YUSUKE NAKAHARA*
MIKROKOSMOS: COMPANION FOR LATER GENERATIONS
FROM THE YEARS OF CRISIS

Bartok’s Mikrokosmosis acknowledged as a collection of
valuable pedagogical pieces. | propose that it e&o be
understood as the composer's reaction to his cqueany
circumstances, and that it may hold a messageéhéatdience,
especially children, since pedagogical works usgudiave
sustainable effects on children beyond the limit stfictly
educational concerns such as transmitting knowledge
technique. Hungarians’ political situation could dkescribed as
continuously unfavourable for the first half of t&é" century;
however, Bartok observed this differently. He engibed the
Importance of co-operation among people instealdostile acts
rooted in nationalistic sentiment, which Bartok sioered a true
crisis. His ideology—in his words the ‘brotherhootipeoples’
or ‘race impurity’ which propagates cultural intetian as a
positive and prolific phenomenon—can be taken aschunter-
reaction to the crisis.

Even though Bartok’svlikrokosmosdoes not apply folk music
from various nations as its basis (unlikerty-Four Duos which
can be considered an embodiment of the ‘brotherhobd
peoples’ due to its selection of materials), itefyecombines
elements distilled from folk music and producesimaginary
union of cultures that transcends the reality, Isimio theFifth
String Quartet in which at least four types of folk-music
elements (Bulgarian, Hungarian, Slovakian and Ruamgncan
be found. On the other hand, unlike his mastergiesech as the
Fifth String Quartetand Cantata profanawhose performances
were not always accessible to a wider audieiti&rokosmos
can serve as daily bread for children. Thus, Badékigned
Mikrokosmosto be children’s first steps toward acquaintance
with other cultures, wishing to change society frim bottom

up.
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Introduction

It is thought that crises deprive artists of the@ative power. There could
be neither mental nor physical resources availabbirect toward cultural
activities. However, critical situations can beraminent source of artistic
stimulation for composers. For instance, Béla Bamwas one of the artists
who got his very first inspiration in the time ofisis: Kossuth a
symphonic poem for orchestra, premiered in 1904spide his recent
graduation from the Hungarian Royal Music Acadehlye was soon
acknowledged as a composer representative ofrties ti

Although this work describes a historical evente(thlungarian
Revolution of 1848), it was nevertheless tightipkkd to the actual
political concern: the complete independence of déup from the
Habsburg MonarchyHis self-perception as a fighting composer and his
devotion to his motherland is clear in a letterwrete to his mother the
previous year, at the time of orchestration:

For my own part, all my life, in every sphere, aywand in
every way, | shall have one objective: the goodHohgary
and the Hungarian natidn.

Opening with this naive statement enables us tetifae changes in
Bartok’s attitude over the years. For instance, tvaié he consider critical
twenty years later? Political circumstances wermpetely changed by
that time, but Hungarians felt (again) that theyraven crisis—the
Kingdom of Hungary had lost a significant amount tefritory and
population, and now found itself surrounded by nemtlependent, hostile
nations. What type of message did he attempt teeydhCould a jingoistic
manifestation such a&ossuthstill be valid during that time?

The following attempts to trace the change in Bastéhoughts and
attitudes and what crisis came to mean for the csep then, | will
interpretMikrokosmogq1926, 1932-1939), the highly regarded pedagogical
work, as his reaction to the crisis. It might besge at first to imagine a
link between a pedagogical work and social situegtitbeyond certain
educational issues; however, ‘pedagogy’ as a gexwencept encompasses

! The former name of the Liszt Academy of Music, Bpeist.

2 For contemporary critiques, see JAMRBMENY, Bartok Béla tanuléévei és romantikus korszaka
[Bartok's years of study and his romantic perigd]Zenetudomanyi tanulmanyok, Iéd. SABOLCSI
Bence and ENESBartha, Bp., Akadémiai Kiado, 1954, 418—-433.

3 Tibor TALLIAN , Béla Bartok the Man and His WorBp., Corvina, 1981, 33-34.

4 Letter to his mother, '8 September 1903 (BélaABTOK, Béla Bartok Lettersed. Janos EMENY,
Budapest, Corvina, 1971, 29).



not only the transmission of knowledge or technitpué also the mental
upbringing of later generations.

Although Bartdk, as it was his accustomed mannidrndt provide
any public hints for decoding his messag®, examination of unpublished
documents and private correspondence in additioa tousical analysis
enables us to sense the composer’'s pedagogicajttsoun the pieces of
Mikrokosmos.

1.

Bartok’s conversion can be well understood by ammfng his early
ideology with the well-known concept of ‘the brotheod of peoples’,
written down about thirty years later. This couldpaar too large a
chronological gap to be relevant for Bartok; theaditself, however,
originated much earlier, as shown by this letteRtomanian music writer
Octavian Beu dated fQanuary 1931.

My own idea [...]—of which | have been fully conscgou
since | found myself as a composer—is the brothwathaf
peoples, brotherhood in spite of all wars and ocistl |
try—to the best of my ability—to serve this idea nny
music; therefore | don’'t reject any influence, bt i
Slovakian, Rumanian, Arabic or from any other seuithe
source must only be clean, fresh and hedithy!

This obviously refers tdCantata profana his work completed in
1930, just one year earlier. Whereas the use ofwibe ‘brotherhood’
offers a possible reading to subtly connect it with protagonists of the
work (nine brothers transformed into splendid skatpe concluding words
of the work (‘only from a pure sourdg‘correspond to the words found in
the letter: “The source must only be clean, fresth lzealthy’. Nevertheless,
Bartdk’s statement, ‘of which | have been fully soimus since | found
myself as a composer’, indicates the idea’s daterigin. Thus, this idea
can be considered not only a contemporary arteiitfession but also a
dominant thought that affected his works for méranttwenty years.

Finding himself as a composer may have occurre@rwhe end of
the first decade of the 20century, in 1908, when he succeeded in

® L4szl6 ®MFAI, Béla Bartok: Composition, Concepts, and Autographrées Berkeley, University of
California Press, 1996, 9-24.

® BARTOK, op. cit, 201.

" ‘Csak tiszta forrasbél.’ in Hungarian (authorarslation). English translation by Robert Shaw dusts
literally follow Hungarian text (Béla BRTOK, Cantata profanaWien, Universal edition, 1934, 91-92).
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establishing his own compositional style throughe tabsorption of
characteristic elements of folk music; his firsttura compositions, such as
First String Quartet(1908-9) androurteen Bagatelle$1908), began to
emerge at that time.

Bartok’s mention of ‘brotherhood in spite of all gaand conflicts’
was essentially a counterthought to issues thaldcdoe characterised as
moral crises, which continuously threatened him aidllenged his
scholarly activity. He described this as ‘ultrataagslism’ in his article
‘Folk Song Research and Nationalism’, publisheti987.

International co-operation is desirable in evenoh of the
sciences... But amidst the mentioned hostilities hevit
possible even ttalk of co-operation, since we see all over
the world not co-operation but counter-activityziles, the
most peculiar things might also occur. For instancea
collector belonging to nation A, after becoming mor less
acquainted with his country’s material, conceivdstlte
‘terrible’ idea to research that of the neighbogrimation
B... But what happens? His compatriots cry shameuseca
he ‘wasted’ his time on the study, collection, and
preservation of a rival nation’s cultural treasure...

From all that has been said, it follows that even i
musical folklore is very indebted to nationalisrogday’s
ultra-nationalism does it such harm as many timeeeds
the benefits.

What should we do, what should we demand? We
must require of every researcher, and thereforemhsical
folklore researcher also, the greatest objectithgt is
humanly possible... [T]he sentiments connected wiif t
maternal language and the affairs of his counteyjast the
most intuitive, the strongest. But there shouldsb#icient
strength of mind in a true researcher to refraomfrand
hold back these sentiments where necessary.

The ‘mentioned hostilities’ refers primarily to thElungarian-
Rumanian relationship. Even though Bartdék directhentions only
politically biased people from Rumania (perhaps asflection of his bitter
experience when his ethnomusicological researcttezamng Rumanian

8 Béla BARTOK, Folk Song Research and Nationalisim Benjamin SCHOFF (ed.), Béla Bart6kEssays
London, Faber and Faber, 1976, 25-28 (28).



folk music was severely attacked by Rumanian peafle€oriolan Petranu
in 1936), it is clear that he also criticises thidiingarian counterparts—
perhaps because in 1920, a contemporary writécisatl a same study that
was later attacked also by Petranu from the Huagasidée’ It is important
to mention that he confronted not only his conterages but also young
Bartok himself, who swore his total devotion to mwtherland as a
primary mission.

The idea of brotherhood or international co-operagains another
dimension in an article published in 1942, ‘Raceritfuin Music'.
Although its title suggests the influence of Naacial ideology, Bartok
argues in favour of the reciprocal influence ofedlse cultures (according
to his term, ‘race impurity’), mainly from the paoinof view of
ethnomusicology.

Contact with foreign material not only results im a
exchange of melodies, but—and this is still more
Important—it gives an impulse to the developmennheiv
styles. At the same time, the more or less anaes are
generally well preserved, too, which still furthemhances
the richness of the music... The situation of folksmoun
Eastern Europe may be summed up thus: as a refsult o
uninterrupted reciprocal influence upon the folk smouof
these peoples there are an immense variety ancdakhvwed
melodies and melodic types. The ‘racial impuritynaly
attained is definitely beneficial...

It is obvious that if there remains any hope foe th
survival of folk music in the near or distant fugur an
artificial erection of Chinese walls to separateges from
each other bodes no good for its development. Apbeie
separation from foreign influences means stagnatiosil
assimilated foreign impulses offer possibilities of
enrichment. X’

Bartok speculates that past cultural interactioms gven the ‘co-
operation’ of peoples), as prolific events, may éadaken place in
situations that were not entirely hostile. Thus, hkensiders the

% Béla BARTOK, Answer to the Petranu Attadk UCHOFF(ed.),Béla Bartok Essay®d. cit., 227-236.
10 Béla BARTOK, Race Purity in Musicin SUCHOFF(ed.),Béla Bartok Essay®d. cit., 29-32 (31).
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‘brotherhood of peoples’ to be a historical conceqit simply his own
ideology™*

2.

We have briefly reviewed how Bartok’s ideology cbad over the course
of time by examining his writings. Beginning higear as a nationalist, he
drastically changed his standpoint. It is remar&atilat while he had
observed a ‘threatening’ (in fact, illusionary) opent in the allied
Habsburg Monarchy at the turn of the century anerpreted the situation
as a crisis, he did not consider the unfavourabléigal situation in the
wake of the Treaty of Trianon as a crisis in its€lér him, the true crisis
seemed to be the hostility between the nations ginggfrom nationalistic
feeling, which complicated international scientifiz-operation.

In the following, we will examine the connectiontlween Bartdk’s
pedagogical works and his beliefs. It is strangeir@gine such a
connection; however, it is possible if we considiwat pedagogy
encompasses not only concrete educational matterceming the
transmission of knowledge or development of tea@jdout also mental
upbringing such as the development of personality #he formation of
moral and aesthetic value systems. We know thaetiypes of goals are
not always reached by instructing children in wih&y must and must not
do; rather, we can implicitly transmit our messageshem by selecting
and compiling materials with this intent in mind.

Indeed, Bartok reveals the pedagogical intentiorhirfze For
Children (1908-1911) in his 1940 lecture-recital manuscrpttitled
‘Contemporary Music in Piano Teaching'.

| wrote [For Childrenl in order to acquaint the piano-
studying children with the simple and non-romabeauties
of folk music. Excepting this purpose, there is special
plan in this work'?

Even though Bartok’'s pedagogical concern to provedesy but
aesthetically valuable pieces for children shoubd lbe undervalued, this
sentence must not be taken literally. Without abdpBartok intended to

Y This article could be important in that Barték atlans the ideological value of ‘purity’. While he
declared in his 1931 letter that ‘The source [fimlldsic] must only be clean, fresh and healthy’, 942,

he acknowledged that the sources which inspired hay not be entirely pure. However, the Central
European folk-music tradition as well as Bartékisnomusical language were enriched precisely as a
result of this impurity.

2 Béla BARTOK, Contemporary Music in Piano Teachirig SUCHOFF (ed.),Béla Barték Essay®d. cit.,
426-430 (427).



propagate folk music that was as yet unfamiliarthe residents of
Budapest. In 1906,Hungarian Folksongs a collection of folksong
arrangements in collaboration with Zoltan Kodalgsaintended to inform
adults of their cultural heritage of Hungarian swkgs; unfortunately, this
failed to obtain the expected result: it took thiyears to sell the first 500
copies®® Thus, it seemed practical to groom children toobee future
audiences as adults, that is, to shape people’scahusmstes from the
bottom up.

It is clearly observable that here meet two typemotivation. The
first is nationalistic: to exploit folk music in der to achieve its goal, i.e.
the elevation and representation of national cefttithe second, however,
emphasises the folk music itself and its beautgolild still be connected
to nationalism if the composer used folk music isfdwn nation; however,
Bartok never adhered to exclusive use of Hungddbnmusic™

3.

We must consider whifor Children contains arrangements of Hungarian
and Slovakian folksongs in nearly the same proportiAs discussed
above, the ideology ‘the brotherhood of nationsgioated in the early
years of the 20 century, when Barték found himself as a compoEer.
Children was contemporary with those compositions; thug #gual
treatment of Hungarian and Slovakian materials c@ooé viewed as
Bartok's earliest manifestation of that humanisdea. However,For
Children must have been interpreted differently due toatmosphere at
that time, at least by certain politically orientgebple.

In 1917, the Hungarian publisher R6zsavolgyi tteg@gromotePiano
Method (written by Bartok and Reschofsky and published®13) as an
official textbook of the Music Academy. This was unsuccessful for
several reasons. The publisher is partly respomdibtause it pushed this
issue despite the rejection of an earlier petitioaide the previous year.
However, the principal reason must be th@no Methodlid not qualify as

3 TALLIAN , op. cit.(see note 3)58.

4 See the Forward to Bartok-KodaWungarian FolksongsPublished as Zoltan dbALY, Hungarian
Folksongsin Ferenc BNIs (ed.), The Selected Writings of ZoltaroBALY, Bp., Corvina, 1974, 9-10.

15 James Parakilas approachEsr Children as a nationalistic production; however, he failed t
sufficiently differentiate Bartdk’s ideology fromthers’, who seemed interested only in Hungarian
culture. See JamesARAKILAS, Folk Song as Musical Wet Nurse: The Prehistory afték’'s For
Children, The Musical Quarterly 79(1995), 476—489((f.).

8 The primary source concerning this petition is nimund in the Budapest Bartok Archives (BA-N
3600/24). For a detailed discussion of these cistantes, see YusukBIAKAHARA, Bartdk's
Mikrokosmos Genesis and Concepts of the Years 1932-188xster’s thesis, The Liszt Academy of
Music, Budapest, 2012, 25-32.



acceptable teaching material. Regardless of biaseamittee members,
several of whom might even have been hostile towlaedauthors, it must
be mentioned that the rejection Bfano Methoditself was not totally
baseless. This criticism was shared even by Margird, who highly

appreciated the musical value of Barték’'s piecest knoticed

inconsistencies in the method that needed to beedoln favour of

application in practicé’ The problem is the mode of criticism.

Arpéad Szendy, the head of the Piano DepartmeriieoRbyal Music
Academy, disqualified Bartok’s work with pejorativemarks, describing
the music examples as ‘totul magyaros’ [HungarmaBlovakian style]. As
Bartok’s pieces irPiano Methoddo not show characteristically Slovakian
features, it is probable that he was attacking dkally referring to his
earlier pedagogical workiFor Children'® | suppose thafor Children
reminded the nationalists &facial Problems in Hungarya famous book
written by Robert William Seton-Watson under then pgame ‘Scotus
Viator’, which criticised Hungarian policy towardsinational minorities
from a Slovakian point of view. The book features a symbolic portrait of
Andrej Hlinka, a Slovakian activist, on the pagegqading the title page.
Although Szendy did not explicitly mention it, thenguage evokes Emil
Haraszti’'s critique ofTwo Pictures,published in 1913, which named
Bartdk as a ‘Scotus Viator’: a traitor to the Huriga natior?’

A ‘review’ of For Children took a completely different position,
though the essential differences cannot be ignotkd review was
published inCsabai Akkordoka magazine for young musicians, in 1935,
almost twenty years after Szendy’s opinion—consetiyein significantly
different political (peacetime) circumstances, iono- rather than multi-
national Hungary—and written by ten-year-old Evalekd This provides
some insight into children’s acceptance of a pedmgb work; being
tabula rasa children are yet free of racial bias, while agdannot escape
from the prejudice rooted in their nationalism.

7 Margit VARRO, Zongoratanitads és zenei nevel@@aching the piano and music education], Bp.,
Roézsavolgyi és tarsa, 1921, 148-149.

18 By that time, Bartok’s arrangements of Romanialk fmusic had been composed but still not
published.Two Romanian Dancesas published in 1910; however, it is less relévarthe context of
piano pedagogy.

19 5coTUSVIATOR, Racial Problems in Hungary.ondon, Archibald Constable, 1908.

20 1t is not, however, certain whether the extremiicism represented by Haraszti's review was
predominant at that time. Another critic judged tBkis followers (and possibly Bartok himself) as
chauvinists. See JanDEMENY, Bartok Béla nivészi kibontakozasanak évei (1906-19B4&rtok’s years

of artistic development: contact with folk musig] Zenetudomanyi tanulmanyok ,lled. SABOLCSI
Bence and ENESBartha, Bp., Akadémiai Kiadd, 1955, 426.
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In my first year studying piano, | had already &drto play
Bartok’s For Children Soon | loved the pieces, especially
singing them, but as usual | did not learn the ¥&xy much
(out of laziness). But, we can understand the piemdy
with their texts. | sang Bartok’s pieces all dayeTmost
enjoyable part of practicing is playing his piecésd
because he is one of my favourite composers,tbtrjaster
as many of his pieces as possible. | have alrezminéd 40
Hungarian and 20 Slovakian folk sorfgs.

Csabai Akkordokvas created by a local music teacher, Jolan Bacher
Young musicians not only wrote the articles, bsbatdited the magazine
itself (with adult guidancef? Only two articles focused on Bartok;
however, one published volume included Bartok's position
‘Gyermekdarab’ Children’s Piecg¢ as a facsimile supplement. This was
the first facsimile in the magazine, which suggedsiat Bartok was a
spiritual protagonist for the childrén.

This Children’s Pieceis, in fact, none other than a piece that will
constitute part oMikrokosmosew years latef?

4.

Considered one of the most important pedagogicak wo music history,
Bartok’s Mikrokosmos essentially composed between 1932 and 1939,
comprises 153 pieces and 33 exercises. Publishesixinvolumes by
English publisher Boosey & Hawkes in 1940, the pgeare organised
progressively from very simple pieces to demandingcert works. Few
compositions have been written for educational pseg with such care
that the development of technique is seamlesslgrwaven into the
musical challenges at a very high level (in conttasCzerny’'s mechanical
studies, for example), not to mention that Bartékone of the most
prominent composers of the entiré"a@entury.

Unlike For Children while Mikrokosmos carefully concerns
technical problems, this work still seems not twead its profound
ideological concepts for us at first sight, becatugenot based on folksong

21 EvaADLER, Bartok Béla: A gyermekekngRéla Bartok:For Childreri, Csabai Akkordok 4(October
1935), 12 (author’s translation).

22 pccording to Klara Huszar's reminiscence (FerBowils, igy lattuk Bartéko{So saw we Bartdk], Bp.,
Zeneniikiad6, 1995, 167).

3 |bid., 168.

24 |bid. According to Huszar, it is an arrangement of ksong known as ‘Virdg Erzsi’ that might
correspond tdviikrokosmosNo. 74 ‘Hungarian Matchmaking Song’. None of thedimiles is, however,
known to us, perhaps lost.



arrangements, which were key influencesFor Children Mikrokosmos
mainly consists of pieces based on Bartdk’s origitteemes. This
difference can, however, be derived from the edoical purpose.

My idea was to write piano pieces intended to |¢ael
students from the very beginning and through thestmo
important technical and musical problems of thst fyears,
to a certain higher degree. This determined program
involves a very strict proceeding: there must begaps in
the succession of the technical problems which have
follow each other in a very logical order. Of caurdhe
realization of such a plan could hardly be basedfabk
music; it would have been quite impossible to fiimdk
melodies for every technical or musical problem, $o
decided to write pieces on entirely original therftes

This type of pedagogical intention had not beensgmé in For
Children and Forty-Four Duos another pedagogical work based on
folksong arrangements composed in 1931, directggutingViikrokosmos

Still, despite its medium (written for violin dugdjorty-Four Duos
Is important for the present discussion becauseeférences various
nationalities?® This simultaneous presence of multiple nations tesn
considered an embodiment of the ‘brotherhood opfesd concept. In this
instance, we must note the mature manifestatiamisfidea, significantly
different from earlier attempts in which Hungaremd non-Hungarian folk
music are featured in parallel, asfkor Children However, withForty-
Four Duos Bartok picked up melodies that suggest culturractions in
and of themselveS. In the Fifth String Quartet(1934), another piece
contemporary toMikrokosmos Bartdk mixes compositional elements
distilled from various kinds of folk music, nameBulgarian, Hungarian,
Rumanian, and Slovakidh.

% Béla BARTOK, Contemporary Music in Piano Teachi(gpe note 12), 427-428.

% Although the origin of the melodies used Forty-Four Duosis known to us by means of Vera
Lampert’s catalogue (VeraavPERT, Folk Music in Bartok’s Compositions: A Source CatplBudapest,
Hungarian Heritage House et al., 2008.), Bartoklyamade references.

" KataRisko, Eszmények és emlékek Bartd&gyvennégyhegedidugaban [Ideals and memories in
Bartok'sForty Four Violin Duog, Magyar Zene (2012), 457-471.

28 JanosKARPATI, Bartok Béla és egy Duna-vélgyi zenei integracidetéége[Béla Bartok and the
possibility of a musical integration of the DanWsalley] = K. J.,Barték-analitikg Bp., R6zsavolgyi és
Téarsa, 2003, 111-123.-It can be, however, a seaditiiestion to judge Bartok’s intention: which was
dominant in his workshop, the Bartdkian ideologyaatonomous compositional-aesthetical decisions to
enrich sonic experience with original musical lamge? According to Laszl6 Somfai, Bartok primarily
considered the aesthetic quality of the work rathan non-aesthetic elements. The manuscripixaote
SuiteandSonata (1926%¢ontain discarded sectiori3ance Suitéhad a Slovakian movement, aBdnata
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Mikrokosmoscan also be analysed from the perspective of the
‘brotherhood of peoples’ or cultural interactiorchase it has references to
various nationalities as well as geographical @g&lgarian, Hungarian,
Transylvanian etc.), similar to the compositionsnti@ned above; indeed,
several scholars have already mentioned it brigflyconnection with
Mikrokosmog® In my opinion, however, one of Bartok’s statemesttsuld
be examined because it strengthens our argumenhts airectly connected
to Mikrokosmos

5.

In 1940, Bartdék was interviewed by Miklos SzentjdBartok talked about
Mikrokosmosand its compositional circumstances, and then talioe

pieces written inBulgarian rhythms. According tomhino Bulgarian

folksongs were used, and the melodies were ratbagétian—that is, they
were ‘bolgar ritmusba oltott magyar’ [Hungarian iepted into a
Bulgarian rhythm]. Most important for us, howeves, the following

excerpt that cannot be found in older compilatiohthe interview. Andras
Wilheim informed two somewhat different versionstioé interview?° One

is the well-known text first published iMagyar Nemzeta Hungarian
newspaper, on '3 October 1940; the other was published Hiid, a

Hungarian periodical, on "6 October 1940. According to Wilheim,
Szentjébi (the interviewer) originally planned taubtish in Hid, but

because the editor sent the manuscript to the ipginoffice without

authorisation from Bartdk, he chose another papeublish the authorised
text earlier; consequently, he attempted to ineédthe later-published
unauthorised versiof.

The following text is missing from thdagyar Nemzenterview:

Now—at the first time—Bartok burst out laughing.

(1926) contained a bagpipe episode which might have pdeBartok’s original concept (suite of folk
music imitations of various nations or a ‘catalogoafeesthnomusicological genres), but he cut thentlie
sake of compositional quality. SeeonsAl, op. cit. (see note 5), 189-190.—Further bibliographical
information can also be found there.

29 An early commentary can be found in Janos Breuera notes forBartok Béla Complete Edition
(Hungaroton, LPX 11405-7). L4szl6 Vikérius's amiamentions it only in connection witBulgarian
Dances still he gives hints for enlarging the range bfdtherhood’ (and its ideological meaning) by
suggesting that Harriet Cohen, the dedicate8ixfBulgarian Dancesywas an English Jew. See LaszI6
VIKARIUS, Bartdk’s Bulgarian Dances and the Order of Thin@sudia Musicologica 53(2012), 53-68
(64-67).

%0 s7ENTIOBI Mikl6s, Bartok Béla aMikrokosmosoél, az (j Magyar zenészgeneréciorél és amerikai
atjardl [Interview with Béla BartokMikrokosmosthe new Hungarian generation of musicians and his
American tour], in WLHEIM Andras (ed.)Beszélgetések Bartdkkal: Interjik, nyilatkozatok 194945
Bp., Kijarat, 2000, 204-208.

*bid., 207-208.
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—Think of mule in zoology. It can be, so to sagriée to a
certain extent, still it can be useful. It can pgarden..*

Wilheim explains the difference between the twosi@rs: (1)
Bartok himself revised the text published Magyar Nemzetor (2) the
editor ofMagyar Nemzeshortened the text due to lack of sp¥ce.

Whatever the truth, these few lines might woefuigve affected
contemporary readers: first, the word ‘mule’ hasegative connotation in
daily use; second, the metaphor of ‘mule’ as a idyanimal might have
unnecessarily provoked readers under the thre@enituence of Nazi
racial ideology at the time. It is, however, quitgportant for us that the
metaphor of ‘mule’ as a hybrid animal suggestsdinect link between the
cultur?il hybridity mentioned in ‘Race Purity of Mo'sand Barték’s own
work.

Still, 1 suppose that Szentjobi well understoodtBids implication
in this short commentary, which could be why he lagsed it by
inserting laughter as a human gesture—this is,addgs first appearance
in the interview. In the continuation of the intew, Szentjébi argues that
the future of East-Central Europe depends uponighé economic, social,
and cultural collaboration of its residents. In tf@lowing question,
however, he narrows the topic to music and asks istta be done. Bartdk
further limits the discussion to folk music reséarand argues that
knowledge of languages is necessary for researamarsnerely English or
German; he requires fluency in Serbian, Croatialgvakian, and
Rumaniar?”

6.

In the following section, we examine the embodimathis ‘hybridity’ in
Mikrokosmos Are there any other compositions besides Bulgapiaces
that suggest the interaction of cultures or cannkerpreted as its result?
Further, does it have special meaning witdikrokosmosn comparison to
his other contemporary masterpieces?

32‘Most — eBszor — elneveti magat Bartok. — Gondoljon az &légban az 6szvérre, bizonyos mértékig
ugyszolvan steril lehetne igy, de hasznos. Teriet hin Hungarianlpid., 205.—author’s translation.)
*bid., 207-208.

% The possible reading of Bart6k’s ethnomusicoldgécticle as a key to understand his compositisns i
often suggested by Somfai; | mention a single soumovhich he refers to the article in questionacB
Purity in Music’: LAszIGSOMFAI, Mi a magyar Bartok Béla zenéjében? Nacionalizmuépék testvérré
valasa’, vilagzendWhat is Hungarian in Béla Bartok's music? Natias@, ‘brotherhood of peoples’,
worldmusic]= Mi a magyar? ed. IgnadRomsics, Mihaly SZEGEDY-MASZAK, Bp., Habsburg Torténeti
Intézet — Rubicon, 2005, 252n.

% Miklés SZENTJIOB, op. cit, 205.
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The national identity of musical elements cannoiags be
unequivocally determined. For instance, certain ah@tales or rhythmic
structures thought to be characteristic of a aenrtation can often be found
elsewheré® This does not, however, mean that such elemenss meuseen
as ‘international’ rather than belonging to any e nation. On the
contrary, one of Bartok’s ethnomusicological reskapurposes was to
disclose the origin of these elements, so we daibate certain elements to
certain nations according to what Barték would héngght. His thoughts
can in turn be deduced from his ethnomusicologtadiies as well as his
own folk music collection.

| will confine my examination to two cases to acctoodate the
limited extent of the present article.

1.) No. 53 ‘In Transylvanian Style’ and No. 52 ‘dan Divided’

The title of the former reveals a little in its@lhat was in Bartok’s mind.
In Transylvania, various nations lived together frigarian, Rumanian,
German etc.). According to Bardos, it is rhythniigaind melodically close
to Rumanian folk music, an example of which canfdaend in Bartok’s
Bihor collection (Example 1 and 2)The use ofshifting rhythmin the
second part of the piece cannot be mistaken; tiien@menon is
characteristic of Rumanian instrumental folk mudixample 3 and 4%
On the other hand, the melodic contour at the érideofirst section shows
a Hungarian character in its downward fourth jump.

Example 1,MikrokosmosNo. 53, ‘In Transylvanian Style’, bars. 1-8.

Risoluto, J=112
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Example 2,Ruméanische Volkslieder aus dem Komitat Bihayo. 10.

% For instance, the so-called ‘Bulgarian’ rhythm d¢@nfound in wider regions outside of Bulgaria; the
more neutral term ‘aksak’ was coined by ConstaBtiiloiu.

57 Béla BARTOK, Rumanische Volkslieder aus dem Komitat Bitasg. D. DLLE, Bp., Editio Musica
Budapest, 1967Ethnomusikologische Schriften Faksimile-nachdruckegtc.; LajosBARDOS, Bartok-
dallamok és a népzenBp., Orszagos pedagdgiai intézet, 1977, 110.

3 Béla BARTOK, Rumanian Folk Musjced. Benjamin ScHoFr, Den Haag, Nijhoff, 1967, 1, [665].
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Example 3,MikrokosmosNo. 53, bars. 17-24
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Example 4,Rumanian Folk Musig Vol |, [665]
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The latter piece, No. 52, can be taken as its comopgiece, with a
melody played by alternating hands, similar to tfeginning of No. 53.
Bardos mentions a Slovakian folksong arranged byoRan Five Village
Sceneg1924)%* While Bardos primarily considers the successiviedsh
their melodic contour is also similar (Example 5).

Example 5, a)MikrokosmosNo. 52, ‘Unison Divided’, bars. 1-4;
b) Village ScenesNo. 5, ‘Lads’ Dance’, bars. 27-28
(transposed and simplified)

39 BARDOS, op. cit, 104.
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Allegro, J =112
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Further, the modality in this piece deserves atiant The
characteristic raised fourth reminds us of the Apdscale thought to be
widespread in Slovakian folk music (the melodicerablance further
supports this interpretation); however, its sevatdggree (F natural instead
of F sharp) rather suggests G-acoustic scale, gdtah*® The acoustic
scale is, on the other hand, thought to be charsinteto the Bihor
region—the same region where the melodies simibaNb. 53 were
found:™

| suppose that this was a conscious decision otoBarpart. These
two pieces, which not only follow each other buscalapply a similar
technique (to play a melody in alternating handsgr to the three nations
(Hungarian, Rumanian, and Slovak) closest to Barkd&reover, Bartok
couples Rumania and Slovakia, whose folk musicvddally no previous
interaction due to their geographical separation.

[ I
I I
[ e
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N

2.) No. 146 ‘Ostinato’

The beginning of this piece presents a so-calledlyfpodal
chromaticism’, in which two different modal scalean be observed
(Lydian and Dorian) on the same root, D (see Exar6jl

Example 6, a)MikrokosmosNo. 146, ‘Ostinato’, bars. 8—-12.
b) Extraction of modal scales (absent notes arddzkened)

40C5 is used instead of C#5; however, that can Iptamed from the perspective of playability. The
piece is to be played without changing hand pasitio#5 requires a spanned position of fingers that
Bartok does not require in the early volumes.

41 Ferenc l4szLO, Rumadnische Stilelemente in Bartéks Musik: Faktem Deutungen Studia
Musicologica Scientiarium Hungaricae, 36(1995),-428.
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Although modal scales seem to have no nationalbatés in and of

themselves, a detailed examination reveals theioma identity based on
the context. In the second section of the commosi(bars. 32ff., see
Example 7), theshifting rhythmof the Lydian melody unambiguously
shows its Rumanian character.

Example 7,MikrokosmosNo. 146, bars. 32—-36.

shifting rhythm
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In the following section (bars. 62ff., see ExamP#&, we find the Dorian
melody consisting of two phrases in regular rhythstructure. It is worth
mentioning the relationship between these two mwmddth shifting a

characteristic phenomenon widely found in ‘old-stylHungarian
folksongs, even though it is blurred by melodicersion?” In addition, the
melodic contour can also be recognised as HungéseaExample 8b).

Example 8 a)MikrokosmosNo. 146, bars. 62—73
b) thematic comparison with the folksong used irFifteen
Hungarian Peasant Songhlo. 9 (transposed)

2 BARDOS, op. cit, 71.
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Looking backward, | suppose that the beginning #hean be seen
as a hybrid of Rumanian and Hungarian folk musipplymodal
chromaticism’ is not only a purely Bartokian compiosal concept but
also an embodiment of his extra-musical concephisicase.

7.

From a panoramic view, we can see the mosaic ohexles inspired by
various folk music practices present Mikrokosmos as a whole.
Apparently, this is similar to other large-scalerk®& such as th€antata
profana or Fifth String Quartet however, as inForty-Four Duos
Mikrokosmosnot only represents Bartokian ideology, but alsmgmits
musical elements derived from various nations ttdam. Herein lie the
peculiarity and the significance ®flikrokosmos While his masterworks
are suitable for representing Bartokian ideals iplyplin concert halls,
Mikrokosmosis daily bread that children can feed upon. Ifsbend
antipathy come from lack of knowledgdijkrokosmoscould serve as a first
exposure to elements outside their culture. Onother hand, contrary to
Forty-Four Duos by not applying actual folk music as a ready-made
material,Mikrokosmoscan transcend the reality which sometimes confines
our imagination. It can bring Slovakians and Ruraasi as well as
Hungarians and Bulgarians into direct relationship.

This would be Bartok’s answer to the moral cridisis time, and his
guidance for those who are to bear the destinyuofidn society on their
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shoulders. Bartok, however, did not impress hisuginds upon them.
Instead, he would have expected them to realsanie day.

Afterthought

In the concluding section, | would like to raisee tquestion of whether
Mikrokosmos’ secret ideology had any influence on the following
generation. Should Bartok’s beliefs be regardedrague and exceptional
among the circle of composers of that era, or heret ‘disciples’ of
Bartdk’s who further disseminated their mastersutfhts? By ‘disciple’ |
mean someone who learned through Bartdk’s compasitut did not
study under him (he did not officially teach compios). Finding such
‘disciples’ is not a trivial question here, becauseavill consolidate my
thesis.

Zongora-AbécgPiano ABG, a piano method published shortly after
World War 1l (1946), is an excellent subject of estigation for several
reason$? First, its chronological proximity tivlikrokosmogonly six years
had elapsed since its publication) lends itselicémparison; second, it
became an official textbook for piano educationt tikaas thought to
represent official educational policy.

The editor, Erna Czb6vek, was a piano pedagoguebghame one of
the most important figures in Hungarian music etlonareform in 1945.
Zongora-Abécévas designed to be a tool for reconstructing titen after
the cataclysm of World War I, in part because lsbieved that Hungarian
folk music could be the nucleus of national unifihis is clearly
communicated in the motto on the inner title pafhe Hungarian
language is the mother tongue for Hungarian childiieey must first learn
music in Hungarian*! She was also clearly influenced by Zoltan Kodaly's
ideology, as his name appears as one of the thokgbaorators on the
textbook (others are P&l Kadosa and Sandor Verd§hjle Kodaly
concentrated on vocal music education, CzoOvek ttedestablish a
textbook that could simultaneously satisfy Kodalyteology and the
practical needs of piano teachers.

Thus, Hungarian folk-music arrangements and piegégen in that
style dominate the piano method. On this point, fhano method
demonstrates that its pedagogical concept is sgnifly different from
Bartok’s in Mikrokosmos First, according to his assessment, it is

43 Zongora-Abécged. ZOVEK Erna, Bp., Cselépfalvi, 1946.
*4‘Magyar gyermeknek magyar az anyanyelve: muzsik&lmagyarul tanuljon ékzor' in Hungarian
(author’s translation).
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impossible to write a systematic piano method bgluesive application of
folk-music materials; second, the dominance of Huiiagn music seems to
be ‘an artificial erection’ of walls which, accondj to him, may cause
stagnation in the development of art music. It @thv mentioning that a
few pieces in the second volume bfikrokosmosalready make clear
references to foreign folk music, such as No. 40Ylugoslav Style’ and
No. 53 ‘In Transylvanian Style’.

However, Pal Kadosa’s pieces deserve a detailegsiigation. The
style of Kadosa's pieces is clearly different frahe others, since he
imitates Bartok's style irlMikrokosmos His easiest piece brings to mind
the first piece oMikrokosmogExample 9). It seems that his ideal musical
mother tongue is Bartdk’s music, not Hungarian follsic. Examining the
concluding piece of the piano method shows thatdar influence was
not strictly confined to the musical language; Iéoaextended into the
ideology behind the music.

Example 9 a) Pal Kaposa, Zongora-AbécéNo. 12
b) BARTOK , MikrokosmosNo. 1
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The last piece (it could even be called the ‘fif)adé Zongora-Abécé
Is a spirited piece for children (Example 10). VEhihany pieces by other
composers could be described as dry, with littlddavith musicality, this
piece has an exceptionally interesting musical eflgnin bar 8, the closing
measure of a period, suddenly introduces falsesrtbeg fall outside of the
tonality (G and A in G Dorian). Although it is not mentioned whether
the piece is an original composition, consideritsgciontext, it seems that
the piece is an arrangement of a Hungarian folkgongerhaps a realistic
imitation). Even a stylistic analysis shows its igarnan character in
several aspects: rhythmically (choriambus), melltic (descending
melody, in minor pentatonic scale), and structyrdtur-line structure).
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Example 10, KaposA, Zongora-AbécéNo. 66.

Kadosa Pal.
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However, in a later collection of piano piecesty-Five Little Piano
Piece3, Kadosa named this piece ‘Roman népdRlurhanian folksorg
Indeed, the original transcription of this folksocan be found in Bartdk’s
collection from Maramurecountry (Example 11¥

Example 11, Volksmusik der Rumanen von Maramurg No. 101.

Teud
101. o fita 15-16

Junges Madchen

(lipsese cuvintele) S
(Teact fehlt) ~

'JL) | == Ib-_dl B o e | vy v

var.: No 114

This type of folksong testifies to past culturateiraction. As discussed
above, that is what Bartok believed to be essenéatl attempted to
propagate in his writing and a significant parihaf oeuvre. Kadosa might
have transmitted what he learned from his mastervithout overtly
explaining it. Instead, by following his mannergisly.

* Yusuke Nakaharawas born in Japan. He is now studying musicologhet
Liszt University of Music in Budapest. He has a &virdnge of interests in music
from the 15th to the 20th century, but especiallyhie notation of Renaissance
music, the musical meanings of 18th-19th centurgimyuand 19th- 20th century
Hungarian music. He is currently researching Bastdkkrokosmodor his
forthcoming graduation thesis.

45 Béla BARTOK, Volksmusik der Ruméanen von Maramutesg. D. DLLE, Bp., Editio Musica Budapest,
1966 Ethnomusikologische Schriften Faksimile-nachdriické.
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