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ABSTRACT
My study focuses on a turning point in the career of the influential music
historian, Bence Szabolcsi (1899-1973). I argue that the year 1948 brought
about a significant change in Szabolcsi’s scholarly work in several regards.
Not only because he reached the peak of his career, as evidenced by his
election as a member of the Hungarian Academy of Sciences, but also
because his scientific interests, his way of speaking, and his methodology
changed under the increasing political pressure which formed even in
Hungary under the impact of the so-called Zdanov Doctrine. As a typical
example, my study presents the genesis of Szabolcsi’s short monograph
on Antonio Vivaldi and pre-classical music, Eurdpai virradat [European
Dawn] written between 1944 and 1948. The study is based on primary
sources preserved in the Archives of the Hungarian Academy of Sciences
that have not been previously explored.
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ATICTPAKT

Moja crynuja Goxycupa ce Ha MIpeKpeTHNIY y Kapyjepy YTUIIAjHOT MCTO-
pudapa mysuke bennea Cabomuuja (1899-1973). OHa ykasyje Ha 1948.
TOAMHY Kao 3Ha4ajHy mpoMeHy y Cabom4mjeBoM HayYHOM pajy y HEKo-
KO acIeKaTa, He caMo 3aTO LITO je ayTop Tajja JOCTUIa0 BPXyHall CBOje
Kapujepe, 0 4eMy CBeJlouM HmeroB n3bop 3a wiana Mabapcke akagemuje
HayKa, Beh 1 cTora mTO Cy ce meropa Hay4Ha MHTEPECOBaba, HAYMH IOBO-
pa ¥ MeTOJ0/IOTHja MeHaIu Mof] CBe BehnM MoMMTUYKNM MPUTUCKOM KOju
je y Mabapckoj Hamerana takosBaHa JKpaHoB/beBa gokTpuHa. Cryauja
IpefcTaB/ba IPUYy O HACTAHKY KpaTke MOoHorpaduje Eurdpai virradat
[EBponicka 3opa] o AHTOHMjy BuBanaujy m mpeTKIacMIHOj MY3UIIH,
HanucaHe nsMehy 1944. u 1948. roguHe, a 3acHUBA ce Ha NPUMapHUM
U3BOpMMa cauyBaHUM y ApxuBy Mabapcke akagemuje Hayka, Koju 10
cajia HIUCY OM/IN VICTPaXKUBaHIUL.

KAYYHE PEYM: UCTOPUja MY3UKOJIOTHMj€, HALMCTUYKY IIPOTOH, IIPETKIIa-
CYHA My3MKa, AHTOHMO BuBangu, XgaHOBU3aM.

In May 1948, barely three months after the publication of the USSR
Communist Party’s resolution condemning formalism in music and Andrej
Aleksandrovi¢ Zdanov’s comments on it, the communist music writer and music
critic Viktor Lanyi (1889-1962) published an article in the newly founded
political and social weekly, Uj Vildg [New World], in which he argued for the
necessity of applying this resolution in Hungary (Lanyi 1948). Many promi-
nent figures in Hungarian music life, including communist composers Andras
Mihaly (1917-1993) and Ferenc Szabd (1902-1969), as well as one of the closest
colleagues of Zoltan Kodaly, ethnomusicologist Lajos Vargyas (1914-2007),
had already reflected on the resolution in various press organs (Szervanszky
1948a; Mihaly 1948; Vargyas 1948; Ujfalussy 1948; Szabd 1948a); the radio
had also addressed the issue,' and the Hungarian-Soviet Cultural Society had
even organised a discussion on the subject (Lanyi 1948). The Society found it
useful to generate a debate on the resolution in its own newly founded weekly
newspaper. Two weeks later, the most prominent musicologist of Hungary at

1 Archives of the Hungarian Academy of Sciences, Bence Szabolcsi’s legacy, Ms. 5647/51. Ra-
dio broadcast “Music and Progress” on 10 March 1948.
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the time, Bence Szabolcsi (1899-1973), and one of the most renowned com-
posers, Endre Szervanszky (1911-1977), responded to Lanyi’s letter (Szabolcsi
1948b, 5; see also its new edition: Szabolcsi 2003, 250-251; Szervanszky 1948b).
However, the editorial board of Uj Vildg distanced itself from Szabolcsi’s and
Szervanszky’s opinions already in the lead-up to the debate, writing that “we
make it clear from the outset that we disagree. [...] In fact, their views are
completely at odds with ours” (Anonymus 1948i). Ferenc Szabo also challenged
Szabolcsi’s and Szervanszky’s opinions in a long letter in the same issue of the
newspaper, saying that Szabolcsi’s and Szervanszky’s doubts about the resolution
were basically due to the fact that they could not think as democratically as
Zdanov did (Szabd 1948b, 5). At the same time, he expressed his hope that
Szabolcsi and Szervanszky, both of whom enjoyed exceptional esteem in the
Hungarian music life, would soon be able to recognise the “great historical
task” of the generation after Bartok and Kodaly, and that they themselves
would be involved in carrying out the task. “Though they can only fulfil this
role,” Szabo added, “if they understand and take to heart the principles of the
Soviet resolution” (Szabd 1948b, 6).

SzaBoLcsI AND His “GREAT HisTORICAL TASK”

Bence Szabolcsi’s short discussion paper tried to raise doubts about the
resolution on three points: firstly, he believed that the elusive concept of
“formalism” could be misused at any time, then, he considered the programme
of distancing Hungarian music culture from the West to be harmful, and
thirdly, he drew attention to the fact that if one considers comprehensibility
as the main measure of a work’s value, it could even “promote the triumph of
petty bourgeois taste” (Szabolcsi 1948b, 5). Nevertheless, Szabolcsi added: “The
eminent Soviet thinker Zdanov rightly said in his comments on the Moscow
resolution: ‘Not everything that is intelligible is a masterpiece, but everything
that is a masterpiece is intelligible’; to which I would add: ‘or it becomes
intelligible in time’.” Referring to Beethoven’s symphonies, The Art of the
Fugue and Bartdk’s Cantata Profana, among others, Szabolcsi also cited several
examples of works whose intelligible reception has been significantly delayed
compared to the time of their creation.

Szabolcsi, as his discussion paper reveals, was also immensely concerned
that the state, as the “new employer” replacing the patrons of bourgeois music
culture, wanted to influence the direction of creative activity. The state’s task,
as Szabolcsi argued, was rather to unleash the creative impulse of artists
and to believe that the “dull-minded society” and the “divided artist” of the
previous era could be replaced by “a conscious society” and “a conscious
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artist.” Consequently, by June, when his article appeared in the Uj Vildg,
he had found a formula to criticise this thorny issue - the state’s intrusion
into the private sphere of the creative artist — with the subtle terminology of
the other side. Immediately after learning of the resolution in mid-February
(Anonymus 1948a; 1948b; 1948¢; Zsdanov 1948) — at least as indicated by his
comments on the radio programme Zene és haladds [Music and Progress]
on 10 March, where his two discussion partners were composers Pal Kadosa
(1903-1983), an ardent communist, but an avant-garde composer, and Sandor
Veress (1907-1992), who some month later left Hungary — he was much more
strident. In fact, one can almost sense from his wording the shock, which later
proved to be the starting point of cultural trauma, caused by the unmistakable
message of the resolution: “I think it is possible, but not certain, that the
party can perform this task of productively directing the artist’s attention as a
visible representative of the public, but such a function of the party can be as
dangerous as the many whims of the patrons of the old days.”

That Szabolcsi was most concerned with the role of the state as patron:
the “new employer,” and how the individual creative artist adapts to this, is
demonstrated by his slim volume published in 1952 under the title Miivész és
kozonsége. Zeneszerzo, tarsadalom és zenei koznyelv a polgdri korszak kiiszobén
[The Artist and His Audience. Composer, Society and Musical Vernacular
on the Threshold of the Bourgeois Era] (Szabolcsi 1952, 19-38). In its second
chapter, it contains excerpts from the employer’s instructions to Monteverdi,
Vivaldi, Bach, Haydn, and Mozart, among others. In this chapter, Szabolcsi
concludes that the great artists “seek to break free from the system which is,
for them, a birdcage,” while the small ones always “wish to be a part of it, as
it is their life element” (Szabolcsi 1952, 38). The small volume of essays exam-
ines the relationship between the artist and the audience in a triangle of the
audience’s demands, the expectations of the political power, and the operating
mechanism of music’s intelligibility, which was called “musical vernacular” by
Szabolcsi. However, it is necessary to add that, unlike Szabolcsi’s 1948 mani-
festations, it does not analyse the contemporary situation but focuses on the
eighteenth century. To put it another way, Szabolcsi’s approach in The Artist
and His Audience is not sociological, but historical.

The three aspects of his approach to the subject and the period itself,
are among Szabolcsi’s favourite topics. Although his theory of the “musical
vernacular” was not developed in detail until much later (Szabolcsi 1968),
the underlying idea that there are characteristic melodic types in each period
of music history, which freely flow from one composer’s work into another,

2 Archives of the Hungarian Academy of Sciences, Bence Szabolcsi’s legacy, Ms. 5647/51, 4.
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had already appeared earlier in his writings. He presented this idea most
spectacularly in the book Eurdpai virradat [European Dawn], which had a
publication date of 1949, but had, in fact, already been in bookshops in 1948
and had been in production since 1944 (Szabolcsi 1949a; 1982, 137-142;
Anonymus 1948k). The volume traced the many-faceted paths of the development
of the Viennese classical style.

In European Dawn, Szabolcsi also dealt intensively with the social accept-
ance of music and its place in society, with a large number of quotations from
contemporary observers. The relationship between the power and the musician
is also one of the central themes of his monograph on Beethoven, written
in 1943 but not published until 1947. The subtitle of the monograph, Miivész
és miialkotds két korszak hatdrdn [Artist and Artwork on the Border of Two
Periods], draws attention to the crucial change in the role and expectations of
the public on the one hand, and in the self-image and self-assessment of the
artists on the other, which took place at the turn of the eighteenth and nine-
teenth centuries. Szabolcsi vividly describes the process by which Beethoven
went from his desire to satisfy the requirements of the electoral court in Bonn
to the idea that he wanted to address all of humanity with his works (Szabolcsi
1947a, 65). His third book, titled A melddia torténete [The History of Melody],
published in 1950 but also in preparation since 1944, presents the basic melodic
types of each era as a characteristic document of the musical styles of that
period (Szabolcsi 1950a).

In my study, I will argue that 1948, similarly to 1944, was a turning point
in Szabolcsi’s career in many respects. Not only in terms of the external events
of his career and not only in a positive sense — they have both been affected
by cultural-political traumas closely linked to the threat of physical and
intellectual existence: Holocaust and Stalinism. As far as the external events of
his life are concerned, they are described in detail in Gyorgy Krod’s two-volume
monograph on Szabolcsi (1994a; 1994b) and in Lorant Péteri’s study (2003a;
2003b). It is perhaps only necessary to add that in 1948 Szabolcsi, who was
almost fifty years old, reached the peak of his career, and his acceptance,
recognition, and even popularity were extremely widespread. As proof of its
popularity, his monograph on Beethoven, published first in 1947, must have
been reprinted a year later (Szabolcsi 1948c¢). Szabolcsi worked hard: he gave
lectures (Anonymus 1948g; 1948h), contributed to various debates on music
politics (Szabolcsi 1948a; Gaal 1948; Anonymus 1948e; 1948f; 1948j), promoted
the Vivaldi concertos he had discovered in 1947 in Italy (S. V. 1948; Balassa
1948; Sz. E. 1948), was elected a member of the newly founded Kossuth Prize
committee (Anonymus 1948d), taught at the Liszt Academy of Music and the
Béla Bartdk Association’s School for Workers’ Choir Conductors (Szabolcsi
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1949¢), and published extensively (Berldasz and Homolya 1969, Bénis 1992,
Kro6 1994b). His election as a corresponding member of the Hungarian
Academy of Sciences in 1948 also confirms his acceptance: his name was on
the list of scientists whom the communists believed should be given a place at
the Academy, which was presented by philosopher Gy6rgy Lukacs to the board
of the Academy under Zoltan Kodaly.?

Lérant Péteri argued convincingly that even if Szabolcsi was attacked after
the year of the political turnaround in 1948, these were occasional incidents -
such as the 1949 debate meeting where Andras Mihdly criticised his European
Dawn, accusing the music historian of “diverting from the path of a realistic
view of history because of his attraction toward idealism” (Szabolcsi 1982, 140;
Mihély 1949, 13-14) - and were exclusive to the period between 1948 and
1950, but they did not really shake the positions he had taken after 1945 (Péteri
2003a, 10-11).

Music HISTORIOGRAPHY IN THE SHADOW OF TRAUMAS

If we turn our attention from the history of the events of his career to the
inner biography manifested in his works, we can see that Szabolcsi’s scientific
workshop - despite its spectacular productivity — shows signs of a crisis trig-
gered by a series of cultural and political traumas. This is also documented in
A melédia torténete [The History of Melody] (published in 1950), which could
have been the basis for a major monograph containing a number of original
methodological solutions for musicologists. But it seemed that Szabolcsi himself
was uncertain of the genre, the purpose, and the target audience of his new
work. The first part of the volume, the actual section on the history of melody,
seems to follow the concept of the handbook edited by Szabolcsi, Régi muzsika
kertje [Garden of Old Music] in 1946 (Szabolcsi 1947b), with its anthology-like
evocation of source documents - in this case, melodies, whereas in the 1946
handbook, texts — and introductory explanations for the documents from each
period. On the other hand, these explanatory passages between the melodies in
the 1950 book and the detailed notes written to them, bring Szabolcsi’s publi-
cation closer to Dénes Bartha’s (1908-1993) revolutionary work from the same
period, A zenetorténet antolégidja [The Anthology of Music History], which was
the first anthology of early music written in Hungarian (Bartha 1948).

3 Archives of the Hungarian Academy of Sciences, Minutes from the meetings of the Gover-
ning Board of the Hungarian Academy of Sciences, K 1182 152/1945. Minutes from the Gover-
ning Board of the Hungarian Academy of Sciences meeting, 19 February 1947. See also Péteri
1989, 25.
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Whatever the concept was, the pedagogical function of the first part of
Szabolcsi’s book is undeniable - as it is indicated by the style of the passages
wedged between the melodic examples, which almost resembles the speech-like
character of a university lecture. In this light, the chapters on the history of
melody can also be seen as the course material of the “History of Style” course
that Szabolcsi was outlining for the Liszt Academy of Music at exactly the same
time (Szabolcsi 2003, 245-247). The connection between the two projects is
also supported by the subtitle of the volume: “Vazlatok a zenei stilus multjabol
[Sketches from the Past of Musical Style].” And although The History of Melody
was published by Cserépfalvi Publishers, the first part of the book could have
been a new volume in the series of manuals published by the Magyar Koérus
[Hungarian Choir] Publishing Company, in which, in addition to The Garden
of Old Music and The Anthology of Music History, Szabolcsi’s seminal work, A
magyar zenetorténet kézikonyve [The Manual of Hungarian Music History],
was also published in 1947 (Szabolcsi 1947c).

However, The History of Melody was presumably not intended to be a
manual, since in the appendix to the volume, which makes up more than
a third of the book, Szabolcsi published his most important studies on the
history of melody written since the 1930s, including such fundamental works
as “Egyetemes muvel6déstorténet és dtfoku hangsorok [The Universal History
of Culture and the Pentatonic Scales]” (Szabolcsi 1936), or “A zenei foldrajz
alapvonalai [The Outlines of Musical Geography]” (Szabolcsi 1938), but the
recent “Makam-elv a népi és miivészi zenében: tipus és valtozat [The Magam
Principle in Folk and Art Music: Type and Variation]” (Szabolcsi 1949b) also
appeared here as a reprint.

Prior to 1945, Szabolcsi’s writings were clearly separated by different
genres based on their target audience: the range of writings addressing
the scientific community can be clearly defined, such as the study “The
Outlines of Musical Geography,” which deals with methodological issues,
while attempting to prove the thesis that styles of music history are always
developed in geo-cultural borderlands, or the numerous articles on the
sources of Hungarian music history (all of them published in professional
journals). His publications — as one of the highlights of his oeuvre: A
zene torténete [History of Music] (Szabolcsi, 1940), the already mentioned
monograph on Beethoven, or the writings on new music, especially Kodaly
(Szabolcsi 1987) — which were based on a broad knowledge of the repertoire
and the literature on it, but were written for the general public, i.e. the
music-loving city-dwellers, can also be clearly separated. However, after 1945,
and especially between 1947 and 1950, Szabolcsi appears to have become
uncertain about the boundaries of these categories.
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Seven years later, in 1955, he himself seemed to recall his disorientation of
1948, when he summarised the outcomes of Hungarian musicology in the ten
years since the end of the Second World War, in a report:

The music journals that appeared in the post-liberation period [...]
showed a striking fluctuation in their tone, content, and overall character.
Research work, workshop studies or public education? That was the question
for all of them; and the fact that this question was being raised in an in-
creasingly acute form was already of symptomatic importance. Our journals
had lost their old audience and could not yet organise a new one. In the
background of this phenomenon, the same process was taking place that was
to give a new face to our whole musical life: the emergence of a new musical
public with its own new needs. The masses who wanted music and who
enjoyed music were becoming more and more numerous; musicologists had
to learn a new language to write about music, about historical, formal and
aesthetic questions in order to make themselves understood and become not
only a good “ideological” educator but also a qualified interpreter of music;
and this study proved to be no easy task for even the best specialists. Yet not
only the new audience, but also the professionals themselves were in dire
need of learning this new language, which went beyond the professional,
found its way to the “laymen,” was essentially non-confrontational, but
opened windows, widened horizons, and educated the masses.*

The reference to the “no easy task” for the “best specialist” could also be
a kind of implicit reference to Ferenc Szabd’s call in the debate of Uj Vildg,
when the communist composer instructed Szabolcsi to embrace the essence
of the musical resolution and, as a result, to participate in the construction
of a new Hungarian music culture based on communist principles. However,
the 1955 summary also contains several elements that reveal Szabolcsi’s per-
sonal situation, as he writes about the “fluctuating” tone of the journals, the
uncertainties about the target audience, or even about genre preferences on the
threshold of the new era. Moreover, he refers twice to the “new language” that
the musicological community had to master in 1948, and to some extent create
from scratch. Szabolcsi, thus, had to rethink the relationship not only between
the artist and the audience, which led to the 1952 book on the subject, but also
between the musicologist and the reader, in the new social structure and, if
not explicitly stated, under the weight of the expectations of political power.
All this went hand in hand with a process in which he was transformed from

4 Archives of the Hungarian Academy of Sciences, Bence Szabolcsi’s legacy Ms. 5647/22.
Manuscript of Bence Szabolcsis text “Zenetudoméanyunk a felszabadulas 6ta” 1955.
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a private scholar holed up in his father-in-law’s bookshop into, what we would
today call, a public figure (Krodé 1994a, 222).

THE EUROPEAN DAWN AS
A MULTI-LAYERED DOCUMENT OF CULTURAL TRAUMAS

His essay European Dawn is a tragic document of this turn of events.
In his monograph on Szabolcsi, Gyorgy Kroo (1994a, 615) calls European
Dawn an outstanding work even in the context of international Vivaldi
literature, the first scholarly work to make a substantial statement on
the composer’s style, the formal characteristics, and the musical types of
his compositions. Moreover, Krod (1994a, 614) stresses the novelty of the
approach, pointing out that Szabolcsi’s volume is unique in the Vivaldi
literature in that it not only paints a detailed portrait of the Venetian composer
but also presents the contemporary workshops of composers. Yet, despite
this clearly laudatory assessment, it is clear from Krod’s wording that it
was obvious to him too that the essay is conspicuously lacking in spe-
cifics. At the same time, however, Kro6 (1994a, 624) felt that Szabolcsi’s
exceptional ability to create atmosphere was so unique that the works of
the Vivaldi specialists of the second half of the twentieth century, which
were full of data, could not compete with the essay. European Dawn, while
a fascinating read even today, is indeed not without problems. So much so
that even its genre is difficult to define, as is the audience to whom it is
addressed. Is it a small monograph or an ambitious study? Is it an essay or
an academic paper? Is it about Vivaldi or about the musical centres in which
the Viennese classical style was shaped?

In the foreword to the second edition of European Dawn, published in
1960, Bence Szabolcsi (1982, 7) recalled that he started writing his book
in the summer of 1944, forced as a Jew into a labour camp near the small
town of Karcag in Eastern Hungary (Kunmadaras), and that a Soviet naval
officer saved most of the manuscript (Kro6 1994b, 613). The A5 format notebook
containing the first draft of the European Dawn was preserved in the
musicologist’s estate. On one of the last pages of the notebook there is a letter
written by Szabolcsi to his wife, asking her to carefully preserve the notebook;
the letter contains the exact address in Budapest where the notebook should
be sent, in case anything should happen to Szabolcsi.’

5 Archives of the Hungarian Academy of Sciences, Bence Szabolcsi’s legacy, Ms. 5651/17.
Notebook consisting of the first draft of Bence Szabolci’s European Dawn.
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On the cover of the booklet there is the year 1944 in frames, and below it
Szabolcsi has written the various title and subtitle variants of the book, with
the following variants partially crossed out above and below the title European
Dawn: “Vivaldi,” “Klasszikus napkelte [Classical Sunrise],” “A tizennyolcadik
szazad csodaja [The Miracle of the Eighteenth Century],” “A tizennyolcadik
szazad zenéje Vivalditél Mozartig [Music of the Eighteenth Century from
Vivaldi to Mozart],” “A klasszikus zene felébredése [The Awakening of Classical
Music].” On the first page of the booklet appears a further variant of the title:
“Vivaldi vagy a tizennyolcadik szazad [Vivaldi or the Eighteenth Century].”
The original book plan for the European Dawn can be read on the first page
dividing the work into three larger sections instead of the ten chapters of the
final version. But the contents of the three sections list eleven topics, each of
them appearing in the final version either with the same title: “Barokk tinnep
[A Baroque Feast],” “A kolt6 és vilaga [The Poet and his World],” “A nyelv
elemei: dallam és forma [Elements of Language: Melody and Form],” or with
minor changes in the titles - for example, “Az 4j térkép és az Uj stilus [The
New Map and the New Style]” became “A nagy stilusvaltas; az 0j térkép [The
Great Change of Style; the New Map]” in the later, final version.

Thus, Szabolcsi had an extremely strong vision of the structure and content
of the essay in the labour camp, so much so that the text of several chapters of
the booklet was preserved in almost identical form to the final one (chapters
Two, Three and Four), i.e., Szabolcsi polished these sections to perfection in
his mind before writing them down in the booklet. The final form of these
chapters mostly differs from the 1944 version only in that Szabolcsi added
a large number of quotations and footnotes, since he had no access to the
sources or literature in the labour camp. The first paragraphs of the chapters
of the final version, which serve as transitions between the chapters, have also
not been included in the booklet. They must have belonged to the later layer of
writing, since they provided coherence between the chapters.

The starting point for Szabolcsi’s vision must have been the evening song
of the women of Malamocco in Venice. According to Johann Wolfgang von
Goethe, the women go to the beach in the evening and send messages to their
husbands, who are fishing at sea, with their strong voices, and are waiting for
a reply. Szabolcsi planned to begin the volume with this image. There can be
no doubt as to the personal implications of this picture: letters written by his
family at the time show how eager he was for news of his loved ones, who were
doing their best to hide the news of his son Gabor’s disappearance and death
from him (Krod 1994b, 504). In the final version of the book, however, the
women on the beach are relegated to the end of the first chapter, in keeping
with the change in Szabolcsi’s living conditions, and are replaced by the sights
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and sounds the tourists’ experience when arriving in Venice from the sea, as a
reflection on his own experiences as a state scholarship holder researching in
Italy in 1947. The manuscript of the new chapter opening — a few pages torn
from a notebook - also survives in the estate and is obviously from a later
stage of the work’s writing, perhaps 1947.6

The 1944 booklet also contains notes for the later chapters of the volume
(the topics of chapters Five, Six, and Seven can be well identified). In most
cases, Szabolcsi collected the aspects he wished to discuss in the following
chapters. For Chapter Five, which deals with the questions of melody and
form, he had already written down music examples from memory. From
this section it becomes clear that Szabolcsi was primarily concerned with the
melodic types of the period, or in other words, with the basic musical formulas
characteristic of the period. It cannot be a coincidence, therefore, that at this
point in the booklet he also recorded melodic examples for The History of
Melody. The reader of the 1944 notebook can thus witness the moment when
the music historian working on his current research topic has gotten the idea
for the next topic. From then on, he worked on the two works in parallel,
even during his stay in Rome in 1947. His correspondence from 1948 with
composer Laszl6 Lajtha (1892-1963) is also proof of this (Kro6 1992, 54).

The 1944 booklet was also used in Rome in 1947. While he wrote in pencil
in the labour camp, the later entries in the notebook were written in black
pen. The later layer of writing includes, for example, a note listing the details
of Vivaldi’s biography with bibliographical references (prepared for Chapter
Four). The booklet also contains a large number of separate notes and library
request forms, documenting his study of sources held in libraries in Italy. In
one of these libraries, the library of the Conservatoire of San Pietro a Majella
in Naples, Szabolcsi found two previously unknown manuscripts of Vivaldi’s
Violin Concertos (Krod 1994b, 615). The discovery, as Kroo points out (1994b,
615), offered Szabolcsi the prospect of an international career, but history
intervened. The German-language publication of European Dawn in 1970 was,
by all accounts, too late (Szabolcsi 1970).

Even the 1944 volume plan reveals uncertainty as to whether the work
focuses on Vivaldi or on the transitional period in music history between 1720
and 1780. Less than half of the volume is about Vivaldi, so it is an exaggeration
to speak of it as a “Vivaldi monograph,” although, as Laszlé Lajtha’s letters to
Szabolcsi suggest, this is primarily how the musicologist thought of his work
(Kro6 1992, 50). However, the notes preserved in the 1944 booklet relating

6 Archives of the Hungarian Academy of Sciences, Bence Szabolcsi’s legacy, Ms. 5651/18.
Manuscript of the beginning of Bence Szabolcsi’s European Dawn.
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to the final section of the book (Chapter Ten) make it clear that Szabolcsi’s
original idea was to show direct links in the works of Haydn and Mozart
with the music of Vivaldi, who died in Vienna, especially in the melodic types
used by all three composers, and the concertante technique. In the course
of his work, Szabolcsi clearly recognised that such direct links could not be
demonstrated, primarily because the style we call “Viennese classicism” is a
fusion of a large number of different stylistic experiments. It was for this rea-
son that it became necessary for him to mention the other stylistic antecedents
in chapters Eight, Nine, and Ten. The first part of the volume, which is on
Vivaldi, is, accordingly, much more concentrated. It introduces the composer
and his Venetian environment - his cultural, historical, and musical milieu -
and then, in addition to the biography, it also attempts to typologize Vivaldi’s
concertos and to divide his career into periods. However, the second half of
the volume, for all its perceptive observations, is more of a bird’s-eye view of a
complex and complicated period in music history. Since Szabolcsi did not draw
on primary sources in his treatment of musical vogues in France, Germany,
and Vienna - which he had the opportunity to do in Rome and other Italian
cities in the case of the Italian music history of the period - the final chapters
retreat into the primarily informative world of The History of Music.

But it is not only the sketchiness of the last chapters, perhaps due to a lack
of time and travel possibilities, that indicates the author’s uncertainty about his
work. Whereas in the monograph on Beethoven - published before European
Dawn, although written in the labour camp as well (Kro6 1994a, 465) - the
history of the composer’s life and the history of his oeuvre show a close unity,
and the musicologist-author’s relationship to the genre, function, and audience
of the written work is in every respect harmonious, in European Dawn this har-
mony is broken. The question for Szabolcsi was: where is the place of the direct
contact with and knowledge of the primary sources, the results of philology in
this study which, on the one hand, still follows the principle of music historio-
graphy according to his geo-cultural concept as formulated in The Foundations
of Musical Geography, but on the other, already aims to shed light on the nature
of the melodic migration, the eighteenth-century melodic types, and the mecha-
nisms of the “musical vernacular”? The description of Vivaldi’s biography, which
Szabolcsi calls “thin,” and the compilation of Vivaldi’s catalogue of works, which
he calls “incomplete,” seem like alien bodies in the volume too loosely defined
in terms of genre (1949a, subtitle of Chapter Three).

At his inaugural speech at the Hungarian Academy of Sciences on 6
December 1948, Bence Szabolcsi read the first chapter of his forthcoming
Mozart monograph, “A felvildgosult Eurépa és végvidékei [Enlightened Europe
and its Endlands],” which presented the historical context of Mozart’s oeuvre
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(1950b). The monograph was never finished, and apart from the first chapter,
only the plan for the structure of the book was left to posterity.” The fiasco of
the Mozart monograph, I believe, was due to similar reasons as the failure of
the European Dawn. The reception of the 1948 Soviet resolution in Hungary
fundamentally questioned the genre and methodological issues towards which
Szabolcsi had moved as a scholar in the European Dawn. Seeing the over-
riding demand of the “great historical task,” to use the words of Ferenc Szabo,
and the impossibility of avoiding it, Szabolcsi was forced to turn his back on
the cultivation of musicology in accordance with international standards,
independent of political power and made for its own sake. The new situation
called for new solutions, and from this point of view, the question whether the
European Dawn had found its ideal form as a scientific work was of secondary
importance in every respect. The cultural and political traumas of 1944 and
1948 fundamentally changed Bence Szabolcsi’s scientific orientation.
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AHA AAaAro1n

TOoAMHE 1944. 1 1948. 1 APYTE KYATYPHE TPAYME.
ITyT BEHIIEA CABOAYMJA OA PAAHOT AOTOPA AO JKAAHOBU3MA

(PE3UME)

OBa cTynuja 6aBM ce peKOHCTPYKLMjOM Ipolleca HaCTaHKAa Haj3Havaj-
HUjUX HayYHUX fiena Mabapckor mcropmyapa Mysuke jeBpejcKOT ITOpeKIa
Benuea Cabomnunja, Hanucanux usmely 1944. n 1948. rogune. 3acHOBaHa je
Ha IIPYMapHIM VICTOPUjCKMM M3BOpPMMA cadyBaHMM y ApxuBy Mabapcke aka-
IeMuje HayKa, KOji IO cajia HUCY 61y uctpaxusaun. KoHTekcTyanmusamnjom
IoflaTaka yKasyje ce Ha roguse 1944. u 1948, xoje cy CyIUTMHCKM IPOMEHIJIE
CabormumjeB >KMBOTHM ¥ IPOdeCHOHATHN TTYT. Ped je 0 Ky/lITypHO-IOMUTIYKIM
TpayMaMa — XOJIOKAyCTy M CTa/bMHM3MY — JUPEKTHO IIOBE3aHMM C IpeTmhaMa
no ¢U3NYKy M MHTENeKTyanHy ersucreHnujy. logune 1944. Cabomun je
VHTEH3MBHO PajINo HA TPUMa KIbJUTaMa TOKOM IIPMHYZHOT 60paBKa y paHOM
noropy. JIBe o TUX KibJTra 3aBpIINO je TeK 0KO 1948. ropgune, anyu y NOMUTUYKN
usMemweHoj cutyanuju. I'oguna 1948. mpefcrapbaa je 3Ha4ajHy IPOMEHY Y
CabomumjeBOM Hay9HOM pafly, He CaMO 3aTo IITO je ayTop Tafia ZOCTUTAO BP-
XyHaIl CBOje Kapujepe, 0 4eMy CBefI0uM eros 1360p 3a unaHa Mahapcke aka-
IeMuje HayKa, Beh 1 cTora mTo Cy ce BberoBa HayyHa MHTEpeCOBakba, HAYMH
roBOpa ¥ METOJO/IOTja MeHa/ly IO/l CBe BeNVM IONMNTUYKUM HPUTICKOM
Koju je y Mabapckoj Hamerana Tako3BaHa JKzaHoB/beBa HOKTpuHa. Vako je
Cabomun 6mo mebhy onmMa koju cy Ha gupexkTuBe KomyHmcTmuke mapruje
pearoBaiy ca CKeNTUI[M3MOM, KpO3 aHa/IN3y HeroBMX pafioBa 1 fiebaTa y Ko-
juMa je y4ecTBOBAO yKasyje ce Ha yTuaj JKnaHoB/beBe JOKTPUHE Ha HETOBO
MY3MKOJIOIIKO pasMMIIbambe 1 N360p TeMa KojuMa ce 6aBuo.





