OTKA NK 101742-es palyazat

Bartok dsszkiadas

Az utolso palyazati id6szakot (2014. mércius 1. — 2015. jalius 31.) kovetd
projekt zard beszamolo

Bevezetés: A kutatas célja és eredményei

A palyazat négy kiilonboz0 témat egyesitett, melyek egyrészt folytattdk a Bartok Béla
zenemiiveinek kritikai 0sszkiadasa (Béla Bartok Complete Critical Edition) kordbban mar
OTKA, illetve NKFP péalyazati tdmogatasban részesiilt el6készitd munkalatait, masrészt
kiegészitették azokat. (1988 és 2004 kozott a Bartok dsszkiadas munkalatait Somfai Laszld
irdnyitotta; 2004-ben vette at téle a jelen palyazat vezetd kutatoja.)

A Kotet-clokészités munkajat folytaté 1. témaban (a Mikrokosmos kodzreadasa kritikai
kommentarral, BBCCE, 40-41. kotet) elkésziilt a torténeti bevezetd és a kritikai jegyzetanyag
elsé fogalmazvanya, a teljes nyomdai kottakézirat, s ennek nyers kottagrafikaja a sorozat
jovendd kiaddjanal, a német G. Henle Verlagndl. A Bartok mijegyz¢ék (2. téma)
munkalataiban a tervezettnél nagyobb volt az elérehaladast (a 3 év alatt 30 helyett 6sszesen
48 1j szocikk késziilt el, az utolsd6 iddszakban 32 részben rovidebb cimszo keriilt
kidolgozasra), s valosziniinek latszik, hogy a befejezéshez kozeli kézirat 2016-ra lezarhatd
lesz. A Bartok Béla Irasai kritikai kozreadas-sorozatbol (3. téma) a 2. kotet eldkészitése
szamos részeredménnyel jart (a kotet tartalmanak meghatarozésa és anyagéanak osszegytijtése,
0j forraskézirat megszerzése), mig a 4. kotet teljes szerkesztett kézirata lezarult. Végul
elkészilt Bartok teljes, nagyobbrészt kiadatlan levelezésének digitalizalasa és online elérhetd,
kereshetd adatbazisa (4. téma), mely jelenleg proba lizemmodban miikddik.

A projekt résztvevoi az utols6 idOszakban is nagy szdmban tartottak a vallalkozas
témakorében eldadéasokat itthon és kiilfoldon. Biré Viola fiatal kutatdé 2 magyar nyelvii
eléadast, Nakahara Yusuke doktorandus 3 angol €s 2 magyar nyelvii eldadast; kettét ezek
kozul kilfoldon (Bristolban, illetve Aveiréban). Lampert Vera egy angol, Somfai LaszI6 egy
magyar nyelvii elGadast tartott. Vikarius Laszlo6 6 magyar nyelvii (koztik egyet
Nagyvaradon), 6 angol nyelvli (tobbek kozott Velencében, Briisszelben, Pozsonyban és
Ankaraban), valamint (Lipcsében) 1 német nyelvii el6adast tartott. (Valamennyit részben
vagy egészében Uj témabdl.) (A projekt mas részvet6i egyéb kutatasi témajukbol tartottak
el6adasokat az iddszakban.) Végiil megemlitendd, hogy a palyazatban résztvevo egyik fiatal
kutato, Kerekfy Marton ugyan nem Bartokrol, de Bartok életmiivéhez és zenéjéhez szorosan
kapcsolodo témaban (,,A kelet-eurdpai népzene hatasa Ligeti Gyorgy zenéjére”, Liszt Ferenc
Zenemiivészeti Egyetem, 2014) irt doktori értekezest, melynek védésére szeptemberben kerdl
sor.

Ahogy a Bartok Osszkiadas alapité szerkesztdje, Somfai Laszlo teszi, a vezetd kutatd
szintén szamos résztémat bevont a Zeneakadémian tartott kildnféle zenetudomanyi
kurzusainak (20. szazadi zeneszerzoéi irasokrol, Urtext, zenefilologiai kurzus) anyagéba mind
a kottadsszkiadassal, mind az irasok kozreadasadval kapcsolatos gyakorlatokat, ami nemcsak a
konkrét palyazati munkak szempontjabol hasznos és tanulsagos, hanem egyuttal a kovetkez6
kutatonemzedék képzésébe szorosan bevonja a Bartok-filologiat.

Hosszutavon azonban a palyazatban kijel6lt tertileteken elért eredményeknél is fontosabb,
hogy a mincheni G. Henle Verlag és az Editio Musica Budapest zenemiikiado
egyiittmikodésének koszonhetéen kialakult az a kiadoi hattér, mely a tervek szerint a
kovetkezd évtél kezdve biztositani fogja a Bartok Archivumban szerkesztett Kkritikai
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Osszkiadas folyamatos és magas szinvonall megjelentetését. Az utolsé idészakban folytatott
intenziv targyalasok és immar k6z6s munka keretében tébb olyan eredmeny is szlletett, mely
jelentésen tullépett a palyazatban megjelolt feladatokon. Ezekre a beszamold végeén tériink ki.

1. A Mikrokosmos (153 zongoradarab) kdzreadasa

A német G. Henle Verlagnak atadtuk a Mikrokosmos teljes szerkesztett nyomdai kéziratat
(Nakahara Yususke doktorandus), melyb6l mostanra elkésziilt az 1-3 flizet kottagrafikaja és
belsé korrektira fazisban van, mig a 4-6. flzet nyers tordelt allapotban van jelenleg.
(Kozreadoi korrektura mar szeptemberre, illetve oktoberre varhatd.) Ugyancsak elkészilt egy
részletes keletkezéstorténeti tanulmany, mely a torténeti eldszé teljes anyagat tartalmazza,
csupan megformalasat kell még a most induld sorozat jelenleg kidolgozas alatt allé formai és
tartalmi szabalyzatdhoz igazitani. (A tanulméany elsé szakmai forumként a Liszt Ferenc
Zenemiivészeti Egyetem zenetudoméanyi PhD képzésében szeminariumi dolgozatként kertilt
megtargyalasra.) Teljes kritikai jegyzetanyag all rendelkezésre, bar ennek vegleges formajat
még a most folyo kiaddi egyeztetések nyoman kell majd kialakitani. Ekézben a téman
dolgozé doktorandus (Nakahara Yusuke) tobb résztémarol sszesen 5 (magyar illetve angol)
tudomanyos eldadést tartott, melyek koziil 3 tanulmany formajaban mar hozzaférhetd vagy
leadasra keriilt. 1 tovabbi tanulmanyt pedig a Zeneakadémia most késziilé jubileumi kotetébe
irt (Szekvenciaktdl szimfonidkig: Tanulményok Liszt, Bartok és Ligeti 140 éves
Zeneakadémiaja tiszteletére). Ugyanebbe a kotetbe a Mikrokosmoshoz is kapcsolodo
tanulmanyt és forraskdzreadast készitett a projektvezet6 a Bartok—Reschofszky Zongoraiskola
zeneakademiai biralatarol.

2. Bartok miijegyzék

A Bartok mijegyzék (Somfai Laszlo angol nyelvii munkaja, Béla Bartok Thematic
Catalogue) irasa es szerkesztése az utolsd palyazati idGészakban is jelentds, a tervezettnél
nagyobb elérehaladast mutatott. Az eddig kidolgozatlan fiatalkori miivekbél (a BB 36, Op. 1-
es Rapszodiaig) a még hianyzo 32 cimszo6 hianytalanul elkészilt (BB 1-10, 13-29, 31-33,
36a és 36b szam). Elsé megfogalmazasban kidolgozds alatt &ll a BB 105-6s szam
(Mikrokosmos) leirdsa is. (E nagy és kiilonosen Osszetett forrasanyaggal rendelkezé mi
keletkezéstorténetével és forrdsaival kapcsolatos képlink az 1. palyazati téma munkalatai
nyoman sokat gazdagodott, amit természetesen a miijjegyzék is figyelembe vesz.) Az utolséd
id6szakban elkésziilt szocikkeket részletesen felsoroljuk a 2. mellékletben. A mijegyzék
munkalataiban tovabbra is nagy segitséget jelent, hogy 2012 0Osze 6ta Somfai Laszlod
irnyitasaval két fiatal kutatd (Kerékfy Marton doktorjel6lt, jelenleg 1/4 allasi munkatérs és
Pintér Csilla Maria, PhD, munkatars) asszisztensi munkat végez (anyag- és adatgytijtés, az 1j
cimszavak egy-egy alfejezet-szovegeinek el6készitése, illetve az elkésziilt cimszavak
szovegének ellendrzése és revizidja).

A teljes palyazati idoszakban az eredetileg vallalt 30 Uj cimszd helyett 6sszesen 48 (j
cimsz6 készilt el, emellett nagyszamd régebbi cimszd javitasa, kiegészitese, formai
egységesitése tortént meg a megel6z6 OTKA palyazat zard idészakaban a német G. Henle
Verlag szerkesztdivel tortént részletes formai és tartalmi egyeztetés alapjan. A teljes
miijegyzék elkésziiltéhez ilyen mdédon mar mindGssze 3 nagyobb m teljes leirasa hianyzik:
BB 74 A fabdl faragott kiralyfi, BB 82 A csodalatos mandarin, BB 100 Cantata profana, az
1894-t61 1906-ig tartd idGszakbol sza&rmazd hét kompozicios téredék leirdsa (BB B-1-7),
valamint Bartok mas szerz6k miiveibdl készitett atiratainak tobbsége (BB A-1-4, 6-7). Ezen
kivil tovabbi 2 jelentés mi leirasa van még kidolgozas alatt: BB 105 (és BB 120)
Mikrokosmos és BB 62 A kékszakallu herceg vara. Megjegyzendd, hogy valamennyi jelent6s
miivel kapcsolatban igen sok Uj kutatdsi eredmeény kerilt publikaldsra az utdbbi években
éppen az OTKA palyazatoknak koszonhetéen. A legUjabb 6sszkiadas palyazatnak hala tehat
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az 0sszesen 129 szdmot (és az emlitett két, A és B fuggeléket) tartalmazo miijegyzék forésze
kozel elkésziilt, ami lényegesen jelentdsebb haladas, mint amit remelni lehetett. A
remélhetdleg 2016-ban megkezd6dé kiadoi munkak szempontjabol pedig dontd, hogy a
mijegyzék egyes szamainak kidolgozasa a teljes palyazati idészak alatt a kiaddval tortént
részletes egyeztetések alapjan tortént.

3. A Bartok Béla Irasai sorozat 2. és 4. kitetének szerkesztése

Mindkét kotet munkalatairél eldadas hangzott el az MTA BTK Zenetudomanyi Intézet
Tudomanyos Féruma keretében (Vikarius Laszl6 és Bir6 Viola).

3.1. A Bartok Béla Irasai sorozat 2. kotete, a kdzreadd (maga a vezetd kutato) palyazatban és
palyazaton kiviili sokiranyu elfoglaltsiga miatt kevésbé mutat kiemelkedd eredményeket. Igy
is fontos, hogy sikerult kialakitani a kotettervet, és megtortéent a teljes forrasanyag, valamint
az eddigi kozreadasok digitalizalasa és osszegylijtése. Tobb iras kozreadasabol probavaltozat
készilt. Eldontetlen még, hogy milyen irdsvaltozatok kapnak helyet a kotet flggelékében. (Az
emlitett tudomanyos eléadas illusztraciés anyagaként elkésziilt tartalomjegyzék megtalalhatd
beszamolo utan 3. mellékletekent.)

3.2. A Bartok Archivumban 2013 szeptembere 6ta dolgozo fiatal kutatd Bird Viola, aki a 2.
témaban, valamint az Gsszkiadasban mostantol a belsé szerkesztOség tagjaként is dolgozo
Kerékfy Martontdl vette at a 4. kotet kéziratanak gondozésat, 2014 eleje és 2015 nyara kozott,
az Amerikaban el6 kbzreaddval, Lampert Veraval folyamatos és szoros egyiittmiikdésben
elvégezte a teljes kotet valamennyi irds-kdzreadasanak a rendelkezésre allo teljes forrasanyag
ismeretlen vagy korabban hozzaférhetetlen forrast is beazonositott, illetve folkutatott.) A kotet
kéziratahoz elkeészult a szikseges kottapéldak kottagrafikai munkaja (Biky Virag). A kotet
kiadasat a sorozat eddigi kiaddja, az Editio Musica Budapest vallalja, melynek anyagi
fedezetet az NKA (j Bartok palyazata fogja biztositani.

Az irasok kritikai kozreaddsdhoz kapcsolddéan megemlithetd, hogy a vezetd kutatd a
Bérenreiter Verlagnal el6késziiletben 1évé Lexikon Musiktheorie/Musikasthetik cimii alapvetd
kézikonyv szdmara kiilon fejezetet irt Bartok Harvard egyetemi eldaddsairdl a forrasanyag és
a kozreadasok ujraertékelésével.

4. Bartok levelek adatbazisa

A levelezés forrasanyagdn és magan az adatbazison is intenziv munka folyt. Befejez6dott
valamennyi kéziratban ¢és kéziratmasolatban hozzaférheté dokumentum digitalizalasa
(beleértve a Bartok Archivum sajat gyiijteményének Ujabb 9500 oldalnyi dokumentuma
mellett az amerikai hagyatékhoz tartozo levelezés mintegy 8500 oldalnyi szines méasolatat is).
Az archivalasra alkalmas tiff, illetve jpg formatumu képekbdl egy-egy levélhez tartoz6 gsszes
oldalt kodz6s dokumentumban tartalmazd pdf-file-ok késziltek, melyek alkalmasak az
adatbazisban valé megjelenitésre (szerz6i jogi és tulajdonjogi okokbol Kkizarolag az
Archivumon belili hasznalat esetén). (A digitalizalasban és a pdf-filok elkészitésében a GDW
Network szakembere mellett ezuttal a Bartok Archivum toébb munkatarsa, Buky Virag,
Kerékfy Marton, Schmidt Zsuzsanna, Vikarius Laszld, valamint egy doktorandus, Németh
Zsombor) is részt vett. A jelenleg kozel 9000 dokumentumot nyilvantarté Bartok-levelezés
adatbazis alapjaul szolgalo excel tablaban az adatok irasmodjanak egységesiteset,
hivatkozasok bevezetését Schmidt Zsuzsanna végezte. Az adatbazis programozasi feladatait, a
grafikai munkak megszervezését az Intézet rendszergazdaja, Kemecsei Zsolt vallalta. A
Bartok levelezés (Bartok Correspondence) adatbazis prébavaltozatat a Zenetudomanyi Intézet
egyeb adatbazisait tartalmazd nyilvanos szerveren jelenleg teszteljiik. Ideiglenes elérhetdsége:
http://db.zti.hu/bartok _correspondence/bmails_Hits.asp?0=mail_date. Az angol nyelven
kidolgozott adatbazishoz angol és magyar nyelvii bevezetés, valamint bibliografia késziilt.
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Igen jelentés munka folyt végiil a Bartok Archivumban az elmult évtizedekben kiilonféle
modszerekkel (begépelés, digitalis szovegfelismertetés) késziilt nagy mennyiségii, mintegy
4000 levél teljes szovegét tartalmazo allomany szovegének ellendrzése terén (német szovegek
ellenérzését Anne Vester doktorandus és Szekely Andras végezte, magyar es angol szévegek
ellenérzését Németh Zsombor doktorandus.) Ezt az igen nagy szovegallomanyt, mely még
jelent6s szerkesztési, egységesitési munkat igényel, a késObbieckben tudjuk majd az
adatbazishoz kapcsolva az Archivumban dolgoz6 kutatok szdmaéra elérhetévé tenni.

5. A Bartok osszkiadas megjelentetéséhez kapcsolodo elokészité munkalatok

Miutan eddig kiadoi hattér nélkil folyt a mintakotetek el6készitése és Osszeallitisa, a
szerkesztés meg a legkidolgozottabb kotetek esetén sem egy véglegesitett formai szabalyzat
alapjan tortént, hiszen ennek végérvényes kidolgozasa felelés kiadd nélkiill nem volt
lehetséges. gy a palyazat utolsd idszakaban intenziven dolgoztunk a sorozat formai
jellemzoéinek véglegesitésén. Elkészilt a Bartok dsszkiadas eddig csak magyarul és csupén
részben kidolgozott kozreadasi szabalyzatanak (Guidelines for the Béla Bartok Complete
Critical Edition: Princiéles and Recommendations to Volume Editors) atfogoé angol nyelvii
valtozata (Somfai Laszl6 munkdja nyoman 6sszeéllitotta és forditotta a projektvezetd Kerékfy
Martonnal). Mivel ez egyelére még nem nyilvanos dokumentum, a beszamold utan 1.
mellékletként csatoljuk a dokumentécidhoz.

Kiemelkedd a jelentdsége annak, hogy az ezt megel6z6 OTKA pdalyazat keretében
elkészilhetett, s els6 korrektiura stadiumba jutott a Gyermekeknek két valtozatanak (korai
valtozat, 85 darab, 1908-1911, illetve atdolgozott valtozat, 79 darab, 1943, megjelenés 1946)
kotta foszoveg kozreadasa. Ennek koszonhetd, hogy a Bartok Osszkiadas sorozat épp a
Gyermekeknek példatlanul sok 0j eredményt igéré kozreadasaval indulhat. A kozreado
(Vikarius Laszld, munkatarsa Lampert Vera) megirta az OTKA palyazatokhoz kapcsolddva
kordbban elkészilt, s mar megjelent keletkezéstorténeti résztanulményok felhasznélasaval a
teljes sorozat keletkezéstorténetérdl és atdolgozasairdl sz616 bevezetd tanulmanyt magyarul és
angolul (egyenként mintegy 130.000 leiitésnyi tudomanyos szoveg). A részletes angol nyelvii
forrésleirds és a darabok mintegy negyedének eddig elkésziilt kritikai jegyzetanyaga még a
kiadoi szerkesztdséggel valo egyeztetésre és véglegesitésre var, akarcsak maga a bevezetd.
Tovabba elkészilt a kotet fliggelékben kozlésre keriil6 kompozicidvaltozatok nyomdai
kézirata: (a) a legkorabbi tervezett musorozat, (b) a késobbitdl eltéré atdolgozasok a
Zongorazo ifjusag albumban, (c) 3 kidolgozatlanul hagyott tétel, tovabba (4) egy, Bartdk
zongorazasarol késziilt hangfelvétel alapjan kidolgozott mtialak.

Ugy tiinik, Bartok halalanak 70. évforduléja (2015. szeptember 26.), mely a szerz6i jogok
2016-t6l érvényes lejartat jelenti, teremt alkalmat arra, hogy Unnepélyesen bejelentésre
ker(iljon a Bartok Béla Zenemiiveinek Kritikai Osszkiad4sa sorozat megjelentetése. Egy NKA
palyazati tamogatasnak koszonhetéen szeptember 26-4n magyar és nemzetkodzi tudomanyos
ulésszakot fogunk tartani, melynek keretében sajtotajékoztatora kertil sor a Bartok 6sszkiadas
meginditasarol, és eldszor Osszeiil a rangos nemzetkozi tudomanyos szerkesztébizottsag az
Editio Musica Budapest kiadd és a G. Henle Verlag képviseléivel. A Zenetudomanyi
Intézetben sorra keriild rendezvényt a Magyar Tudomanyos Akadémia elntke, Lovész L&szI6
fogja megnyitni. A nemzetkézi tudomanyos szerkesztébizottsag tagjai: Malcolm Gillies
(London), Moéricz Klara (Amherst, MA), Wolf-Dieter Seiffert (Munchen), Tallidn Tibor
(Budapest), Richard Taruskin (Berkeley, CA). A koncerttel zarulé rendezvény maésnapjan,
szeptember 27-én a Zeneakadémia nagytermében kilonleges matinékoncertre kerll sor:
magyar és szlovak zeneiskolasok fognak koncertet adni a Gyermekeknek ket részenek
(magyar, illetve szlovak népdalokon alapul6 fiizetek) vélogatott darabjaibol, a Liszt Ferenc
Zenemiivészeti Egyetem népzenei tanszakanak hallgatoi 6sszeéallitast adnak el6 a sorozathoz
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kapcsolodd magyar és szlovak népi forrasdallamokbdl. E kétnapos rendezvénysorozat
remélhetéleg méltoképpen fogja felhivni a figyelmet az OTKA altal hosszabb ideje
nagyvonalUan tamogatott sorozat végre megindul6 tényleges kiadasara.

Végil nem maradhat emlitetleniil, hogy az elmult masfél éves iddszakban szdmos
esemény és ehhez kapcsolddd feladat gatolta és nehezitette a Bartok Archivumban folyd
tudomanyos munkat, mindenekelétt a palyazati feladatok végzését. Osszefiiggésben a
Bolcsészettudomanyi Kutatokdzpont tudoméanyos intézeteinek Uj elhelyezésevel folmerdilt,
hogy a Zenetudomanyi Intézetet is kikoltoztetik jelenlegi reprezentativ, ugyanakkor sokoldalu
szakmai és nyilvanos funkcidjanak (kutatohely mellett mazeum, koncert- és konferencia-
helyszin) eddig idealis otthonabdl, az Erd6dy-Hatvany palotabdl. E bizonytalan helyzetben ifj.
Bartok Béla jogutodja, Vasarhelyi Gabor 2014. augusztusi hataridével vératlanul folmondta
az 1961 oOta ervényben 1€v6 letéti szerz6dést, s egy éven at (2014. augusztus 5. és 2015. jalius
21. kozott) Osszesen 60 munkanapot toltve az Archivumban az archivum vezetdjével (a
palyazati témavezetdvel) leltdrozta, csomagolta, s jelentds részben elszallitotta a tobb mint
5000 tételt (koztuk tobb sz&z oldalas kézirati egységeket) tartalmazd hagyatékot. A 60
munkanaprol teljes részletességi tételes jegyzokonyv késziilt, mely elsésorban az Archivum
szakasszisztensét, a 4. palyazati témaban intenziven dolgoz6 Schmidt Zsuzsannat terhelte. A
letéti szerzddés felmondasa ugyanakkor sziikségessé tette, hogy a legfontosabb, még
digitalizalatlan forrasokat siirgdsen digitalizaljuk, s igy 2014 nyardn a Bartok Archivum
valamennyi munkatarsa intenziv részt vallalt ebbdl a feladatbdl is. (Ennek kdszonhetd, hogy
az el6z6 iddszakokhoz képest jelentésen megnétt, mintegy masfélszeresére a digitalis
képeldallitas, az iddszakban mintegy 25.000 digitalis képpel gyarapodott az Archivum
digitalis alloménya.) Ugyanakkor a hagyaték kézirati részének elkerlilése a Bartok
Archivumbdl a rendelkezésre all6 masolatok ellenére is sok esetben megneheziti, egyes
esetekben pedig éppen lehetetlenné teszi a kutatast. (igy keriilt sor az év folyaman mar
elszallitott kézirat ideiglenes visszakerésére, illetve kdlcsonzésére.) Mind ez a véaratlan kilon
feladat tette sziikségessé, hogy a palyazat lezarasahoz 2015 februarjaban haladékot kérjunk. A
palyazati hatarid6 segit6kész meghosszabbitdsanak hala azonban lényegében minden vallalt
feladattal elkészlhettlink.

Budapest, 2015. augusztus 30.
Vikarius Laszlo
vezetd kutato
a Bartok Archivum vezetdje
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Bartdk dsszkiadas projekt zaré beszamol6

1. melléklet
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INTRODUCTION

The Béla Bartok Complete Critical Edition (BBCCE) is published in seven series and
forty-eight volumes:

I Stage works (six volumes)

II Vocal works (five volumes)

I Orchestral works (fifteen volumes)
v Chamber works (seven volumes)
\% Piano works (nine volumes)

VI Appendix (two volumes)
VII  Piano reductions (four volumes)

The complete edition makes Bartok’s entire oeuvre available for scholars and
performers, including

- the most authentic version (Fassung letzter Hand) of works published with
Bartok’s approval;

- the most authentic version of finished compositions that were not published in
Bartok's lifetime;

- significantly different variants of both published and unpublished works;

- sketches documenting the genesis of works and drafts that differ significantly
from the final version;

- fragments and sketches unrelated to any finished compositions;

- documents of Bartok’s studies in composition;

- transcriptions of Bartok’s works made by other composers and approved by
Bartok;

- Bartok’s transcriptions and orchestrations of other composers” works (not
including the approximately two thousand pages of Bart6k’s performing editions of
piano music).
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1. LAYOUT AND CONTENTS OF A VOLUME

FORMAT

Today’s standard (German) complete edition volumes, which is close to a
conductor’s score (mirror: 296x201 mm; cf. Henle’s Beethoven Werke,
Symphonien III: 297x207 mm), linen-bound; the mirror size can be slightly
larger in special cases (especially for transcriptions of sketches).

PARTS OF A VOLUME

II.

I1I.

IV.

VL

VIL

Facsimile page(s) on frontispiece (color or black-and-white, selected by the
volume editor and the editorial staff).

Table of contents including music incipits of each movement and piece in the
volume.

Preface to the series (standard text without title) on the BBCCE as a whole, on
Bart6k’s notation, and on editorial principles of the BBCCE.

Introduction to the work(s) included in the volume: data, documentary
evidence in letters, etc., about the composition, publication, premiere and
other important early performances, and early reception; it contains general
information on alternative forms, etc. (It is written by the volume editor
aided by the editorial staff.)

Notes for the performer: consists of a general and a special part. (1) The general
part On Bartok’s Notation is a partly standard text applied to and
supplemented for the contents of the volume in question. Its main parts
discuss the style of notation, which may differ from work to work, Bartok’s
practice of using indications and signs, fingerings, and questions of tempo,
metronome and timing. (2) The special part is divided into sections devoted
to each work and individual problem areas: (1) information on original titles
given or approved by Bartok; (b) list of instruments; (c) information on the
duration, special seating arrangements, etc. (information drawn from
secondary sources might also be included if necessary); (d) special
information on the notation, original performers and instruments,
performance practice, etc., of the work(s) presented in the volume that the
performer should be aware of (this part is compiled and written by the
volume editor together with the editorial staff).

The main musical text. Titles of the composition (see § 301). The definitive
score of the work(s) included in the volume, generally the Fassung letzter
Hand; a clear and unambiguous musical text intended for the performer with
a minimum of editorial comments (in square brackets or in footnotes); it
should, however, call attention to variants as well as major textual problems
by referring to the relevant part of the volume, where the problem is
described.

Appendix. Primary variants to the text presented in the score, alternative
forms, such as variant endings; concert versions (Konzertfassung);
significantly different versions preserved on recordings by the composer;
translations not included in the main musical text of vocal works, etc.
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VIIL. Critical commentaries (to each work separately):
(a) Sources: (1) abbreviation of sources together with their bibliographic
description; (2) stemma and evaluation of the sources.
(b) Genesis of the work and stages of its evolution. Sketches and drafts (described
in as much detail as necessary) of the work(s) in the volume, passages
deleted from the final version either in diplomatic transcription or in
annotated facsimile reproduction or, in special cases, in both forms;
Einzelbemerkungen-type editorial notes should immediately follow the music.
(c) Editorial notes to the score. Einzelbemerkungen-type editorial notes, pieces of
information, list of different readings. (If necessary, details of the composer’s
recordings can also be included here although ossia-like variants, depending
on their length, should also be given either in the score itself or in the
appendix.)
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2. GENERAL PRINCIPLES OF EDITING THE MAIN MUSICAL TEXT

21. The main musical text is intended for the performer but at the same time, being a
scholarly edition, it should point out significant ambiguities in the text, variant forms
and, in general, the possibility of choices that a performer can make. Accordingly, the
main musical text may include ossia staves and footnotes (referred to with asterisks
rather than numbers), which, distinguished typographically so that these do not
disturb the practical use of the score, either give the alternative text or, informing
about the essence of the problem, refer to the alternative form in the appendix.
(Considering later practical Urtext editions based on the main text, these notes
should, however, avoid referring to either the Introduction or the Critical
Commentaries, which will not be part of a sheet music edition in their entirety.) The
following should be treated as significant ambiguities: questionable or suspicious
pitches and rhythms, suspicious or inconsistent tempo indications, MM numbers,
dynamics, and performance instructions. Variants to be explained in footnotes are:
alternative endings, cuts, variants for concert purposes (Konzertfassung) printed in the
appendix, alternative forms preserved in Bartok’s own copy of the score also to be
printed in the appendix, and significant deviations from the text preserved on the
composer’s own recordings. Particularly important alternative versions and variants
that can equally be regarded as Fassung letzter Hand may be printed on ossia staves in
the main text. Early and obsolete forms, however, which belong to the evolution of
the composition, should not be referred to in the footnotes.

22. As a general rule, Bart6k’s notation cannot perfectly and always be presented in a
unified manner. On the one hand, he himself reconsidered his views on certain issues
of notation occasionally and sometimes even more than once during his career, and a
later or more mature style cannot automatically replace previous or older practices;
on the other hand, the house style of Barték’s different publishers influenced the
appearance of the final printed version of compositions to such an extent that works
produced by different publishers cannot be presented in a completely unified form.
The main goal of the section devoted to basic questions of notation in the standard
untitled preface to the series is to inform the musician about Bart6k’s changing habits
in notation during his career. Furthermore, the editor can discuss basic information
concerning notation and performance practice in the Notes for the performer (see
above, 1. Parts of a volume: V).

23. One of the greatest responsibilities of the editor is to compile problems that might
warrant the unification of notation and editorial intervention. These should be
discussed at the first possible consultation between the volume editor and the
editorial statf (see 9: Theoretical model of the preparation of a volume).
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3. GUIDELINES FOR EDITING THE MAIN MUSICAL TEXT

301. Title, language variants. The BBCCE is a Hungarian-English-German trilingual
edition. Historically authentic titles and title variants, including French, Slovak, and
Romanian translations given or approved by Barték, should be included in the title
and printed on the title page. Discussion or mention of all obsolete or inappropriate
translations and antiquated forms of titles should be reserved to the description of
sources (cf. 1. Parts of a Volume: VIII) and/or the Introduction (ibid.: IV). (About the
translation of the verbal text of vocal works, see later.)

302. Headings, braces, and brackets. Headings for individual movements and pieces, the
exact form, size, and placement of their numbering should be decided case by case.
However, consistency is required in the following:

3021. In accordance with Bart6k’s express wishes, empty staves (tote Zeilen) are to be
omitted from the very first page on in the full score of instrumental ensembles larger
than a string quartet (vocal works will be discussed separately).

3022. Parts of instruments with undetermined pitch are written on single-line staff.

3023. In general, bar lines, brackets, and braces conform to current editorial practices
but special difficulties should be discussed by the volume editor and the editorial
staff; from around 1930, Bartok ceased to use braces to connect the staves of violins 1
and 2; this feature should be preserved in the edition of later works.

3024. Names of instruments in full scores are given in Italian on the first page and
Italian abbreviations are used on further pages; like instruments are differentiated by
using Arab numerals without full stop; the language of names of instrumental and
vocal parts in chamber and vocal works should be decided case by case.

3025. No full stop is used after Roman numerals used in movement headings.

303. Page layout. Since the size of the BBCCE follow the format of today’s standard
(German) complete editions, the layout of many Bart6k scores will differ from that of
the commercial editions used today. While the layout in the full scores published by
Boosey & Hawkes (Violin Concerto, Concerto for Orchestra) are largely in line with
the BBCCE format, most of the scores published by Universal Edition (Music for
Strings, Percussion, and Celesta, string quartets, etc.) need to be re-designed. It is
advisable that the volume editor proposes the layout; in case of already published
scores he or she does not necessarily have to be a specialist in music setting for this. It
should be kept in mind that performers tend to prefer denser notation. The full scores of
orchestral and chamber works, which are not intended as performing scores, should
generally have staves of 5 mm height, which may be reduced to 4.5 mm (in a study
score of 240x170 mm, the staff will be reduced from 3.3 to 3 mm height). The best
guides for the layout are Bart6k’s own autograph scores.
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304. Measure numbers and figures. Regardless of the style of scores which Bartok was
familiar with or which he himself used, the BBCCE provides the works with measure
numbers. In the main musical text, measure numbers are placed above the brace of
each system just like in other complete editions while measure numbers are marked
above each measure in the transcription of sketches and drafts (see § 71). However,
the composer’s own rehearsal figures boxed (O0) or encircled (O) in the original
editions of his works are also to be preserved, since they often give information
about Bartok’s own understanding of the form. NB The volume editor together with
the editorial staff should make a decision about the measure numbering of
problematic passages (different number of measures in different parts due to
differing time signatures, etc.).

305. Time signature and change of time. Time signatures are generally placed on the
staff, although in the case of piano works of around 1908, in which Barték indicated
time signatures above the system, his idiosyncratic use should probably be retained
as reflection of his thinking in that particular period, cf. his use of extra rests above
the bar line. It shall occasionally have to be specially discussed whether large time
signatures connecting two staves should be used. Although Bartok preferred these,
just as some conductors do, he was not perfectly satisfied with the way these were
actually printed. As a general principle, large time signatures may appear only in the
two uppermost and the two lowest staves and, in addition, in the solo part of piano
concertos. (However, if there is only one extra stave above or under the solo part
then only the solo part should be provided with a large time signature there.) No
double bar lines are used before, and only because of, a change of time; not even in
early works.

306. Tempo indication, change of tempo, font sizes, and division marks. Italian tempo
indications are generally to be printed in a uniform manner: with a standard bold-
face letter size set in a single line above the system. Markings for slight tempo
changes like accel. - - - -, poco rit., etc., are also printed with the same letter size and
typography as main tempo indications are. (Tempo I. indication ends with a full

stop.)

3061. The two different types of division marks used by Bartok (the ” breath break or

Luftpause and the vertical | sign of interruption)! should be printed in relatively large
size.

307. Metronome numbers. Formally, MM numbers are to be standardized; while the
basic style should be Allegro, . =124 (tempo indication followed by a comma and no
parentheses are used), Barték’s own way of giving ca. or from-to numbers and
putting the MM indications in parentheses after Tempo I. should be retained. If MM
numbers stem from a revised edition prepared by Bartok, antiquated and wrong
numbers should not be mentioned but are to be discussed in the Introduction, the

1. From Bartok’s letter of 7 December 1939 to the editor of Boosey & Hawkes: * (comma) means not only
an interruption, but also an additional rest (Luftpause; | means only an interruption (division of sound)
without any extra rest.
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description of sources and/or the critical commentaries. Revised MM numbers
stemming from additional (secondary) sources such as letters should be given in
footnotes, whether they are included in posthumous editions prepared without the
composer’s direct approval or not. In case of significant discrepancies, data based on
Bartok’s own recordings can also be reported in footnotes. Revised MM numbers that
remain to be problematic (such as that in the first movement of the First Piano
Concerto) should be explained or provided with an alternative solution in a footnote.

308. Data on duration. With works, in whose score Bartok let his own data of duration
printed, these will be included based on authentic editions without, however the
German, French, English, etc. wording, and the duration will be given in
parentheses. Data taken from additional sources should be handled in either of two
ways: (1) data precise to the minute or even to the second found in Barték’s own
copies of the music used at performances or for entering corrections (but not
published before) should also be given in parentheses at the end of a movement,
piece, or composition without any comment; (2) approximate durations in minutes,
which are useful as orientation but should not be taken at face value (e.g., rough
duration given in concert plans, lists of the Austrian composers’ rights society,
Gesellschaft der Autoren, Komponisten und Musikverldger or AKM, etc.), should
generally be reported in the Notes for the performer (see 1. Parts of a Volume: V). The
editor’s precise measurements (to the second) based on the duration of Barték’s own
performances can also be discussed here.

309. Key signatures and accidentals. The indication of key signatures should follow the
authorized editions. With regard to accidentals, the BBCCE is pragmatic. The
composer’s usage developed around 1908 (accidentals effect the note only within the
measure and in a single octave range) should be respected but later changes in this
respect in the same works revised in the USA are also to be taken into consideration.
As a general principle, unnecessary cautionary accidentals are to be avoided, except
when these clarify pitches traditionally questionable in the performance practice.
(They should be printed in smaller type but without parentheses directly in front of
the note.) Furthermore, in certain cases Bartok’s engraver’s copy, if it differs from the
published version, can be regarded as authoritative in the use of accidentals. The use
of accidentals should be finalized when a consensus is reached between the volume
editor, the editorial staff, and other specialist consultants.

310. Sharing a staff, stemming, etc. The notation of two or more parts sharing a staff
should follow the composer’s own style even if there are occasional (apparent)
inconsistencies (piano writing, etc.). With paired wind, etc., in orchestra scores,
Bartok preferred #### instead of E’, and $:srinstead of ¢77¢ ; this practice should be
considered valid retrospectively, too.

311. Note clusters. In general, today’s practice of printing closely adjacent notes in
clusters should be followed. Unaltered and altered notes of the same position were

printed in two basically different ways in Bartok’s music: (1) either with A shape
splayed stem or with /| branching out into an added mini-stem to connect the notes
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of a cluster chord, or else (2) with a horizontal r— bracket. Since the latter is

Universal Edition’s arbitrary change, in these cases Bartok’s autograph (A, /) should
be followed; stemming in Boosey & Hawkes editions should, however, be retained.

312. Abbreviations for repetition, etc. Abbreviations for repeated notes, such as ££7
appearing in Bartok’s autographs should not be written out in full, if they show the
rhythm and melodic shape of a part more clearly. The notation of tremolo generally
follows today’s accepted practice.

313. Glissando signs. During his career, Bartok basically used three different ways of
notation for glissandos in strings, etc.: (1) a wavy line; (2) a less precisely drawn
straight line which does not touch the note heads; and (3) a straight line precisely
drawn from note head to note head. Occasionally, it might be combined with
additional rhythm notation in varying ways. A mechanical unification of the
different signs does not seem viable, so the BBCCE preserves the different styles of
glissando notation characteristic of certain periods; the general preface informs the
musician about this special problem.

314. Tuplets. In the main musical text triplets and other tuplets should be
standardized to some extent (in contrast to the transcriptions of sketches and drafts,
see there § 75). If only a number appears (without bracket or slur), it has to be placed
on the stem side. Bartok wished to stick to this usage in his late notation.? In case of
numbers combined with brackets and/or slurs, the "5 form has generally to be
used but in the edition of early works (or in combined forms, which Bartok also
used) the older 3> form can also be retained. Today’s most widespread type of
3 form should, however, be avoided.

3141. An especially problematic question is the combination of beamed tuplets and
rests. Although Bartok undoubtedly preferred the 773 form to the 7< < form the mid-
1930s, it does not seem advisable to adopt this usage for the edition of works
published earlier.

315. Slurs, staccatos, etc. Bartok’s idiosyncratic use of slurs should be retained (thus,
e.g., with piano: slurs of unusual shape, slurs joining notes in different staves, etc.).
In Bart6k’s notation three different types of the legato slur ending in staccato can be
found (a) —~, (b) ~, and (c) —~. The traditional but less precise type (c) can often be
encountered in works until the 1930s. In his Boosey & Hawkes period the composer
generally made a clear distinction between the second (a), marking a kind of portato

2. Bartok to Boosey and Hawkes, 13 May 1945, criticizing the proof of the full score of Concerto for
Orchestra: ... 7. Figure 3 as triplet sign is always placed in my MS. opposite or above the slur (if there is any
slur) in order to avoid a misunderstanding. For, the old fashioned sign “3 for triplet designation still

e Iy
emerges occasionally and it is better to avoid any semblance of it. Therefore we may have: L or, " and

never LF. But 277 LLLS ete. may be admissible, though I would prefer even in such cases L5 &LL.
Advisable to add a paragr.[aph] about this to your print.[ing] Rules.
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performance of the final note, and the third (b), signifying a simple shortened final
note.? Since the earlier occurrences of the type (b) staccato ending are rather
unsystematic, the question should be specifically examined in detail by the volume
editor when first studying the works to be edited and the right policy as to which
types will be used should be decided through consultation with the editorial staff
and, especially, the editor-in-chief. As a general rule, however, the
indefinite ~. type can be preferable to the arbitrary choice of a misleadingly

unambiguous variant.

3151. If the tie is on the stem side rather than on the head side, .—/, it should
connect the note heads whereas the (legato) slur must not be placed close to the note
heads but, to avoid misunderstanding, rather to the upper half or even the end of the
stem .~ - following Bartok’s practice (see also § 771);

316. Dynamics, accents, etc. Especially crescendo and diminuendo hairpins need quite
special attention; it is this area where Bartok’s autograph might be preferred even to
the authorized edition. First, the exact rhythmic placement of the hairpin, secondly,
its opening and, thirdly, its thickness in the manuscript should be examined to
understand the composer’s intention. Bart6k tried to use systematically narrower or
wider hairpins ——= ———, hairpins that follow the rising or falling direction of a
motif, e.g. — , and the placement of final dynamic marks in line with the hairpin it
follows, such as ———— f. One should be careful leaving enough space for the
crammed groups of dynamics to be clearly legible. (In this particular respect,
numerous published scores overseen by the composer but even his own manuscripts
are often so crammed that the BBCCE will have to strive for a more spacious layout.)

3161. To decide on the right position of the accents is a musical question rather than
that of correct typography: such as sf and similar marks, which should not be placed
among other dynamic signs but closer to the note. Marcato (>) and “marcatissimo”
(A) accents (especially when used in succession) might have to be placed over the
notes even if the head is down, etc.

3162. Additionally, one has to carefully examine even the authorized editions with
respect to the right placement of performance indications (e.g., tenuto should be
placed over the note but might occasionally be incorrectly placed together with a
dynamic mark such as ff, which should, however be placed under the note) because
Bartok’s over-crammed notation might include incorrectly placed indications which
were then automatically printed in the wrong way especially by his Hungarian
publishers (Rozsnyai, R6zsavolgyi) and the composer was not careful enough when
checking the proofs.

3. Bartok to the editor of Boosey & Hawkes, 7 December 1939: ... In string (bow-) instruments a) i‘ and
b) z; (or a) '; and b) -; ) have a different meaning (a) means an interruption before the last quaver, b)

means a shorter sound of the last note, without any interruption.
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317. Special signs. A complex notation might raise several special questions that
should be clarified before starting editing a piece; these should be discussed with the
editorial staff as soon as possible. Let us just mention one example: the differentiation
between the small circle 0 marking harmonics and the oval-shaped mark O for open
strings is repeatedly and specifically referred to in Bartok’s correspondence.

318. Pedal marks. The serial preface to the BBCCE will mention that the pedal signs
used in the notation of Bart6k’s piano music were not uniform and that he adapted
his usage to the house style of his publishers also in this respect. Accordingly, it is

not advisable to unify pedal marks by preferring either the traditional sign (.  *)

or the bracket sign (! N ).

319. Text underlay with vocal works. The exact source of the text of a vocal work should
be discussed separately for each volume and each work, also including questions of
punctuation, division of words, the use of a dashed line (- - -) for hyphenation and a
continuous lower placed line for the prolongation of the final syllable of a word,
the capitalization of the first letter in verses, the order and selection of original text
and translation(s), text underlay, the occasional use of common text line for two parts
in choral works, stage directions, etc. As a general consideration, the main text
should only include translations authorized by the composer. Due to the fact that it
might be difficult to read music with more than two text lines (original language plus
one translation), different translations might be considered for printing in the
appendix: complete choruses might thus be included in the appendix with
translations of the text but in case of solo works only the vocal line should be printed
there. Further translations, which are historically irrelevant but for some reason or
other still important, might also be printed in the appendix.
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4. THE MARKING OF EDITORIAL INTERVENTIONS IN THE EDITED SCORE

While the selection of the main source and the supplementary source(s) are made by
the editorial staff and the volume editor, there are three, or rather 2+1, possible basic
situations.

(@) The work was published in Bart6k’s lifetime overseen by the composer.
(b) The work was only published posthumously.
(c) The work will be published in the BBCCE for the first time.

Furthermore:

(x) The intervention is based on a (supplementary) authentic source;
(v) The intervention is based on analogy, etc., deemed necessary by the editor;
(z) A repeated passage, a measure or several measures marked by a repeat sign (£

A, etc.), will be written out in full.

In the BBCCE, (b) will generally be handled in the same way as (c), i.e. posthumously
published works will be edited anew from the sources, although the philological work
of the previous editor will be taken into consideration and the posthumous edition
can serve as basic text when starting editorial work. (Posthumous editions still
checked by Bartok are special cases and need to be considered on their own.)

Typographically, the following philological principles will be adhered to:

Case (a/x): No differentiation is made in the main text but a reference to it is included
in the relevant part of the Critical commentaries (see 1. Parts of a Volume: VIII).

Case (a/y): The intervention is typographically differentiated in the main text and, if
necessary, a footnote is added (but no discussion is included in the Critical
commentaries). Typographical differentiation is made in the following ways:

if added: if original:
letters, words and numbers: smaller size f Tempo I T I
character of the same type-face (without J =120 p f emp?
parentheses) - - =120 cee
(1) special signs generally: smaller size A A Ban A M fiaas
characters o s . -

Al %' ':k* . -
(2) linear signs (slur, tie, hairpin): normal SEE— T T
sized character in square brackets [ ] —7 [ ] I
(3) note head, beaming: normal sized with
footnote (with an asterisk)
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r I

(4) accidental: smaller sized

eyt be gt

Cases (b/x) and (¢/x): as (a/x).
Cases (b/y) and (c¢/y), and (b/z) and (¢/z): as (a/y).

With cases (b/z) and (c¢/z), repeat signs written out in full, a general remark should be
included in the Critical commentaries.
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5. PREPARATION OF THE MAIN MUSICAL TEXT

There are three main types of “basic text,” i.e. the copy of the score prepared and
edited by the volume editor and checked and approved by the editor-in-chief, that
shall be given to the publisher:

(1) An edited copy of a printed copy will be used for most of the works published in
Bartok’s lifetime or posthumously belong to this type.

(2) A hand-written or computer-set copy (prepared by the volume editor or a copy
previously prepared by someone else but provided with the editor’s markings)
will mainly be used for early works and unpublished variants of published
works.

(3) A printed photocopy of Bartok’s fair copy with the editor’s markings might be used
for some early works.

The volume editor will be provided with a one-sided printed copy (i.e. with its back
side blank) based on the selected edition (or the composer’s autograph fair copy) of a
size that makes it comfortable for entering editorial markings. NB We recommend
that the editor should work with one-sided copies even if he or she has prepared the
transcription; if necessary, suitable music papers will be provided for.

It is recommended that unnecessary, incorrectly placed or imperfect signs and
indications should be pasted over using self-adhesive paper, or should be deleted
with white correction pen. After the deletion the correct sign or indication should be
entered in the correct place in black ink. Typical typographical situations are, e.g.,
imprecisely placed tempo indication, which does not start exactly over the time

signature, dynamics . #, etc., where the signs can easily be redirected to the right
place by using penciled or <~ - markings. It is also advisable to correct signs
appearing differently from the editorial principles of the BBCCE (e.g., poco rit.
printed in italics using smaller charters before a Tempo I) by pasting it over and
replacing it with the correctly written sign (e.g., with normal sized Roman
characters). - The volume editor might, however, also enter corrections simply using
deletion (crossing out the incorrect sign or text).

Editorial emendations of types (a-b-c/y) based on the decision of the volume editor
should be entered in the text in red; furthermore notes/signs to be discussed with the
editorial staff (if the editor is uncertain about whether the y-type emendation is
necessary), can be entered in red pencil rather than ink. Asterisk(s) as footnote
references as well as the footnotes themselves should also be written in pencil.

As mentioned under the heading 303 above, the page layout should be planned by
the volume editor. In case of published works, the simplest way is to cut up the
photocopy received by the volume editor and paste it on large size sheets of paper
after rearranging the systems. (Braces and brackets, clefs and key signatures, etc., if
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missing, could be redrawn in hand by the editor on the paper.) The editorial
markings should be entered in this rearranged score or its photocopy.
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6. GENERAL PRINCIPLES OF EDITING SKETCHES AND DRAFTS

According to the editing principles of the BBCCE the edition, partial or complete
presentation of sketches and drafts in “diplomatic transcription” strives to reproduce
the original notation as closely and as fully as possible. Diplomatic transcriptions are
used either if the facsimile reproduction of the manuscript is not possible (e.g., for
legal reasons) or if a transcription can present the different layers, the successive
order of chronologically different notations and changes in the text better and in a
more easily legible form. (Occasionally, diplomatic transcriptions can be used side by
side with facsimiles.)

Such a transcription might be more profitable for the scholar than the performer.
Thus, in contrast to the principles behind the preparation of the main musical text,
easy readability is no primary consideration. On the contrary, a diplomatic
transcription should contain as much information as possible. Its task is, thus

61. to convey the original notation retaining its idiosyncrasies including stem
direction, placement of ties and slurs, inconsistencies, enharmonic spelling, etc. (in sum, all
elements that can possibly be considered subject of scholarly scrutiny);

62. to restore, as far as legible, the first or original layer of notation—which was
subsequently revised or cancelled by the composer—in a manner that the later
notation is clearly differentiated from the cancelled one; and finally

63. to reproduce markings added later to the notation, such as preparatory notes for
orchestration, additional texts and translations for vocal works, etc.; these, however,
should be printed with distinct typography.

One should not stick to characteristics of secondary importance in the composer’s
notational practice, which might only hinder legibility (and computer setting), such
as

64. imperfect vertical alignment of notes of different parts on one or more staves, if it
is the result of hasty notation or lack of space, except when it reflects later insertion;

65. the stemming on the wrong side (e.g., T * ), which can be corrected automatically;

»

66. notes in cluster chords written contrary to the rule (e.g., ¥ '), except when this
makes the fact that they were later insertions recognizable.

Bartok’s notation is generally dense, occasionally crammed. In his autographs one
system generally contains a greater number of measures than can be printed if one
uses note heads of the same size. Yet the volume editor should normally follow
Bartok’s own arrangement in his/her transcription of sketches and drafts thereby
creating a “mirror” transcription, and so prepare it for computer setting, so that the
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creative process and the successive writing acts can be discerned and mentally
reconstructed. When doing so, he/she should strive

67. to make evident the only partially filled staves as well as the staves extended by
hand on the margin, insertions in neighboring staves or on a hand-drawn staff
between the printed staves should be clearly referred to their right place; insertions
can also be connected through the use of special markings and appropriate measure
numbers (see § 711).

Before starting to prepare a transcription, the volume editor and the editorial staff
should discuss how to solve problems of the mirror transcription in an ideal way (see
9. Theoretical Model of the Preparation of a Volume: 2. First Steps in Editing, the First
Consultation).
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7. GUIDELINES FOR EDITING DRAFTS AND SKETCHES

71. Measure numbering. In a diplomatic transcription each measure is numbered;
measure numbers appear right after the bar line over the upper stave (small sized
numerals, non-italics, without a period); all measure numbers belonging to the same
stave are horizontally aligned.

NB To determine a passage (unit) starting with measure 1, one should follow the
following principle: each separate sketch should start with measure 1; each fragment
(unrealized composition or draft whose relation to the final version of the
composition can only be hypothetical) should also start with measure 1. In contrast,
the measures of a draft of a completed/published work could be numbered in two
different ways: (1) starting the draft with measure 1 and numbering consecutively to
the end (even if there might be skips and missing passages or measures that were
tinally left out—all these deviations could be marked in the transcription); (2) measure
numbers of the completed work appear over the measures (this, however, could only be
recommended if the draft follows the completed version relatively closely). It is
advisable to discuss the best way of numbering measures with the editorial staff
before making a final decision.

711. Inserted measures (insertions written on the margin, somewhere on the same
page or in some other part of the manuscript) can be numbered consecutively. If
insertions are transcribed in their final position within the transcription, it is

identified through the * } “insertion” marking (downward pointing arrow-
headed vertical lines).

712. Deleted measures (which are transcribed but clearly identified by cancellation
mark) are numbered with the last valid measure number followed by indexed
numbers starting with 1 and connected to the main number by a plus sign: 16 16+ 16+2
16*2 16* (= four cancelled measures after measure 16).

713. Measures in the draft, which can be regarded as variant or ossia measures (i.e. the
composer jotted two or three alternatives) can be numbered in the following way: 162
172 182 and 16° 170 18, etc., or some other number formats suggestive of their content.
(This type of numbering, however, cannot be used for identifying insertions written
above or below the stave, on another stave or on hand-drawn staff lines, see § 73).

72. Brackets, braces, clefs, names of instruments. Brackets ([) and braces ({) at the
beginning of a score line, if they have no special significance, can be unified (but the
original form should be mentioned in the critical notes); missing clefs at the
beginning of a staff should be supplied in square brackets. Names of instruments
appearing before a staff can be unified and abbreviated if necessary, but names of
instruments and other verbal remarks and abbreviations appearing within the draft
should be retained in their original form and language. If the text or abbreviation
might not be obvious for the reader of the diplomatic transcription and the word(s)
used are not listed in the Abbreviations, the abbreviation can be written out in full and
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provided with an English translation (especially with Hungarian words and
abbreviations).

73. Marking different layers within the notation. The greatest advantage of diplomatic
transcription over facsimile reproduction is the possibility to clearly distinguish
between different chronological layers (often relevant to the evolution of the work’s
concept), the first notated ideas, their adjustments, precisions, revisions, elaborations,
etc., and to present these in a clear and comprehensible manner. The artificial
division of the complex visual appearance of the draft into separate layers (with two
or more chronological stages written on separate staves) is, however, already an
“interpretation,” therefore it should only be used if it seems the only appropriate
way of graphic presentation.

One can only make a decision about the form of transcription of a sketch or draft
after a careful examination of the layers. The “original” (first or early) layer(s) can be
marked in the transcription in the following ways:

731. It can be transcribed within the stave together with the later layer(s), but marked
with thin cancellation marks. This is preferable if a few notes, a chord or a short
passage within a measure belongs to the original layer or if the ground layer is only
partially decipherable.

732. It can be transcribed in a separate stave above or below the main staff (to which it
is connected by dotted bar lines) or, perhaps, in a stave printed in a footnote. In both
cases it can be presented without cancellation mark but introduced with the [orig.:]
inscription. The use of a separate stave is advisable whenever one or more complete
measures of the original layer can be restored with certainty.

733. A diplomatic transcription should not reproduce or imitate photographically the
revisions and deletions; instead it employs standard markings. The following graphic
signs are recommended:

73301. Complete measures can be cancelled with a single thin “backslash” line

——— or x-shaped lines — ——. Occasionally, a thin wavy line "
similar to what Bartok happened to use can also be employed.

73302. Single notes, chords, and accidentals can also be cancelled with a thin
“backslash” line ™ rather than a slash line ~~ which might be mistaken for a

normal notational sign, e.g. j ;

73303. Note heads changed from black (e.g., quarter note) to white (e.g., half note) or

the other way round can be marked like this: =z ill.
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73304. Large note heads, typical appearance of a black note head shifted up or down
a second, e.g., " or ™, should be transcribed like this : " or "" using normal-

sized note heads.

73305. The same thin cancellation mark ™ can be used for the deletion of (a) a stem

3 (e.g., half note changed to a whole note), (b) both head and stem zj\, (c) a flag 7
(e.g., an eighth note turned into a quarter note), while its opposite, a quarter note
changed into an eighth note by adding a flag, can be represented by a separately

added flag /.

73306. The extension of a beamed group with one or more notes can be represented
by 57 = -shaped beaming.

73307. If the cancelled, crossed out or scraped out notes are not legible any longer
they should be marked with . -shaped deletion; the deleted passage within a staff

can be marked more precisely with dotted lines suchas - or . (Marks of irregular

shape are to be avoided because they are more difficult to reproduce with computer
graphics.) The —'— sign appearing above a note, a chord, or a passage means that
the reading is questionable.

73308. Deleted slurs and ties should be transcribed with one or more cancellation
marks >, T,

73309. The revised length of a slur can be transcribed as ©~~ > or ~— > ,

73310. The revision of measuring (division into measures, change of measure length)
can be marked in two different ways: (a) with a small interruption of the staff lines

for an erased bar line ; (b) with crossed out bar lines {;

73311. Cancelled time signatures are to be crossed out % , whereas subsequently

inserted time signatures can be transcribed as §).

74. Bartok’s abbreviations and the editorial additions and emendations. Diplomatic
transcriptions retain the composer’s abbreviations, such as the repeat signs #, 7,

and 77", S -shaped lines for exchanged notes or parts, and letters of the alphabet for
identifying repeated motives or measures. (The placement of these marks and letters
within the stave can generally be standardized.)

741. Missing elements of notation, such as rests, ties, and slurs, numbers marking
triplets, etc., should not be supplied except for the clef, which, however, should be
added in square brackets. (On accidentals, see §76 below.) Supposed “errors”
(wrong pitches or rhythmic values) should generally not be “corrected.” Significant



Bartok Complete Critical Edition: Guidelines 22
by Laszlé Somfai (compiled and revised by Laszl6 Vikéarius with Marton Kerékfy)

and confusing slips of the pen should, however, be pointed out in notes introduced
by the heading recte.

75. Dashed/dotted lines, tuplets, etc. In accordance with the guidelines for the main
musical text, the diplomatic transcriptions can also contain dashed or dotted lines
(apart from those showing voice leading):

751. thicker, more widely spaced dashed lines are used in tempo markings, e.g.,
rit. ———— al .;

752. thinner and denser dashed lines are used in dynamics, e.g., ¢resc. - - - - - f;
753. dotted lines are used to indicate octave transposition up ¢ ~ or down

754. A diplomatic transcription should strictly follow Bartok’s notation of tuplets,
including the bracketed and slurred versions ( "3, 3> ) either on the head or the
stem side. The modern broken bracketed form (3 1), however, must never be used
as also explained in the guidelines for the main musical text.

76. Accidentals. As a general principle, all accidentals are to be retained and missing
accidentals are never to be supplied; the editor must not be influenced by today’s
practice in this regard. Bart6k’s use of cautionary accidentals might be important for
scholars, therefore they must be retained without any detailed explanation in the
critical notes. Certain editorial additions or emendations such as the following are,
however, allowed in order to avoid misunderstandings:

761. If an accidental or the lack of an accidental is misleading (because Barték, e.g.,
rearranged measures) the right accidental can be added in square brackets above the
stave. Exceptionally even a footnote can be provided with the correct music example
can be provided in a footnote headed as recte.

762. Accidentals written in the wrong place (e.g., too high or low, or too far from the
note head) should be retained as they might indicate a different first idea or the
consideration of an enharmonic spelling.

77. Ties, slurs. The placement of ties and slurs (either on the head side or on the stem
side) as well as their shape (either traditional or S -shaped) should be retained. At
the same time, the editor should strive to represent Bartok’s intention, who never
started or ended slurs or ties between two notes or beyond notes, not even in his
sketchy notation. It is important to remember about Bart6k’s notational practice, as
mentioned in the guidelines for the main musical text, that
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771. (cf. § 3151) if the tie is on the stem side .—. it should connect the note heads,
whereas the slur must not be placed close to the note heads but rather to the upper
half or even the end of the stem .~ - ;

772. according to Bartok’s usage, a grace note should be under a common slur with

the main notes (.. = ); in his sketches, however, the small slurred variant( .jbj )
also occurs, which should be retained in diplomatic transcriptions;

773. in Bartok’s notation trill and similar signs are placed between the note head and
the slur (£ ), although the traditional form also can be found in his sketches and

should be retained in diplomatic transcriptions.

NB If the volume editor hesitates to make a final decision about the placement of a
slur, he or she can write it in pencil in his/her copy.

78. Staccato marks. A staccatissimo occurs rarely in Bartok’s sketches and drafts; it is
stroke-shaped (") rather than wedge-shaped and can be rendered similarly in the
transcription. Staccato dots appearing on the stem side should be retained. From the
three different types of slurs-ending-with-staccato described in the guidelines for the
main musical text, (a) —, (b) ~, and (c) —. (see §315), (b) is rare in Bart6k’s notation
before 1930. It is all the more important to distinguish between them as clearly as
possible in the transcriptions of his sketches and drafts. Ambiguous cases can be
discussed either summarily or case by case in the critical notes. NB The volume
editor can have an opportunity to discuss this issue with the editorial staff.

79. Verbal texts, spelling, punctuation. In contrast to the main musical text, punctuation
and accents are not corrected or supplied in transcriptions of sketches and drafts and
spelling remains generally uncorrected, either. However, missing letters might be
supplied in square brackets if the original spelling is confusing or alters the meaning
of the text.
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8. THE TECHNIQUE OF TRANSCRIPTION
81. Handwritten transcription

811. Size of music paper, height of staff. The editorial staff will help the volume editor
and/or transcriber to find the paper type appropriate for both his/her handwriting
and the musical material. If preprinted music sheets are used, these can be cut,
pasted and then copied so that the most appropriate format is attained. NB It is
advisable to use a significantly larger size than that of the printed transcription. Extra
space between systems or a blank staff might be useful, e.g., for the higher pitches in
the right hand of piano music or for the text of a vocal composition.

812. Writing utensils. It is best to use black ink (e.g., fountain pen, felt-tip pen, but no
ball-point). Normal-sized notation should be clearly differentiated from small-sized
notes (e.g., grace notes); the latter could best be written in red ink or encircled in red
crayon. A different color, e.g., green, can render a layer of notation later than the
original one and should be printed with somewhat smaller note size; still larger,
however, than the grace notes. Such a subsequent layer typically contains the
composer’s preparatory markings for orchestration or for the line and page division
of a later copy. The volume editor’s asterisks can also be printed with the same size.
Finally, pencil should be used for whatever needs further discussion with the
editorial staff.

82. Computer setting. Any professional program for setting musical notation (e.g.,
Finale, Sibelius) can be used if the notation follows the guidelines and the notation is
clear. Still the publisher and the editorial staff should be asked, especially if a less
widespread program is used, before starting large-scale transcribing. It should be
mentioned, however, that the publisher might take the transcription set by a
computer program as a “manuscript” and make its own computer graphics be
prepared by professionals.
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9. THEORETICAL MODEL OF THE PREPARATION OF A VOLUME

The concept and detailed plan of the BBCCE including the contents of each volume
have been established by Laszlé6 Somfai, founding editor of the series. The editor-in-
chief together with the editorial staff invites volume editors; in case of a vis major the
editor-in-chief might initiate the recall of a volume editor or that a co-editor should
be invited. In disputes, the international Advisory Board, still to be established, can
be consulted.

91. The preparation of sources. The sources of the composition(s) to be included in a
volume will be collected and evaluated by the editor-in-chief and his assistants (the
editorial staff). They propose which source(s) should be regarded as principle
source(s) (as “copy-text” or “best-text”) for the edition of the score (main text) and its
appendix (variants, alternative versions, Konzertfassung), and which early or
intermediary forms as distinct stages of the work’s evolution should be edited in the
Critical commentaries. Depending on his/her previous knowledge of the sources, the
volume editor is naturally welcome to contribute to the selection. The editorial staff
furthermore compiles data for the Introduction (on composition, early performances
and reception history, title variants, etc.) and for the Notes for the performer (on special
notational issues and performance practice). For all this Laszl6 Somfai’s forthcoming
Béla Bartok Thematic Catalogue (available at the Barték Archives) should be used for
detailed orientation. Finally, the editorial staff also provides the volume editor with
all necessary copies (digital or printed) for study purposes, comparison, and
preparation of the engraver’s model to be edited and marked by the volume editor.

92. First steps in editing and the first consultation. The volume editor studies all the
copies of sources and collection of data received from the editorial staff, considers
and evaluates the preliminary proposals, and draws up his or her plan of the volume.
While close cooperation between the volume editor and the editorial staff is
important in general, following this first study of the material the volume editor and
the editorial staff should hold a conference to discuss and decide upon basic
questions regarding the content and structure of the volume. The main points of the
discussion will be summarized in minutes.

93. Preparation of the volume

931. First, the volume editor prepares the main musical text with the footnotes to be
printed with the music, the appendix, and the score of and annotations
(Einzelbemerkung-type notes) to those early or intermediary stages which will be
included in the Critical commentaries.

932. The editorial staff checks everything and discusses all questionable points with
the volume editor.

933. After everything has been approved by the editorial staff and sent to the
publishers for setting the volume editor writes the missing parts of the Critical
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commentaries (VIII (a) Sources, (c) Editorial notes to the score) and the Introduction. These
are then also checked by the editorial staff and after a further discussion with the
volume editor he or she makes all necessary changes and corrections before the
manuscript is sent to the publishers.

94. Acceptance of the volume and publication. The task of the volume editor ends, on the
one hand, with the completion of the musical part, the score or main text and all
further musical sections (after clearing up all notational problems and finishing the
proofreading stage) and, on the other, with providing all verbal text parts in one
language in a finalized form ready for publication. Checking the translations of the
texts and proofreading the text parts in the final layout do not belong to the tasks of
the volume editor, nevertheless he or she is welcome to participate.

95. The rights of the volume editor. [NB When writing and translating these lines, the
legal status of the BBCCE is still undecided so one can only suggest that the volume
editor, apart from his/her copyright for the scholarly texts, should probably also
have the right as editor of the music and so his/her name should be printed as editor
of the music even if the edition is used in sheet music. Financial issues including the
honorarium of a volume editor should be decided later.]

The editorial principles and recommendations

— do not cover all possible issues;

— do not discuss the verbal text part (Introduction, Critical commentaries) comprehensively;
— and, last but not least, should not be regarded as definitive rules; comments and
suggestions for changes are welcome.

vikarius.laszlo@btk.mta.hu
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APPENDIX: BELA BARTOK COMPLETE CRITICAL EDITION IN 48 VOLUMES

I. STAGE WORKS (6 volumes)

Vol.1 Duke Bluebeard’s Castle, score (see also vols. 2, 43) ed. by Mdrton Kerékfy and Ldszlo
Vikdrius - planned for 2020

Vol. 2 Duke Bluebeard’s Castle, commentaries ed. by Mdrton Kerékfy and Ldaszl6 Vikdrius -
planned for 2020

Vol. 3 The Wooden Prince, score (see also vols. 4, 43)

Vol. 4 The Wooden Prince, commentaries

Vol. 5 The Miraculous Mandarin, (see also vols. 6, 43)

Vol. 6 The Miraculous Mandarin,

II. VOCAL WORKS (5 volumes)

Vol. 7 Cantata profana (see also vol. 46.) ed. by Ldszlé Vikdrius - planned for 2021

Vol. 8 Vocal works with orchestra: "Tiefblaue Veilchen" 1899 / Three Village Scenes 1925 /
Five Hungarian Folksongs 1933 / Seven Choruses 1937-41 (see also Vol. 44)

Vol.9 Vocal Works: Est / Two Romanian Folksongs / Four Old Hungarian Folksongs /
Slovak Folksongs/ Four Slovak Folksongs / Four Hu8ngarian Folksongs 1930 / Székely
Folksongs / Twenty-Seven Two- and Three-Part Choruses / From Olden Times ed. by
Miklés Szabé - planned for 2019 or 2017

Vol. 10 Folksong arrangements for voice and piano: Székely Folksong 1904/ Hungarian
Folksongs “1st series” / Bartok-Kodaly, Hungarian Folksongs / Hungarian Folksongs
“2nd series” / Two Hungarian Folksongs / Four Slovak Folksongs / Eight Hungarian
Folksongs / Nine Romanian Folksongs / Slovak Folksong 1915 / Village Scenes 1923 /
Twenty Hungarian Folksongs 1929 / Goat Song / Three Ukrainian Folksongs ed. by Vera
Lampert - planned for 2017 or 2019

Vol. 11 Songs for voice and piano: Drei Lieder / Liebeslieder / Pésa Songs / Evening /
Children Songs / Five Songs op.15 / Five Ady Songs op.16 ed. by Ferenc Ldszlo,
introduction and notes by Ldszl6 Somfai - planned for 2022

ITII. ORCHESTRAL WORKS (15 volumes)

Vol. 12 Kossuth, symphonic poem / Symphony(fragments) (see also vol. 42)

Vol. 13 Scherzo for orchestra and piano op.2 / Rhapsody for piano and orchestra op.1 (see
also vol. 45)

Vol. 14 Suite no. 1

Vol. 15 Suite no. 2 (in two versions) (see also vol. 42)

Vol. 16 Violin Concerto op. posth. (no. 1) / Two Portraits / Two Pictures (see also vols. 42,
46)

Vol. 17 Four Pieces for Orchestra/ Dance Suite (see also vol. 42)

Vol. 18 Piano Concerto no. 1 (see also vol. 45) ed. by Andrds Wilheim - planned for 2019

Vol. 19 Rhapsodies nos. 1-2 for violin and orchestra

Vol. 20 Piano Concerto no. 2 (see also vol. 45)

Vol. 21 Music for Strings, Percussion, and Celesta / Divertimento

Vol. 22 Violin Concerto (no. 2) (see also vol. 46)

Vol. 23 Concerto for 2 pianos and orchestra (see also vol. 33)

Vol. 24 Concerto for orchestra (piano version too) ed. by Kldra Méricz - planned for 2016

Vol. 25 Piano Concerto no. 3 / Viola Concerto (see also vols. 45, 46)

Vol. 26 Transcriptions for orchestra: Romanian Dance 1911 / Romanian Folk Dances 1917 /
Transylvanian Dances / Hungarian Sketches / Hungarian peasant Songs
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IV. CHAMBER MUSIC (7 volumes)

Vol. 27 Early works: Sonatas for violin and piano 1895, 1897 / Piano Quartet / String Quartet
1898 / Violin pieces 1902 / Sonata for Violin and Piano 1903 / From Gyergy¢ for
recorder and piano

Vol. 28 Piano Quintet

Vol. 29 String Quartets nos. 1-6 (see also vol. 30) ed. by Ldszl6 Somfai - planned for 2018

Vol. 30 String Quartets nos. 1-6 (commentaries) ed. by LdszI6 Somfai - planned for 2018

Vol. 31 Sonatas for Violin and Piano nos. 1-2 ed. by Dorrit Révész - planned for 2021

Vol. 32 Rhapsodies nos. 1-2 / Fourty-four Duos / Sonata for Solo Violin / transcriptions for
violin and piano: Bartok-Szigeti / Bartok-Székely / Bartok-Gertler / Bartok-Orszagh

Vol. 33 Sonata for two Pianos and Percussion / Contrasts (see also vol. 23)

V. PAINO MUSIC (9 volumes)

Vol. 34 Early piano pieces 1890-1894 (= DD 1-31)

Vol. 35 Early works 1894-1906: (= DD 32 etc.-DD 71) / Rhapsody op.1 / Petits morceaux

Vol. 36 Works from 1907-1913: Three Hungarian Folksongs from the Csik District / Two
Elegies/ Fourteen Bagatelles / Ten Easy Piano Pieces / Seven Sketches / Three
Burlesques / Two Romanian Dances / Four Dirges / Allegro barbaro / Pieces for the
Bartok-Reschofsky, Piano School

Vol. 37 For Children (old and revised versions) ed. by Ldszl6 Vikdrius and Vera Lampert -
planned for 2016

Vol. 38 Works from 1915-1920: Romanian Christmas Songs/ Romanian Folk Dances /
Sonatina / Suite op.14 / Fifteen Hungarian Peasant Songs/ Three Hungarian Folktunes /
Three Studies / Improvisations ) ed. by LdszI6 Somfai - planned for 2017

Vol. 39 Works from 1926-1936: Sonata 1926 / Out Doors / Nine Little Piano Pieces / Three
Rondos / Petite Suite

Vol. 40 Mikrokosmos (see also vols. 41, 42)

Vol. 41 Mikrokosmos (commentaries)

Vol. 42 Transcriptions: Marcia funebre from Kossuth / Two Pictures / Dance Suite / Seven
Pieces from Mikrokosmos for 2 pianos / Suite op.4b for two pianos / (Four Pieces for
Orchestra, two-piano version)

VI. PIANO REDUCTIONS (4 volumes)

Vol. 43 Duke Bluebeard’s Castle / The Wooden Prince / The Miraculous Mandarin

Vol. 44 Cantata profana / Three Village Scenes 1925 / Seven Choruses 1937-41 Separate
Urtext edition of Cantata profana, ed. by Ldszl6 Vikdrius - planned for 2022

Vol. 45 Concertos I: Scherzo op.2 / Rhapsody op.1 / Piano Concertos nos. 1-3

Vol. 46 Concertos II: Violin Concerto op. posth. (no. 1) / Violin Concerto (no. 2) / Viola
Concerto

VII. APPENDIX (2 volumes)

Vol. 47 Compositional studies: “Dolgozatok” I-III / DD 58-61, 63, A1, A3-11, A13-15, B10-
13 etc.
Vol. 48 Transcription of works by other composers for piano or orchestra
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3. Somfai Laszlo: Béla Barték Thematic Catalogue
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e

WX AW =

[ T N S Sy Y
N UMk WN—~O

18.
19.
20.
21.
22.
23.
24.
25.
26.
27.
28.
29.
30.
31.
32.

II.

. A Bartok miijegyz¢k legtijabb cimszavai:

BB 1 Gyermekkori zongoradarabok op. 1-31 (elsé opusz-szamozas)

BB 2 1. szonata zongorara op. 1 (masodik opusz-szamozas) és Scherzo zongorara (g-moll)
BB 3 Fantasie zongorara op. 2

BB 4 II. szonata zongoréara op. 3

BB 5 Capriccio zongorara op. 4

BB 6 Hegedi-zongoraszonata (c-moll) op. 5

BB 7 op. 6-12, elveszett mivek

BB 8 Drei Klavierstiicke op. 13

BB 9 op. 14-16, elveszett miivek

BB 10 Hegedii-zongoraszonata (A-dur) op. 17

. BB 13 Zongoranégyes (c-moll) op. 20
. BB 14 Drei Klavierstiicke op. 21
. BB 15 Drei Lieder énekhangra zongorakisérettel

BB 16 Scherzo zongorara (h-moll)

. BB 17 Vondsnégyes (F-dur)

BB 18 Tiefblaue Veilchen, énekhangra és zenekarra

. BB 19 Zeneszerzési gyakorlatok (1899—-1901): Dolgozatok I-1I1I; Scherzo szonataforméban vondsnégyesre;

Scherzo (b-moll) zongorara; Hat tdnc zongorara ill. zenekarra; Scherzo (B-dir) zenekarra; hangszerelések,
toredékek

BB 20 Liebeslieder énekhangra és zongorara

BB 21 Scherzo (,,F.F.B.B.”) zongorara

BB 22 Valtozatok zongorara

BB 23 Tempo di minuet zongorara

BB 24 Négy Posa dal énekhangra és zongorara

BB 25 Szimfonia zenekarra

BB 26 Duo6 2 hegediire és Andante hegediire és zongorara

BB 27 Négy zongoradarab

BB 28 Szonata zongorara és hegedtire (1903)

BB 29 Est énekhangra és zongorara

BB 31 Kossuth szimféniai kdltemény nagyzenekarra és Gyaszinduld zongorara
BB 32 Négy dal énekhangra és zongorara

BB 33 Zongoradtos

BB 36a Rapszodia zongorara op. 1

BB 36b Rapszddia zongorara és zenekarra op. 1

Megkezdett cimszavak

BB 105 Mikrokosmos



Bartok ¢sszkiadas (2012. marcius 1. — 2015. jalius 31.) OTKA NK 101742

Bartdk dsszkiadas projekt zaré beszamolo

3. melléklet



Vikarius Laszl6 — Bir6 Viola:

Zenetorténeti és népzenetudomanyi irasok kozreadasa. A Bartok Béla Irasai sorozat el6késziiletben 1évo 2.

—_—

—_
—_

12.

13.
14.
15.
16.
17.
18.
19.

20.
21.
22.
23.
24.

25.
26.
27.
28.
29.

30.
31.
32.

PO E L=

és 4. kotetének munkalatairél
MTA BTK Zenetudomanyi Intézet, Tudomanyos Forum, 2015. januar 15.

BARTOK BELA IRASAI
2

Zenetorténeti irasok

Tartalom
(tervezet)

I
ZENETORTENETI KERDESEKROL, KORTARSAKROL

Strauss: Sinfonia Domestica (1905)

Elektra. Strauss Richard operaja (1910)

Liszt zenéje és a mai kozonség (1911)

Delius-benutaté Bécsben (1911)

A clavecinre irt miivek el6adasa (1912)

Az 1ij zene problémaja (Das Problem der neuen Musik) (1920)

Magyarorszag a reakcio gorcseiben (Hungary in the Throes of Reaction) (1920)

Kodaly 1j tridja — szenzacid kiilfoldon (Kodaly’s New Trio — a Sensation Abroad) (1920)

Arnold Schonberg zenéje Magyarorszagon (Arnold Schonbergs Musik in Ungarn) (1920)

A nagy bonni komponista sziiletésének jubileuman Dohéanyi 10 Beethoven-zongoraestet ad Budapesten (To
Celebrate the Birth of Great Bonn Composer, Dohnanyi Gives Ten Beethoven Recitals in Budapest) (1920)

. Schonberg és Stravinsky vérontas nélkiil tor be a ,,keresztény-nemzeti” Budapestre (Schonberg and

Stravinsky Enter ,,Christian—National” Budapest without Bloodshed) (1921)

Uj Kodaly-mii tiltakozasi hulldmot valt ki a kritikusokbol (New Kodaly Work Raises Storm of Critical
Protest) (1921)

Budapesti levél [I] (Lettera da Budapest) (1921)

Budapest fajdalmasan nélkiilozi Dohnanyit (Budapest Sorely Misses Dohnanyi) (1921)

Budapest 6rommel fogadja Dohnanyi hazatértét (Budapest Welcomes Dohnanyi’s Return) (1921)
Budapesti levél [II] (Lettera da Budapest) (1922)

Liszt két kiadatlan levele Mosonyihoz (Two Unpublished Liszt Letters to Mosonyi) (1921)
Liszt-problémak (Liszt Ferenc, Liszt a miénk!) (1936)

A gépzene (1936)

I
VITAIRASOK, JAVASLATOK, NYILATKOZATOK

Bartok valasza Hubay Jendnek (1920)

Aki nem tud arabusul... (1921)

Nyilatkozat a zongorarél (Zum Problem ,,Klavier”: Rundfragebeantwortung) (1927)

Hatérozati javaslat (1931)

Javaslat zenemtivek hiteles szovegének kiadasa (Urtextausgabe) tigyében (Proposition de M. Bela Bartok
concernant les editions de textes authentiques (Urtextausgabe) des oeuvres musicales) (1932)

Allam és miivészet (Staat und Kunst) (1934)

Valasz Percy Graingernek (Bela Bartok replies to Percy Grainger) (1934)

Levél a Kisfaludy Tarsasagnak (1935)

Zenére vald nevelés (1936)

Indoklas el6adoi szerepléseinek olaszorszagi és németorszagi kdzvetitésére vonatkozo allasfoglalasahoz
(1937)

Ravelr6l (Témoignage de Hongrie) (1938)

Magyarazat népdalfeldolgozasaihoz (Erklarung) (1938)

Korunk zenéjének néhany kérdésérdl (Opinion de M. Béla Bartok (Varsovie) sur 1’orientation technique,
esthetique et spirituelle de la musique contemporaine) (1938)



Vikarius Laszl6 — Bir6 Viola:

Zenetorténeti és népzenetudomanyi irasok kozreadasa. A Bartok Béla Irasai sorozat el6késziiletben 1évo 2.

33.
34.

35.

36.
37.
38.

34.
35.
36.
37.
38.
39.
40.

40.
41.

és 4. kotetének munkalatairél
MTA BTK Zenetudomanyi Intézet, Tudomanyos Forum, 2015. januar 15.

Sir Henry Woodnak (To Sir Henry Wood) (1944)
Néhany nyelvészeti megfigyelés (Some Linguistic Observations) (1946)

III
LEXIKONCIKKEK

Modern zenei lexikon (A Dictionary of Moder Music and Musicians) (1924)

[Magyar személynevek] d’Aranyi, Jelly « Buttykay Akos  Demény Dezs6 * Durigd Ilona (Kasics) * Erkel
Ferenc * Foldesi Arnold « Geyer Stefi (Schultess) « Haselbeck Olga « Hauser Emil « Horvath Attila « Hubay
Jend « Jacobi Viktor ¢ Jankoé Pal (Paul) ¢ Jemnitz Sandor ¢ Juhasz Aladér « Kabos Ilona (Zsigmondi) ¢
Kacsoh Pongracz » Kalman Imre * Keéri-Szant6 Imre « Kerner Istvan « Kerpely Jen6 * Kodaly Zoltan ¢
Kornstein Egon * Kornyey Béla ¢« Kosa Gyorgy * Kovacs Sandor ¢ Lajtha Laszl6 « Lehner Jend * Lendvai
Ervin * Lichtenberg Emil « Marschalké Rozsa (Székelyhidy) « Mihalovich Odén « Molnar Antal
Nyiregyhazi Ervin ¢ Partos Istvan ¢ Popper, David * Radnai Miklos * Rado Aladar » Reiner Frigyes * Rozsa
Lajos * Rubinstein Erna ¢ Sandor Erzsi (Bosnyak) ¢ Siklos Albert « Szabados Béla » Székelyhidy Ferenc ¢
Szendy Arpad * Szirmai Albert « Takacs Mihaly » Tarnay Alajos * Terméanyi Emil » Temesvary Janos
Thoman Istvan  Varkonyi Béla « Vecsey Ferenc « Waldbauer Imre * Weiner Leo ¢ Zagon Géza Vilmos *
Zsolt Nandor

[Magyar vonatkozasu kiegészitések targyszavaknal] Akadémidk « Kamarazene * Magyar opera, pantomim és
balett (Hungarian Opera, Pantomime and Ballet) * Opera hazak « Zenekarok * Kiadok

Enescu, George, kiadatlan lexikoncikk (1924)

Richter, Hans, kiadatlan lexikoncikk (1924)

Szabolcsi Bence (Jewish Encyclopedia) (1943)

v
ELOSZOK, MAGYARAZATOK MAS SZERZOK MUVEINEK
KOTTAKOZREADASAIHOZ

J. S. Bach: Wohltemperiertes Klavier (1907, 1910)

Beethoven zongoraszonatak (1909—-1912)

Mozart zongoraszonatak: megjegyzés c-moll fantazidhoz? (1912)
Klavierbiichlein fiir Anna Magdalena Bach, el6sz6 (1916)

Liszt 6sszkiadas? (1912-1916?)

A zongorairodalom remekmiivei (1924)

Megjegyzések olasz barokk atiratokhoz (Die Transkription dieser Werke) (1930)

FUGGELEK I
TOREDEKEK

A progressziv zenei alkotasrol (1927-19287?)
A XVII. és XVIII. szazad zenéjébol, radideldadas (1930 k.?)

FUGGELEK 1II
SZOVEGVALTOZATOK
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