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musical life. Such insights justify the relationship Tick proposes between 
Crawford Seeger and Bart6k, two modernists who explored the affinities be- 
tween traditional folk and modem art music. 

Eventually, one finishes Tick's book with even more provocative questions. 
In the final analysis, must one posit a lacuna in Crawford Seeger's life during 
the period when she wasn't writing "original" works? Wasn't there as much of 
a lacuna, albeit of a different sort, during the earlier part of her musical life, 
when she was completely unaware of American folk styles? Aren't Crawford 
Seeger's folk-song arrangements "original"? Who is even to say that Crawford 
Seeger's roles in nurturing her remarkably musical family and in serving as 
a gifted music teacher (the traditionally "feminine" status of these roles 
notwithstanding) represent somehow a lesser contribution to American cul- 
ture than her, or anybody's, "original" compositions? 

In a touching song heard near the end of his Sunday in the Park with 
George, Stephen Sondheim suggests that there are only two worthwhile things 
we can leave behind when we depart this world, namely, "Children and Art." 
It is a sentiment of which I think Ruth Crawford Seeger would have approved, 
and she left us both. Her children and her art together have made indelible 
contributions to American musical culture: not just her own biological chil- 
dren Mike and Peggy, but also her stepson Pete, and many others who were 
fortunate enough to have her as a teacher or who encountered her books as 
part of their musical education; and not just her "art" music but her folk-song 
transcriptions and arrangements as well. Thanks to Judith Tick, we may now 
fully appreciate the contributions of this outstanding woman in her many 
complementary roles as composer, arranger, transcriber, teacher, and mother, 
and look toward a time when it may be easier to view such roles as mutually 
reinforcing. 

LARRY STARR 

Bela Bartdk: Composition, Concepts, and Autograph Sources, by Liszlo Somfai. 
Berkeley, Los Angeles, and London: University of California Press, 1996. xxii, 
334 pp. 

After spending long nights with more than two hundred pages of painstak- 
ingly detailed analyses of sketches, even the most devoted musicologist would 
feel relieved on reaching the appendix and index. But when the tired reader 
puts down Somfai's book, she spontaneously utters: "a masterpiece." 

The word masterpiece suits this work not only because of its quality but also 
because its author strove for-and for this reviewer, came very close to- 
perfection. Somfai researched every question he posed with the utmost dili- 
gence and care; no detail escaped his attention. Bela Bartdk: Composition, 
Concepts, and Autograph Sources is more than its title suggests. It is Somfai's 
life work: the systematic summary of his integral knowledge about Bart6k's 
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music, the fruit of decades of dedicated study. Thus, paradoxically, although 
the book may seem to be a strictly objective and scholarly undertaking (an 
example of"hard-core musicology"), it is very much a personal statement. 

Somfai's volume is really several books in one. The appendix, entitled "List 
of Works and Primary Sources," provides a complete catalogue of Bart6k's 
compositions comprising all the primary sources (sketches, drafts, autograph 
manuscripts, and corrected proofs) together with information about their lo- 
cations, copyists, and facsimile editions. Complementing the catalogue, which 
itself is the product of many years of work, the book contains crucial informa- 
tion relating to Bart6k's scores and autographs. Somfai treats issues such as 
the dating of compositions (pp. 118-20), specific graphic signs in Bart6k's 
notation (pp. 121-44), metronome markings (pp. 246-51, 252-63), tempo 
(pp. 263-65), performing signs (pp. 265-72), arrangements of instruments 
on stage (pp. 272-74), notational styles of piano pieces and the use of the 
pedal (pp. 275-79), and the reliability of existing editions and revisions (pp. 
232-51). Besides the theoretical discussion of these issues, he considers con- 
crete problems of individual compositions. These sections could constitute a 
separate volume, a kind of "guide to performers." 

The core of the book, however, goes beyond catalogue and handbook. 
Here Somfai has erected a veritable monument to source studies. In his view, 
autograph sources are reflections of the creative process; thus, source study- 
and indeed source study alone-can reveal the secrets of the composer's world 
in an objective manner (pp. 9, 42). Somfai's introductory chapter-"Bart6k 
on Composition, His Concepts, and Works"-summarizes Bartok's compo- 
sitional concepts. The rest of the book then illuminates these concepts by tak- 
ing us on a journey that follows the process of creation from the first 
sketch-through discarded and unrealized plans and drafts, continuity drafts, 
final copies, orchestration, and the editing and correcting process-to 
Bart6k's own performances, a real evolutionary chain of the creation of the 
composition. 

But can a chronologically ordered series of accidentally surviving sketches 
and drafts reveal the creative process? And does the hypothetical narrative of 
the creative process, based on these sources, enlighten us about the essential 
character of Bart6k's music? Somfai answers these questions with an unam- 
biguous "yes," and I believe that he succeeds in proving his point. His work is 
a vivid demonstration that analysis of the sources helps us better understand, 
despite many methodological and philosophical questions, how Bart6k related 
to art. 

Somfai begins by describing aspects of Bart6k's creative process that he 
finds enlightening about Bart6k's attitudes toward composition. Bart6k could 
not imagine any other justification for composition than the deeply felt urge of 
the composer to express his feelings (p. 11). He viewed composition in terms 
of an organic creative process. The fundamental idea, born spontaneously at 
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the moment of inspiration, was something immediately complete with precise 
character and meaning, and thus it deserved to be cherished. Hence Bart6k 
took care to preserve his first sketch for the theme of a composition (in 
Somfai's terminology, the "preliminary memo" [pp. 33-61]); indeed, often 
the musical ideas on these preliminary memos are virtually identical with those 
in the final composition.' The working out of the long form, however, re- 
quired an extended period of undisturbed concentration and flowing energy 
that Bart6k apparently did not want to disrupt by the less creative task of nota- 
tion. Although in some cases he made sketches for the continuation of the 
piece, the core of the compositional process took place mostly in his mind and 
at the piano. When the movement or part of it assumed a more or less con- 
crete shape, he began playing it at the piano. He started notating it, however, 
only when he believed that the movement-perhaps still in a draft version- 
was finished: "In Bart6k's working process the draft is the first complete form 
of a work" (p. 113).2 

Thus we have documents about the very beginning of the creative process 
(preliminary memos) and about the end (continuity drafts). Changes are doc- 
umented only when Bart6k was for some reason dissatisfied with parts of an 
essentially complete movement. But if Somfai's assumption is correct (as I 
believe it is), these belated changes are not unlike those that were made- 
supposedly in Bart6k's mind-throughout the course of composition. 

It is delightfiul to see how similar these Bartokian sketch items are to those 
of Beethoven.3 Bart6k was concerned with three basic issues: (1) the clarity of 
gesture, (2) the integrity of the composition (in terms of tonal, thematic, and 
rhythmic connections), and (3) the effectiveness of the large-scale form. He 
understood gesture in the traditional manner-as the condensation of a char- 
acter, a feeling, and a self-contained segment with a clear musical-emotional 
message. Somfai writes: 

The change to make a single note, a chord, a repeated figure, a progression 
longer-rarely shorter-is characteristic of Bartok's drafts. Studying hundreds 
of such corrections, we get the impression that during the composition Bart6k 
checked their effect in actual performance again and again.... Such minor ad- 
justments of the length, whether they concerned one note or a progression, 
rarely changed the essence of the rhythmic development but certainly im- 
proved the gesture, the performance. (p. 149) 

1. Such is the case, for instance, with the opening measures of the Sonata for Violin and Piano 
No. 1 ("Op. 21," 1921). The preliminary memo on folio 24v of the Black Pocket-Book (Budapest 
Bart6k Archives, BH206; facsimile reprint, with commentary by Laszlo Somfai, Budapest: Editio 
Musica, 1987), the only Bart6k sketchbook we know of, contains the melody and essential har- 
monic framework; Bart6k worked out the details of the piano accompaniment later. 

2. In a few cases, Bart6k wrote "side sketches in drafts" (pp. 61-69), but these sketches typi- 
cally relate to technically difficult passages, such as complex polyphonic sections or instrumenta- 
tion that Bart6k seems to have needed to work out separately ("partial sketch," pp. 34, 78-89). 

3. Compare Somfai's issues to those summarized by Lewis Lockwood in "The Beethoven 
Sketchbooks and the General State of Sketch Research," in Beethoven's Compositional Process, ed. 
William Kinderman (Lincoln and London: University of Nebraska Press, 1991), 6-13. 
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It was of crucial importance for Bart6k that the large-scale musical progression 
-like the clarity and expressivity of gestures-be meaningfil and directional, 
with perfect timing. Somfai finds ever new examples that reflect this attitude. 
Reorganization of the form (the theme of a section of chapter 7, which deals 
with a number of such cases: the Dance Suite, the Fifteen Hungarian Peasant 
Songs, and the Violin Rhapsody No. 1) has been central to Somfai's source 
studies since his earliest works.4 

Somfai believes that Bart6k's revisions were always guided by the auditory 
musical experience-the continuity and effect of the music-and it was for this 
reason that he often "corrected" the original, more intellectually conceived, 
idea. This fits well with the Romantic concept of the "natural," "sponta- 
neous" composer, for whom the expressivity of the music is more important 
than structures and systems. (Somfai passionately refutes the idea that Bart6k 
would have calculated the proportions of his works according to Fibonacci 
numbers [pp. 80-81 ].) This does not mean that Bart6k worked without intel- 
lectually conceived structural plans. But structure and technique were contin- 
ually "censored" by his musical sensitivity to the emotional effect of the piece; 
the final version had to sound powerful before Bartok found it acceptable. 

"Chain" and "narrative" are key words in Somfai's vocabulary, both con- 
noting linear-teleological processes.5 He speaks about narrative on two levels: 
(1) the narrative of Bart6k's creative process, and (2) the narrative of the com- 
position. What he ultimately presents in this book, however, goes beyond 
these narratives. It is clear from his discussions that in Bart6k's case, the issue 
was not simply to perfect an idea but to resolve an inherent tension within that 
original idea-a tension that in fact cannot be fully resolved (see, for instance, 
Somfai's analysis of the beginning of the first movement of String Quartet 
No. 4 [pp. 155-58] or the beginning of the Sonata for Piano [pp. 151-52]). 
Instead of a one-dimensional "problem-solution" narrative, Somfai presents 
multiple problems along with several potential final versions-none of which 
offers a solution to the original problem (the unresolvable contradiction 

4. See LAszl6 Somfai, "The Influence of Peasant Music on the Finale of Bart6k's Piano 
Sonata: An Assignment for Musicological Analysis," in Studies in Musical Sources and Style: Essays 
in Honor of Jan LaRue, ed. Eugene K. Wolf and Edward H. Roesner (Madison, Wisc.: A-R 
Editions, 1990), 535-54. In the book under review, Somfai summarizes the main point of the ar- 
ticle thus: "In the course of shortening a 416-measure monothematic rondo to 281 measures, 
Bart6k sacrificed a planned full 'catalogue' of ethnomusicological genres-the piece's 'secret pro- 
gram'-for the sake of a more effective and compact form" (p. 190). 

5. Narrative and narratology have been used in recent musicological literature to express a va- 
riety of things. What Somfai means by narrative is different, for instance, from how the term is 
used by Anthony Newcomb, who deals with the concept of configurational and episodic dimen- 
sions in relation to a paradigmatic plot, regardless of the linear-teleological direction of that para- 
digmatic plot itself (his example of the relatively nondirectional rondo form is evidence of this 
approach) (see Newcomb, "Schumann and Late Eighteenth-Century Narrative Strategies," 19th- 
Century Music 11 [1987]: 164-74). Somfai uses narrative to mean a linear progression toward a 
goal. 
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between the ideological plan and its auditory effect in the Finale of the Piano 
Sonata is a perfect example). 

This narrative paradigm is much more nuanced, convincing, and believable 
than the linear conception of compositional process. It is therefore rather dis- 
appointing that Somfai returns to conclusions redolent of the usual narrative, 
based on the assumption that the chronological sequence of notated versions 
matches the actual development of ideas in the composer's mind. For in- 
stance, Somfai puts great emphasis on the fact that the fourth movement of 
String Quartet No. 4 was a later insertion. The idea to replace the conven- 
tional four-movement cycle with the five-movement bridge form was thus, in 
his opinion, only "an afterthought": "Until my paper studies suggested that 
Movement IV was an insertion, not even the idea had occurred that in this 
instance the overanalyzed symmetrical structure could have been only an after- 
thought on the composer's part" (pp. 100-101). Another last-moment revi- 
sion occurs in the first movement of this quartet: Bart6k added the emblem 
motive (mm. 7, 11-13) at a relatively late stage of the composition. According 
to Somfai, however, this change, "although a second thought, is indeed a 
great improvement: this motive functions as the goal of the process, as the first 
crystallized thematic idea born from the creation act of the first measures" 
(p. 158). Clearly, Somfai applies no objective criteria when he decides whether 
the later material is an "afterthought" or a "great improvement." 

Perhaps we could learn more from the sources if we looked at them not as 
episodes within a goal-oriented narrative but as potentials that exist synchroni- 
cally. In other words, the versions that preceded the final one do more than 
simply show what was "not good enough"; indeed, these discarded ideas re- 
main part of the composition. Inspired by Larry Todd's article about the four 
different "final versions" of Fingal's Cave, Joseph Kerman writes: 

What happened with these particular works was, we may suspect, something 
more interesting, if less perfect: a residue of the compositional problem re- 
mained in the final work of art as a conflict or a tension. The tension con- 
tributes something distinct to its aesthetic quality, as the composer may very 
well have appreciated.6 

Such an interpretation implies that the sources are not merely a matter of bio- 
graphical details that do not alter our notion about the final work, as Douglas 
Johnson believed.7 Rather they allow us to see more clearly a compositional 
problem that constitutes part of the final version. 

6. Kerman, "Sketch Studies," in the "Viewpoint" section of 19th-Century Music 6 (1982): 
179. Kerman refers to R. Larry Todd's article "Of Sea Gulls and Counterpoint: The Early 
Versions of Mendelssohn's Hebrides Overture," 19th-Century Music2 (1979): 197-213. 

7. Johnson, "Beethoven's Scholars and Beethoven's Sketches," 19th-Century Music 2 
(1978): 3-17. See also Seighard Brandenburg, William Drabkin, and Douglas Johnson, "On 
Beethoven Scholars and Beethoven Sketches," in the "Viewpoint" section of the next issue of the 
same journal (vol. 2 [1979]: 270-79). 
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If we approach Bart6k's works in this manner, several of Somfai's separate 
observations can be seen as interrelated. A case in point is Bart6k's struggle 
with the endings of compositions. Somfai provides several insightful analyses 
of revisions of endings (pp. 170-74, 194-96, and 198-203), but most inter- 
esting is the phenomenon itself: "The end of a piece, the coda of a complex 
movement used to be a problem zone with Bartok.... He could not immedi- 
ately find either the proper gesture, the ideal length, or just the style of an 
effective coda" (p. 170). Somfai regards Bart6k's struggle with closure as a 
problem and his solution somewhat unsuccessful: "Contrasted to the music of 
Stravinsky, [Bart6k's pieces have] a very limited variety of the acceptable end- 
ings.... Bart6k was probably conservative in this respect." Nevertheless, in 
the end Somfai himself cannot decide whether "this is a weakness of Bart6k's 
music or not" (p. 170). 

The Bart6kian endings appear in a different light if we do not insist on the 
linear-narrative nature of his forms, but see them instead as a clash between 
several narratives on the one hand and narrative and nonlinear formal concepts 
on the other.8 Consider, for instance, Somfai's excellent microanalysis of the 
recomposition of the Trio of the third movement of the Fifth String Quartet, 
where Bart6k, as Somfai explains, changed the "miniature narrative." At an 
earlier stage, the first and second quasi folk-song stanzas had "a somewhat un- 
clear and irregular '3-line structure'..., whereas the third stanza arrived to a 
clear-cut '4-line' (i.e., regular) folksong-like form" (p. 184). This means that 
in the first version the trio progressed from asymmetry toward symmetry. In 
the final version the dramatic design was inverted: "A coherent 4-line stanza is 
the first, followed by a freer stanza-like formation that gets louder and decom- 
posed, then falls apart totally" (p. 184). 

The story of the Trio captures in a nutshell the inherent tension of the 
Bart6kian form. Bart6k has two narratives-one moving toward symmetry 
and resolution and the other moving toward explosion-and though both are 
valid, the second is nevertheless stronger. How could this dual ideal be re- 
flected in the large-scale form? While a section of a piece may disintegrate, this 
is not an option for the ending of an entire composition-either for Bart6k or 
for Stravinsky, or even for Schoenberg (with rare exceptions such as the end- 
ing of Erwartung). If Somfai is correct, as I believe he is, that the Bart6kian 
form moves toward explosion, then Bart6k sets an emotional-compositional 
task that is impossible to solve in a large-scale form. But the situation is even 
more complex. Bart6k is aiming at the impossible: to arrive at explosion and 
resolution at the same time. 

This vision of form that compresses contradictory world views makes it ex- 
tremely difficult for Bart6k to find proper endings. Instead of an obvious last 

8. In my book Bela Bartdk and Turn-of-the-Century Budapest (Berkeley and Los Angeles: 
University of California Press, 1998), I explain this idea in detail and relate it to the aesthetic 
attitude of Bart6k's contemporaries within the artistic circles of Budapest. 
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gesture, he usually bombards us with a series of ideas toward the end of a 
piece: ironic theme, sentimental Hungarian melody, happy folk dance, disinte- 
gration of material, demonic quasi themeless presto, sarcastic recall of the be- 
ginning. None of these gestures is the "real" Bart6kian final melody (not even 
the Hungarian voice that Somfai calls the "Hungarian culmination point").9 
They are all effective and relevant final messages that together, however, 
neutralize each other on a higher plane. 

This is by no means a Romantic concept, even though Somfai arrives at the 
conclusion that Bart6k's "music is, fundamentally, not classical.... His life's 
work as a whole and his personality as an artist obviously rest on romantic 
foundation" (p. 294). Somfai feels it necessary to hold up the image of the 
Romantic Bart6k against the still persistent view of him as a mathematically 
systematic composer (typically the analysts' view) and a composer of strict, 
motoric rhythms (typically the performers' view). His concluding statement 
is valid-but only in this context. Bart6k related to the Romantic period and 
its music very deeply, but his relation to Classicism is nonetheless crucial to 
his aesthetic. In Bart6k's struggle with the ending of pieces, we can see how 
his deep belief in classical balance and optimism clashed with his skepticism, 
Romanticism, and expressionism. 

Somfai has written a work that-like some of the best works-goes beyond 
and thus shakes the very basis on which it is built. His insightful analyses and 
comprehensive view of Bart6k compromise both of his basic axioms: first, that 
the study of sources enables us to interpret works in an objective manner, and 
second, that it is possible to synthesize a composer's oeuvre into a "complete 
critical edition." 

Let me take up the first problem. Bart6k left behind an oeuvre that is more 
than the totality of his scores. Besides letters and writings about his composi- 
tions and various musical issues, he created a monumental body ofethnomusi- 
cological work (collections and transcriptions of folk music on the one hand 
and their analysis on the other); in addition, he edited musics of earlier periods 
and recorded his own compositions and those of other composers. Beyond 
these collectible objects, he left behind an image of the public figure he was: a 
person with uncompromising morality in musical and political matters. Just as 
Bart6k did not suspend his ethnomusicological, pianistic, and political sensitiv- 
ities when he composed, so also Somfai could not ignore the knowledge he 
gained from these various sources and manifold musical experiences. 

But Somfai did not want to arrive at this conclusion, and indeed he goes 
to great lengths to blur the gap that divides the "objective" description of 
sources from the scholar's "subjective" understanding of an aesthetic. He be- 

9. Laszl6 Somfai, "A Characteristic Culmination Point in Bart6k's Instrumental Forms," in 
International Musicological Conference in Commemoration of Bela Bartok 1971, ed. J6zsef 
Ujfalussy and Janos Breuer (Budapest: Editio Musica; New York: Belwin Mills, 1972), 53-64. 
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lieves that source study is the method that the composer himself wanted us to 
employ; therefore it is a more authentic approach than the "self-confident 
professionalism of modern musicology." As he writes in the introduction: 

Nothing would be easier for us than, with the usual self-confident profes- 
sionalism of modern musicology, to read, comment, and reinterpret Bart6k's 
own words; to confront them with the scores and thus transfer the author's re- 
served remarks into sophisticated analytical explanations. This, however, is not 
my intention at all. We must respect Bart6k's attitude. So let us consider first 
what he thought suitable to reveal about his concepts and works;... let us base 
our interpretation of Bart6k's compositional process on the detailed study of 
the musical scores. (p. 9) 

"Detailed study of the musical scores" has a precise meaning for Somfai: it is 
the detached, scientific description of autograph sources. He painstakingly 
presents every finding in a style imitating the hard sciences, drawing compli- 
cated charts and tables that duplicate his verbal descriptions where words 
alone would suffice. One may question the necessity of diplomatic transcrip- 
tions; they clarify nothing, and the serious scholar must consult the original in 
any case. Moreover, Somfai's style has an air of superiority, even arrogance. In 
a few sentences he dismisses all previous scholarship, even in the domain of 
editions of Bart6k's written texts, and does not give due credit to the excellent 
and monumental works ofAndras Szollosy and Janos Demeny.l0 

Somfai's super-objective style derives perhaps from his realization that his 
discoveries break through-fortunately-the framework of objectivity he so 
ardently defends. His observations about Bart6kian vibrato and rubato, and 
his suggestions to performers (pp. 264, 272), are based to a large extent on in- 
sight rather than pure objectivity. The following discussion of String Quartet 
No. 3 is a typical Somfaian summary of a "source-chain": 

Here as elsewhere in Bart6k's works, if I may thus formulate, the contrasting 
points of the dramaturgy are the "ego" and the "community" in a most 
Bartokian sense. It is not the simple juxtaposition of the sensitive, lyrical ele- 
ment (here: the Prima parte) to the rustic, dancelike one (Seconda parte) but a 
more complex dramaturgy. After the exposition and development both parts 
open up: there is a search for charismatic feeling. For Bart6k the preparation of 
the return to a strongly modified form of the lyrical movement was not without 
difficulties, as the interruption of the draft proves. (pp. 102-3) 

10. Although the works of Janos Demeny and Erno Lendvai are somewhat familiar to Bart6k 
scholars, few are aware that the Hungarian composer Andras Szollosy compiled the first collection 
of Bart6k's writings as well as the first catalogue of Bart6k's compositions. He carried out this 
work at a time when travel from a Communist country to the West was extremely difficult and 
costly, xerox did not exist, and the sources were housed in various libraries, some of them outside 
of Hungary. Sz616sy's Bartdk Bela dsszegy6ijtitt irasai [Bela Bart6k's collected writings] (Buda- 
pest: Zenemikiado, 1967), a work done with remarkable care and virtually without mistakes, is 
still the most complete collection of Bart6k's writings. Somfai's only comment about Szollosy's 
undertaking-that it is not a "genuinely critical edition"-is indeed ungrateful (p. 12). 
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Nothing of this-or of the other beautiful interpretative conclusions in 
Somfai's book-can be deduced from the drafts alone. What the draft of the 
string quartet tells us is only that Bart6k interrupted the composition before 
the recapitulation of the lyrical movement. Perhaps counter to his own inten- 
tions, Somfai teaches us that sources are revealing-but only to those who 
have developed the intuition to understand them. 

Somfai's monumental work on Bart6k's autograph sources is really the in- 
troduction and background to a more significant work, a complete edition of 
Bart6k's music. As he confesses in the introduction, he was motivated to study 
the manuscripts largely 

by the systematic preparation of the critical edition, a Gesamtausgabe that 
would need to be different from the classical series of postwar complete critical 
editions, because the case of Bart6k, as I recognized it and as this book will re- 
veal, is fascinatingly different.... I concentrated on the training of future 
Bart6k editors and began advocating new approaches to Bartok studies in 
methodologically varied essays and analyses. (p. 7) 

The "fascinating difference" that Somfai alludes to here is explained in the 
concluding chapter of the book, devoted to Bart6k's performing style. Somfai 
realized that the composer's recordings constitute a source in the same way 
autograph manuscripts do. Bart6k often made such extensive changes in a per- 
formance that the recording amounts to an independent version of the piece 
(pp. 283-89). More important, from Bart6k's recordings we learn how to 
read his notation, for even though it became more precise over the years, it 
remained-as all notation is-dependent on a particular performing style. 

Somfai's emphasis on recordings may seem to be a minor addition to the 
body of sources, but this extension has far-reaching consequences. The inclu- 
sion of performances calls into question the concepts of Fassung letzter Hand 
and authenticity, as well as the traditional idea of what constitutes a complete 
edition. The recordings present a type of source that cannot be measured 
against the notation either in time or in value. We could say that the written 
version is the basic form, since it was authorized for publication. But the op- 
posite is equally true: if the notation, as a mere skeleton of the idea, cannot be 
"read" correctly without the "oral tradition," then the performance is more 
authentic than the music on paper. But there are further problems, and Somfai 
is aware of them. Is the recording the personal version of "Bart6k the pianist" 
or the authentic instruction of the composer? Would we serve Bart6k by no- 
tating his performances, and if not, in what other way should they be part of 
the complete edition? Which is the Fassung letzter Hand? Is the recording an 
"afterthought" or a valid "revision"? 

Furthermore, once we include Bart6k's recordings among the sources, 
there is no reason to stop there. Somfai is aware that there are early recordings 
-such as Zoltin Szekely's performance of the Violin Concerto or the record- 
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ings of the singer Maria Basilides-that inform us about the authentic style of 
the compositions as much as Bart6k's own playing does. Furthermore, as 
sources of his compositions, Bartok's folk-music recordings are at least as 
crucial as the sketches. It is true that the composer did not expect performers 
to know his folk-song recordings, but by the same token, he did not think to 
place his drafts in the hands of the public either. The folk music recordings, if 
anything, should be included in a complete edition, since there is evidence 
that Bartok thought it important for people who wanted to understand him 
to listen to the folk musics he knew." There is no sign that he attached similar 
importance to knowledge of his sketches and drafts. 

Looked at pragmatically, these problems are not insurmountable: one 
would like to make all relevant material availab' to performers, listeners, and 
scholars. Nor do these considerations call into question the need for a critical 
edition. There are notational mistakes that should be corrected, significant 
versions that have not yet been published, notational conventions that need to 
be translated into today's musical language, and so on. But Somfai's extension 
of the concept of "source" changes our notion of what the complete edition 
represents. It is surprising that Somfai insists that several notated and recorded 
versions of a piece could be "synthesized in the critical edition" (pp. 283-84). 
All that an edition can do is to present versions. It should not-and indeed 
cannot-synthesize incompatible sources. 

It may be that a critical edition in the traditional sense-that is, one that is 
complete and systematic-is not possible in Bart6k's case. Perhaps it is not 
possible in the case of other composers either. Richard Taruskin, for example, 
has no doubts that the more deeply one becomes involved in editorial prob- 
lems, the more one becomes aware of the "necessarily provisional and tenta- 
tive nature of all editorial percepts, and hence ... the necessarily personal 
nature of editorial decisions."'2 And yet the words "synthesis," "complete- 
ness," and "consistency" still loom on the horizon of modern critical editions, 
and the "tacit aim of most editorial guidelines is to build a fence around a text 
that will exclude the editor's person." 

Indeed: synthesis and complete presentation of what? Somfai's book 
teaches its reader that almost every Bart6k piece presents different problems in 
terms of its sources-including sources that the composer never meant to be 
published. Would this not mean that the decision of what to present and how 
to present it is a personal-subjective one, and furthermore, that each piece 

11. Bart6k mentioned several times that musicians who wished to understand him had to ac- 
company him to the village in order to experience the folk music he heard in context. He took 
Egisto Tango, the conductor of the first performance of The Wooden Prince and Bluebeard's 
Castle, to Romanian villages in 1917. Later, trying to establish contact with Delius, he suggested 
the same thing to him. See Janos Demeny, ed., Bartok Bela levelei [Bela Bart6k Letters] 
(Budapest: Zenemu/kiad6, 1976), 239-41, 168, and 170. 

12. This and the following quotation are from Richard Taruskin, "Down with the Fence," in 
his Text and Act: Essays on Music and Performance (New York and Oxford: Oxford University 
Press, 1995), 84-85. 
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needs different editorial policies? And ifSomfai succeeds in convincing us, as I 
believe he does, that for Bart6k the notation was not the finite object but the 
raw material-that while it did not allow for infinite interpretations, it de- 
manded to be re-created with each performance-would it not follow that 
conflating sources and emphasizing consistency have little to do with the spirit 
of the art we represent, but rather serve our need to live up to a prestigious 
but perhaps not so honest scholarly ideal? It seems that we would do better to 
give up insisting on the presentation of a body of material that is "complete," 
"authentic," "consistent," and "final." In the end, perhaps we must realize 
that we cannot do more than publish our own version of versions of pieces. 

Doing so would mean that musicology would follow slowly the develop- 
ment that took place in philosophy some time ago with the works of Heideg- 
ger, Levinas, and others. Like the Greek philosophers, the makers of critical 
editions believe that one can get the closest to the essence of a work when one 
removes it, as it were, from time: in the sentence "This is the composition," 
the word is means timelessness. Levinas, however, conceived of an "ontologie 
dans le temporel," following Heidegger, who viewed existence and time 
("Sein und Zeit") as inseparable phenomena: existence means being in time. 
From Somfai's book we learn, in spite of his intentions, that we cannot escape 
looking at the composition and at the critical edition "dans le temporel." 

JUDIT FRIGYESI 

The Aesthetics of Music, by Roger Scruton. Oxford: Clarendon Press, 1997. 
xxi, 530 pp. 

Reading The Aesthetics of Music by Roger Scruton, one might wonder whether 
his cultural preferences follow from his philosophical principles, or his princi- 
ples from his preferences. Scruton confidently claims the former: he has 
"begun from first principles," he writes in his short preface, and has ended up 
with "a philosophy of modern culture" (p. ix). His first principles derive from 
an ontological investigation of sound and tone: he tells us what a sound is, and 
what it means for us to experience one as a musical sound. Then, working sys- 
tematically, in the analytic tradition of philosophy, through the traditional and 
defining topics of the field-music and metaphor, representation, expression, 
language, understanding, tonality, form, content, value, analysis, and perfor- 
mance (topics that occupy chapters 3 and 5-14, respectively)-he arrives five 
hundred pages later at his cultural vision for the music of the future. Asserting 
that "the avant-garde persists only as a state-funded priesthood, ministering to 
a dying congregation," he finds a little promise for redeeming our culture in 
the "thin" (minimalist/tonal) music of contemporary composers Henryk 
Gorecki and John Taverner, but more promise in the rediscovered tonal lan- 
guages of compositions by Nicholas Maw, John Adams, Robin Holloway, and 
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