence Szabolcsi
and Dénes Bartha, 2 (Budapest: Akadémiai
Kiado, 1954), p. 412. All translations are mine
unless otherwise specified.

3 [Andor Merkler], ‘A filharmonikusok mai
hangversenye’ [Today’s Philharmonic Concert],
Magyarorszdg [Hungary] (14 January 1904), in
Jénos Demény, ‘Zeitgendssische Kritiken iiber
die Erstauffithrungen der Kossuth-Symphonie
von Béla Bartok (Budapest, 13. Januar 1904 —
Manchester, 19. Februar 1904)’, Documenta
Bartékiana (hereafter DB) 1 (1964), p. 31.

4 Pongrécz Kacsoh, ‘Bartok Béla, Zenevildg
(19 January 1904), quoted in DB 1 (1964), p. 58.
5 On Bart6k’s competition with Dohnanyi see
Lészl6 Vikérius, Modell és inspirdcié Barték
zenei gondolkoddsdban [Model and Inspiration

in Bartok’s Musical Thinking] (Pécs: Jelenkor
Kiad6, 1999), pp. 82-90.

6 Aurél Kern, Budapesti Hirlap (14 January
1904), quoted in DB 1 (1964), pp. 32-33.

7 ‘A filharmonikusok mai hangversenye’,
Magyarorszdg (14 January 1904), quoted in DB
1(1964),p. 31.

8 For a summary of the English reception of
Kossuth see Malcolm Gillies, Bartdk in Britain
(Oxford: Oxford University Press, 1989), pp.
6-8.

9 Tibor Tallidn, Béla Barték: The Man and His
Work, trans. Gyula Gulyés, trans. rev. Paul
Merrick (Budapest: Corvina, 1988), p. 42.

10 Emil Haraszti, Budapesti Hirlap (27
February 1913), quoted in Jdnos Demény,
‘Bartok Béla miivészi kibontakozasinak évei I:
taldlkozds a népzenével (1906-1914)’ [The Years
of Béla Bartok’s Artistic Evolution I: Encounter
with Folk Music (1906-1914)], Zt 3 (1955), p.
425.

11 Ibid.

12 Ibid.

13 For reviews of the performance, most of
which describe the audience’s reaction, see
Demény, ‘Bartok Béla miivészi
kibontakozasénak évei I, pp. 425-28.
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