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I. Antecedents of the research

As the saxophone has been taught only for some years at colleges in Hungary, there has been
no research done in this subject, also none of the foreign treatises deal with the saxophone use
of either of the composers or works | have analysed. Numerous researchers deal with Béla
Bartok, Zoltan Kodaly és Laszl6 Lajtha, there are several books on Péter E6tvds, also there
are many articles on new works by Péter E6tvis and Miklos Maros, and critical writings
about their premieres and performances of their works, but no one has dealt with their use of
the saxophone. As a saxophonist, | feel it is important to be aware of the Hungarian repertoire,
also the detailed analysis of the works endorses a better performance.

During the research | managed to dispel some misbeliefs. | often heard regarding Laszlo
Lajtha’s saxophone use, that he must have got to know the instrument through his French
composer-friends. In connection with Bartok there has been a speculation, that he used the
saxophone instead of tarogatd. Zoltan Kodaly’s use of saxophone in Hary Janos has been
originated from jazz, another theory comes from Anna Dalos, who in a paper described the
saxophone as the symbol of the French in Kodaly’s work.I think there is a lot of rationality in
this last theory but maybe the alloyage of the two is the answer. In conncertion with Laszlo
Lajtha | have found an obvious ideal, Ralph Vaughan-Williams’ symphonies and their
instrumentation must have been the inspiration of Lajtha’ saxophone use. The most complicated
questions is the origin of saxophone parts in the ballet of Bartok. Although I have fould some
similarities and possible inspirational works, | do not feel this subject is complete, in my opinion
I may have just opened up new possibilities that might generate further research.

It was easy to research the saxophone-use of the two contemporary composers, as |
could ask them personally. Still, | find important these parts of my research, as they are both
world-renouned composers, who both have implied saxophone to a great extent in their works,
even though their ways of use differs greatly. Both topics need further research, as I only dealt
in detail with five out of Maros’ thirty works, and regarding Péter E6tvos apart from the fact
that I looked only into several works, it would be an interesting aspect to research in detail the
connection between his love for jazz and his use of the saxophone.

I1. Sources

There are numerous treatises that deal with Béla Bartok, Zoltan Kodaly and Lészl6 Lajtha, their
detailed biografies and part of their correspondence is available in print. | found important to
read their own writing as they gave me an insight of what composers and works and topics they
found important (Szél16sy Andras (kozr.): Bartok Béla Osszegyiijtott irdsai 1. Budapest:
Zenemiikiado, 1966. Bonis Ferenc (szerk.): Koddly Zoltin Visszatekintés II. Budapest:
Zenemiikiado, 1964., Berlasz Melinda (szerk.): Lajtha LaszIo dsszegytijtott irdsai 1. Budapest:
Akadémiai Kiado, 1992).

Regarding the history of the saxophone, the most important source was the treatise of
Fred Hemke (Hemke, Fred L.. The Early History of the Saxophone. D.M.A. Music. The
University of Wisconsin, 1975.) and The Cambridge Companion to the Saxophone. Both works
provide an overwhole picture of the early history and repertoire of the saxophone, and were of
great help, as to what momentums to look for in the Hungarian musical life arould the time
Bartok’s, Kodaly’s and Lajtha’s compositions were conceived.

In order to form a picture of the saxophone’s presence in Hungary around 1910-1920 |
made a great use of Janos Gonda’s and Béla Szilard Javorszky’s books on Hungarian jazz
history (Gonda Janos: Mi a jazz? Budapest: Zenemiikiado, 1982., Javorszky Béla Szilard: A
magyar jazz torténete. E-konyv. Kossuth kiad6, 2014) and of Laszl6 Marosi’s book about the
history of the Hungarian Army Bands (Marosi Laszlo: Két évszdzad katonazenéje
Magyarorszdagon. Budapest: Editio Musica, 1994).



Besides the literature mentioned | found it important to examine the original parts for
Bartok’s and Kodaly’s works at the archives of the operahouse. I took idea sas to where to look
for possible inspiration of the saxophone use from the books by Laszl6 Somfai and Lészlo6
Vikarius. (Somfai Laszlo: Bartok Béla kompozicios modszere. Budapest: Akkord Zenei Kiado,
2000., Vikarius Laszlo: Modell és inspiracio Bartok zenei gondolkodasaban Pécs: Jelenkor
Kiado, 1999.)

The primary source of Miklos Maros’ saxophone use was the interview I made with the
composer, the text of which can be found in the 1st appendix. | received useful answers from
Carina Rascher, the former soprano player of the Rascher Saxophone Quartet and Miklds Maros
also answered some further questions of mine (the texts of both e-mails can be fould in the 2nd
and 3rd appendix of th treatise). The published interviews gave an insight into his compositional
world (Foldes Imre: ,,Sorsok. Harom beszélgetés Stockholmban é16 zeneszerzokkel. 3. Maros
Miklos.” In: Muzsika 37/12. (1994. december): 12-15., Tar Karoly: .,... nagyjabol
megteremtettem egy vildgot, amelyben jol érzem magam. Beszélgetés Maros Miklos
zeneszerzOvel.” In: Aghegy 3-4. sz. (2003). 381-397). There also an extremely important
writing by Miklos Maros himself, in which he describes his compositional method through a
painting of Arpad Illés (Maros Miklos: ,Néhany mondat Illés Arpad: Babszinhaz cimii
képérél.” In: 1l1és Eszter (szerk.): lllés Arpad. Budapest: Orpheusz Kiado, 2005. 193-197).

The book co-written with Pedro Amaral was of a great help to me in order to understand
th compositional process of Péter E6tvos (Eotvos Péter-Pedro Amaral: Parlando Rubato.
Budapest: Rozsavolgyi és Tarsa, 2015.). Also there were two interviews that provided a basic
source (Farkas Zoltan: ,,Szamomra a zenélés az artikulacidval kezddédik. Foldvari talalkozas
Eotvos Péterrel.” In: Muzsika 47/9. 2004. szeptember: 32-27., Racz Judit: ,,Settled in the
Present.” In: Zachar Zsofia (szerk.): The Hungarian Quarterly 192/49. 2008/tél: 56-70). In
shaping the overwhole structure of this chapter | was inspired by the treatise of Krisztina
Megyeri (Megyeri Krisztina: Eotvos Péter Love and Other Demons cimii operdjanak
dramaturgidja és kifejezéeszkozei. DLA disszertacio. LFZE, 2013)

I11. Method

The different chapters called for different analytical methods. Apart from reading the existing
literature — books, interviews, critical writings on theri compositions - | have made an interview
and exchanged several e-mails, these materials can be found in the Appendix of the treatise. |
have invertigated their works in a different ways. With Miklos Maros the chronological order
made the most sense, as that way it was possible to follow up the development of Maros’
compositional process and compare the works to other compositions of similar genre written
around the same time. Péter E6tvos’ use of the saxophone differs, the chronological order did
not make sense, so | examined the different musical aspects of his saxophone parts instead. |
have examined the saxophone quartet by Eo6tvos in great detail in order to legitimate the
composer’s concept given in the description of this work.

I have examined te works of Bartok, Kodaly from several different aspects. Firstly, I examined
the original parts at the Archives of the Hungarian State Opera, secondly | have read their letters
written around the time these workes were composed, and finally | read numerous books and
studies that deal with the works examined or their compositional process. | then confered this
information with the details known about the saxophone history of the same period, and made
my conclusions from it. In order to find the inspiration of L4szl6 Lajtha’s saxophone use I have
read his writings on other composers, and also examined the composers that he was in
connection with. This is how | got to Vaughan-Williams and the quote in Lajtha’s Sth
Symphony.

IV. Results



I think that I have connected Béla Bartok and Laszl6 Lajtha to composers that they haven’t been
brought in comparison yet, it would be interesting to get a deeper insight into these connections
from other aspects than the saxophone-use. There is a study on the connection between Lajtha
and Vaughan-Williams, but it doesn’t draw paralells between their works. I have connected the
saxophone-use of Béla Bartok to two composers whom his works have never been compared
with. It would be interesting to examine whether there are further similarities or paralells to be
found.

A have made a short historical overview of Mikloés Maros’ and Péter EGtvos’saxophone-
use with ther biographical aspects and personal thoughts.

Although it is not part of the main text, | found it important try and make a list of all the
possible compositions written by Hungarian composers, whether th saxophone was used as a
solo instrument or as part of the orchestra. When | began th list, I thought there would be
approximately 80-100 compositions, my list currantly contains 170 works. This list can be
found as th 5th appendix of the treatise. | intend to continue, | would like to add publishers’
informations and dedications and make it available for everyone who is interested in the
Hungarian saxophone repertoire.

V. Artistic activity

Works studied in the treatise:

2016. Nov.  Maros M.: Burattinata — Fészek Miivészklub, (Seleljo Irén — piano)

2014. Mar.  Eotvos Péter: Shadows — BMC Budapest (UMZE)

2013 Jan. Lajtha L.: ,, Revolutionary” Symphony Nr. 7. — Miivészetek Palotaja Budapest
(Gy6r Philharmonic Orchestra)

2012 Mar.  Bartok B.: The Wooden Prince — Miivészetek Palotaja Budapest (National
Philharmonic Orchestra)

Selection of the works performed, listed in the 5th Appendix:
2017 Febr.  Duo SeRa recital, FUGA Epitészeti Kozpont
premieres:  Horvath Balazs: kb 10
Kutrik Bence: Divergences
[1és Mérton: En-Kor 11
Bolcsé Balint: Metszéspillanat
Gryllus Samu: SeRanade
2016 Okt. Kedves Csanad: Tegnap és holnap FUGA Epitészeti Kozpont, premiere km:
Bali J.-recorders, Zétényi T.-cello, Borbély L., Németh A.-piano)
2016 Apr.  Duo SeRa recital, FUGA Epitészeti Kozpont
premieres:  Lang Istvan: Liiktet6 szalak
Rozsa Pal: SeRapsodia
Pocs Katalin: Két noktiirn
Kocsar Miklos: Du6 (szaxophone version)
2015 Sept.  Bolcso B. 30 Days - Aurora Saxophone Quaret
2015 Apr.  Duo SeRa recital, FUGA Epitészeti Kozpont
premieres:  Tornyai Péter: Narcissus
Maros Miklos: Lyria (sax. version, Hungarian premiere)
Fekete Gyula: Pyramus és Thisbe
Wettl Matyas: My Favourite Instruments
Horvath Balint: DEAC No. 2
Zarandy Akos: Bethin



2014 Nov.  Borbély Mihaly: Sonata Rapsodia — Solti-terem, Zeneakadémia, premiere,
Seleljo Irén-piano
2014 Apr.  Duo Sera recital, FUGA Epitészeti Kozpont
premieres:  Viragh Andras Gabor: Waves
Maros Miklés: Games (szax. version, Hungarian premiere)
Horvath Mérton Levente: Litany
Solti Arpad: Why Are You so La Violetta?
Zombola Péter: Choral
2012 okt. Horvath M. L. Psalmoid — Assisi Szent Ferenc Plébania Templom km: Viragh
Andrés Gébor - organ
2012 maj. Viragh A. G. Concerto for Alto Saxophone and Orchestra — MiiPa NFZ
Probaterme, premiere
2011 marc.  Sary L. Keringoféle Eszterhdazynak — (Rozman Lajos — klt, Lakatos Gyorgy —
fag, Budai Rita — zg) Katona J. Szinhaz
2011 apr. Viragh A. G. Tetra — premiere
Seleljo Irén - piano
2011 jan. Viragh A. G. Quintet — premiere, Kortarszenei Mini-Fesztival, Miivészetek
Palotaja
2009 nov. Sary L.: Hexagramm - Tomkins Ensemble — Hadtorténeti Mizeum, Budapest



