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ABSTRACT

Robert Lemay has made significant and substantial contributions to the saxophone
repertoire. He has composed peé& solo saxophone, saxophone and piano,
saxophone duet, saxophone quartet, saxophone sextet, twelve saxophone ensemble,
saxophone and mixed instrumental chamber ensembles, a concerto for alto saxophone
and orchestra, and a concerto for alto saxophodevard ensemble. Lemay has
successfully incorporated the use of extended techniques into his compositions by having
worked in close association with saxophonists -Marie Londeix, Jeafrrancois Guay,
and JeafMichel Goury to develop his compositionakusf these techniques.

This document examines Lemayods compositio
descriptive catalog for performers and teachers interested in his music. The
organizational format is divided into eight chapte@hapted i Or g a malPRlaa and o
Review of Li tlelCaripasitioedordSolcCSaeophonér Chalpt er |
ACompositiondor Saxophone and Piayjgo C h &vp Ciamber Music for Two
Through TwelveSaxophones C h a pGompositivhddi Saxgphone and Mixed

Instrumentatioy C h a pfitCeorm p\bldor $axophore anBand or Orchestra o



Chapter VII AAn | nt er v isefwtranscriptton o pottienrot L e may 0
an interview with the composer. The final chapterCh apt er VI lcdntai@Concl usi

a summation foconclusions pertaining to tremmpositionsliscussed in this document.
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CHAPTERI

ORGANIZATIONAL PLAN AND REVIEW OF LITERATURE

Introduction

A [tis Hifficult to renew a tration which seems exhaustédoncert music for a
soloist. Howeer, new paths open up thanks to performers who want this tradition to
survive. For me, these openings are to be found in the exploration of the possibilities of
the instrument (the new virtuosity) and the optimal use of the performer in therconc
settirg (gesture and spac@ven if it is difficult to ask a musician to be auotor, to be
conscious of his presence on stage. | am ooed that the musical setting of this new
virtuosity and of theientry into the world of instrumental theatrics is a stepards the
renewalof the concert experience. In this sense, the saxophone is undoubtedly the
acoustic instrument of the future.od

Robert Lemayb. 1960)earnedhe Doctor of Musical Artslegreen Composition
from theUniversité de MontréalMontreal Québegstudyingwith Michel Longtin, and
the Master of Musiadegreen Compositiorfrom theUniversité LavalQuébec City
Québegstudyingwith Francois Morel As part of theQuébeeNew York exchange
program he took part in seminars withavid FeldeyBrian Ferneyhough, Donald Erb

and Louis Andriessoat the State University of New Yosdt Buffala In France, Lemay

'Robert Lemayfi Gest ur e, Sp a Sditude ablieéforiSola TermrsSaxophorte,
trans. Tim BradyThe Saxophone Symposi@t 34 (Summer, Fall 1996), 22 (1997): 49.



has studied with Francgois Rossé at the Bordeaux Conservatory and Georges Aperghis at
the Atelier Theatre Et Musiqu@\.T.E.M.) in Paris?

Currently Lemay teaches theory, form, analysis, and compositibawaentian
University in Sudbury, OntarioHe is an active composgdraveling and presenting his
worksat conferences around the worldls president and eartistic director of the 5
Penny New Music Concexin Sudbury, @tario, Lemay psmotes thgerformare of
new music througkhe organizatiomf concertghat featurenusic of thewentieth and
twenty-first centuries

Lemay has writtenhirty-threecompositionsemployingthe saxophoe in a solo
or ensemble capacityMany of these works are dedicated to saxophosssializingn
contemporary performance practices including Jdane Londeix, Jeaffrrangois Guay,
JeanMichel Goury, Rémi Ménard, Daniel Gauthier, Susan Fancher, Hiagkebretson,
the Nelligan Saxophone Quartet, the Danish Saxophone Quart@aeor
Apollinaire, and theCuarteto de Saxofones Italichk e ma muSis has been performed
throughoutCanada, the United States, Japan, France, Denmarka@g Italy, the
Netherlands,ite Czech Republi@nd Argentina.At the request of thAssociation des
saxophonigs du Québea series of workdiasbeen composesbecificallyfor young
performers.

L e ma styiesmploysvirtuosocontemporaryerformance techniquesdis
characterized by an imaginative and unconveatiose of the concert hallThese
techniquesncludemovementhroughout thgerformance spacspoken word,
vocalizations through theaxophor, arm gestures, oftiphonics, quartetones,

indeterminacyand a variety of articulationsThrough his compositiontemaypresents

’Robert Lemay5 Etudes for Alt@axophong(Courlay, FR: Fuaeau, 2006), 4.



musicthat often exhibits mal inhumanity to maandis inspired by historical evest

popular culture, ad poetry.

Purpose

The purpose of this document is to exanRuberttema y 6 s confgrosi ti ons

saxophonand toprovide a description dhe techniques required for performance
Programmatic and background informatmmncerningeachcompositionis discussed.
Biographical informatiorconcerninghe composeis included. Thedocumenis a major
resource foperformers and teachgmessessing aimterest in the saxophone

composition®f Robert Lemay.

Need for the Study

L e masax»ghoneompsitions reflect his interest developing and advancing
thesaxophone&oncert repeoire through the combination of virtuosity and gestuire
states that his principal compositional
concert presentation for a work so that it finds true significance in the concert hall or any
other performace space. To create music which is in complete harmony with the space
in which it is played gives back to the concert its status as the ideal listening
envi r o‘hHiseontpositions have won new music awards in Cafthdee prizes
from theSociety ofComposers, Authorsind Music Publishers of CangdArgentina
(first prize at theLl998Contrabassoon Composers Competjti@elgium (first prize at
the 2004 Harelbeke Muziekstad Wind Ensemble CompetjtRoiand(second prizat

the2006Kazimierz Seroki International Composers' Competitjpand Luxembourg

. emay, fAGesture, Space and Virtuosity, o 45,

conc



(second prize at the 2007 Luxembourg Composition Prize), anpkdmemedthroughout
the world
While many of his compositions are for professional perfornmerisasalso
written pedagogical worksLemayhas composednaetudecollection for saxophone and
a seies of solo works for saxophonatended to introduce studentsth@ contenporary
performance techniques found in much of the modern reperfitese compositionasre
appropriate for perfonance as well as teaching.
A | i st @dxophoeawampadssionsiicludedinJeaMar i e LAndei x0s
Comprehensive Guide to the Saxophone Repertoid a list isnaintainednline at the
Canadi an Musi c, buCaresourcetbasexamglbesmayeds saxophone
is needed.Such a document would provide performers and teachers with an accessible
means of i nf or mat sazophomeEompesdianndwolld sereerasiay 6 s

resourcdor othermusiciandy describind- e m a styfe and iterpretation

Delimitations

The Canadian Music Centre listgenty-sevencompositiondy Robert Lemayor
saxophonghat are available for purchasBach of theses examined in this document.
Two compositionave been identifiethat are noawvailabk for purchase
Konzetzimmermusi andTryptique écarlate Four additional works not listed by the
Canadian Music Centteutincluded in the documer i a | MHorhnmageé& Alfred
Hitchcock (S)AXE(S)T e nt at i, andUndiél eaxablé pour demaiThese
compositios are completed andill be deposited vth the Canadian Music Centre or

will be published.



Sub-problems

The followingaspectaireaddressed in this study:

. Thespecifictitles, composition dateand publier s of Lemayo6s

music.

. The dedicatees and commissions for each composition.
. The stylistic characteristics of each composition.

. The performance considerations of each composition.

. The difficulty level of each work.

. Theinspiration or program for each work and to what effedtnsusically

communicated.

Definition of Terms

Aleatoricmusic Music in which deliberate use is made of chance or indetermfnacy.

Altissimo register All tones above the high F, fourth space above the treble’staff.

Articulation: The action of taking #atongue away from the reed while blowing, allowing

the tone to begif.

Bisbigliando(timbre trill): An alternation of fingerings for a single note which changes

the timbre of the note but not its pitEh.

“The New Harvard Dictionary of Musid"ed . , s.v. HAAleatory Music.

°*Rosemary LangBeginning studies in the Altissimo Registéndianapolis: Lang Music

Publications 1988), 1.

13.

®Eugene RousseaBractical Hints on Playing the Alto Saxopho@iami: Warner Bros.1983),

"Robert LemaySolitude oubliée(Toronto: Canadian Music Centre, 1994), i.

saxop

0



Breath attackTo begin a note with the air, wibut a tongue articulation.

Eolian SoundsA tone with the sound of air; best obtained in the low range at the softest

dynamic range with a relaxed embouchure, the chin pulled in and the jaw Iéwered.

Fluttertonguing A type of tremolo produced by thapid beating of thép of thetongue.

Another typeof a lighter qualitycan be produced bylfoi ng #Arrr 6 wi th the

gargling)?

Ghost noteA weak note, sometimes barely audible, or a note that is implied rather than

sounded?

Glissando A continuous or sliding movement from one pitch to another. On wind
instruments, the sliding movement may produce a continuous variation in pitch rather

than a rapid succession of discrete pitcies.

Growl: A tone producedby simultaneously playing aote and creating a guttural rasp
from the throat, by fluttetonguing, or by singing one note and playing another
Key sound Percussive sound produced by closing the keys in the high register of the

saxophone to hear mechaalinoise of the key&®

8JeanMarie Londeix,Hello! Mr. Sax trans. William and Anna StredParis: Alphonse Leduc,

1989), 81.
°Ibid., 45.
“Berry Kernfel d, Thé e Gmve Dietidnary of 3a¢2@02). i n
YNewHarvard s.v. @AGlissando. o

“Berry Ker nf erhedNew Grdse Dictionary of Jag@002).
3 emay,Solitude oubliég2.



Mouth Noises Sound effects created with the mouth suckkiss sound, tongue clisk

lip smacking, popsyhistling, blowing and sucking sounds.

Multiphonics Altering the resonance of the air column inside the saxophone so that two

or more tones are soundedther than just on¥

OvertonesAdjustments in the embouchure and air pressure to hear tones above the

fundamental without changing the fingering

Pad soundPercussive sound produced by closing the keys in the low register of the

saxophone to he#e sound of the pad.

Quarter toneAn interval equal to half of a semitohe.

Slapattack A style of articulation in which the performer presses hard against the reed
with the tongue while simultaneously sucking so as to create a vacuum betweed the ree
and tongue. The tongue is then sharply pulled away so that the vacuum is broken and the
reed is release@roducing a dull slapping sounesulting in doud percussive attadk

notes blown in the usual way

Ronald CaravarPreliminary Exercises and Etudes in Contemporary Technique3afosphong
(Medfield: Dorn, 1980), 20.

®Eugene Roussea8axophone High Tongsecond edition, (St. Louis: MMB, 2002)21

1% emay,Solitude oubliég2.

YNew Harvards.v.i Quar ter tone. 0

BAl yn Shi pttoonng, uTeBSewaBmve Dictionary of Jag2002).



Slap tongueA style of articulation in Wich the performer presses hard against the reed

with the tongue while simultaneously sucking so as to create a vacuum between the reed
and tongue. The tongue is then sharply pulled away so that the vacuum is broken and the
reed is releaseproducing a dili slapping sound witlthe pitch of the note being fingered

is only faintly heard (this is particularly effective in a low registér).
Spectral music A term referring to music composed mainly in Europe since the 1970s
which uses the acoustic propertiésound itself (or sound spectra) as the basis of its

compositional materigf’

Subtone A tone produced at axieeme soft dynamic with a pussund, minimizing

overtone<?!

Trumpet sound The sound produced by the vibration of the lips on the openitigafe

the saxophone (like a brass instrumént).

Vibrato manipulabn: An alteration of the pulse, speed, or width of the vibrato.

Methodology

This documenits divided into eighthapters:Chaptedn i Or g a mal Plaa and o

Revi ew of ChapteleiCanpasitioasordSolo SaxophonéChapterll

lbid.

®Jul i an Ander s o inTheiNewsmweDiatianary (2000)s i ¢ O

ZRobert Lemay, interview by Aaron Durst, digital recording, Sudbury, ON, Feb. 20, 2008.
#Robert LemayShadows of BamiaifT oronto: Canadian Music Centre, 2002), 27.



ACompositiondor Saxophone and Piajgo C h &vp €eamber Music for Two
Through TwelveSaxophoneé C h a pQompositivhddii Saxgphone and Mixed
Instrumentatio C h a IpitCeorm p\W dor $axophmesandBand or Orchestra o
ChapterVIIn An 1 ntervi ew wi t IsofRtoahseription of gorianpfo0 consi s
aninterview with the composerThefinal chaptey ChapteVIIIA Conc | usiimens, 0 cor
asummation of conclusions pertaining to tempaitionsdiscussed in this document.
AppendixA is an alphabetical listing of compositions included in the documiint
page reference, Appendix B is a list of saxophone compositions withdh@wn
distributionby Lemay, Appendix C is an octave desigmatiand Appendix Dncludes
contact information for publishers of Robert
Compositiors within each chaptesrepresenteathronologically andn the
following manner:
1. Title (with translation where appropriate)
2. Year of compogion
3. Dedication/commission information
4. Instrumentation
5. Publisher and year of publication
6. Duration
7. Source of inspiration
8. Technical consideratia{written range of saxophone, extended technigpues
movement required by the performer)
9. Description of the wik (organization, programmataonsiderationsandstyle)

10. Other (may include brief technical considerations for other instruments)



10

An important component of this documevdsthe composer interviewThe
purpose of the interviewas togathernimportantbiographicalinformationon Robert
Lemay,his compositional processs well as musical, historical and persongiiences
Relationships with saxophonists and their influence on his compositemsivgcussed
Questionsvereasked that detith theinterpretation of gecific works. To ensure

accuracythe composer interviewsererecorded.

Review of Literature

Limited information concerning the biography of Robert Leraaghis
saxophone musis available.Biographical informationomaybe foundthrough the
websites of the Canadian Music Centi@ndLaurentianUniversity of SudburyQntaria
Two articles concerning the music of Robert Lemay have been pubirsties
United States ARobert Lemay, Four Pedagleapi c al Pi e
Frangois GuayThe Saxophone Symposi@(2000): 7472, is a review of fouof
Lemayy s ¢ o mp B Bilin, Beathe ®rumFrom the Tip of the Tongue to the Tips of
Your Fingers andThe Photographs of the 2Thesecompositions wereomposedo
introduce the youngaxophonetudent to contemporaperformancedechniques
The otherticleis by Lemayfi Ge st ur e, Sp a BdlitudaabtleéVi rt uosi |
for Solo Tenor Saxophortepublished inThe Saxophone Symposi@i 3-4 (Summer,
Fall 1996), 22 (197): 4451. In this article, Lemay discusses the inspiration and purpose
of this particular compositionPerformance suggestions are included.
Other sources that deal with saxophone literature and performance pnactce

usedin the peparation of tts document.JeanMarie Londeixhas writtenA
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Comprehensive Guide tbe Saxophone Repertoire 182403 In this resource, works

are listedundertheo mposer 6s sur name. theceamposeriarels i ncl ude
composition publisher and length, if kivn. An additional index includes select works

that are organized by instrumentation and ensemble.

Also by Londeix isHello! Mr. Sax.This text presents a variety of modern
techniques for the saxophone: pitch, timbre, duration, valantattacks Chats are
presented for quartéones, altissimo, trills, multiphonicand bisbigliando.

Preliminary Exercises and Etudes in Contemporary Techniques for Saxdphone
Ronald Caravadiscusses fundamental instruction and practical exercises for a variety of
contemporary techniques ftire saxophone. Effects that are includedtardre
variation(bisbigliando) quarter tonesandmultiphonics

In addition, two D.M.A. documents by saxophonistereusedasreferencs for
thestyle and organizatioof this dbocument J o hn Bl e u e A Descrigtivec u me n t
Catalog of the Solo and Chamber Saxophone Music of Lucie Rotzedennifer
Turpen 6 s d oA DResceptive Catalog of the Solo and Chamber Works for the
Saxophone b yarelimanddhscope oftlestudy Both of these
documentstudy the saxophongorks byan individualcomposer. The works are
dividedinto various categoriesnusic for unaccompanied saxophone, music for
saxophone and piano, chamber music for multiple saxophones, and chamber music with
mixed instrumentation. Eadompositionreceives an individual entrincluding
informationon the publisher, duration, premes, recordings, written rangesd

extended tehniques Turpenalso includes a trescribed interview



CHAPTER Il

COMPOSITIONS FOR SOLO SAXOPHONE

Title: Solitude oubliée

Year of composition 1995

Dedication: JeanFrancois Guay Financial support o€onseil deg\rts et des Lettres du
Québec

Instrumentation: Solo tenor saxophone

Publication: Editions Opus 102 (1999), also available from the Canadian Music Centre

Duration: 13:15

Source of inspiration A Hel | | & JdagPaul Sarteh er s

Written r ange b-flati e*

Extended techniquesBisbigliando, flutter tongue, ghost notes, vibrato manipulation,
multiphonics (fingerings given), quarter tones, sing while playing, slap tongue,
subtone

Movement Soloist begins offstage, moves to the rear of theestagns and moves to
the front of the stage, and exits the stage on the opposite side of entrance.

Solitude oubliééforgotten solitude) was the first work Robert Lemay composed
for Canadian saxophonid¢anFrancois Guay Lemay took for his inspiratioa phrase
used by existential philosopher Jdaul Sarteii h e | | is the others. o T
composition, Lemay states: #dAlf hell i's the o
the public, and I built this piece on the confrontation efthp e r f or mer 'wi t h t he
To depict the confrontation, the performance begins with the soloist offstage,
playing long tones in the extreme upper register and demonstrating different qualities of

timbres possible on the tenor saxophone, includingatab bisbigliando, flutter tongue,

slap tongue, and multiphonics. A rapid, melodic line encompassing a range of notes from

'Robert Lemay, interview by Aaron Durst, digital recording, Sudbury, ON, Feb. 20, 2008.
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bi €*isincluded. The opening section concludes with the soloist looking onstage at the
audience, the first time with an expses of surprise and the second with deliberation.

As the soloist enters the stage, Lemay gives the performer direction in
improvising, listing a variety of sounds such as blowing air into the instrument, pad
sounds, key noise, slap tongue, kiss sousuals tongue clicking. These sounds must be
performed in a manner that begins calmly with two different sounds, gradually becoming
more agitated with a selection of five sounds, and finally calm again with only two sound
choices as the soloist approachesréar of the stage, facing away from the audience.

The music remains very slow with sustained note passages contrasted with
sixteenth andhirty-second notes rhythmsThe soloist turns slowly in a circle while
performing a series of trills, as shownEramplel, returning to face away from the
audience. The soloist turns again, in the opposite direction, faster than the first time,
while playing melodic cells that repeat and then change at defined points of the
movement, as ikxample2, returning tdace away from the audience. After a brief
section of staccato sixteenth notes, the soloist turns to face the audience and plays a series
of very high notes thatecrescendand end with the performer looking slowly to the left

and right as if rememberirtge solitude.

Examplel. Solitude oubliéemeasure 16, reproduced with the kind permission of Robert

Lemay.
1/3 du parcours
début # F 2/3 du parcours ﬁ ;’:tour
O L2k © () [fT o7 LA(EQJ |
e e POra) = =
D P ]
PpP mp rpp
legato sempre t

1/2 du parcours
(face au public)
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Example2. Solitude oubliéemeasure 20, reproduced with the kind permission of Robert

Lemay.
déb 1/3d 2/3 du parcours retour
ébut u parcours
4 v | gl"ll 0l g? rl’f T¥ lng!” E f—n |
T T T il m— § | ™ § CHLLS NS s S | 1 T
e == —=——1 =—=————
D)
ppp mf pPpP
legato sempre t

1/2 du parcours
(face au public)

The performer proceeds slowly to the frontleé stage. While moving, the
saxophonist improvises with cells supplied by Lemay as shokrample3. These
cells may be performed in any order and repeated to complete the movement from the
rear to the front of the stage. At the beginning of the mave, cells should have little
space between therand theras the saxophonist approaches the front, there should be
more and more space between cells. The performer has complete discretion in
determining which cells to perform, the order of the celld,@aren the dynamics when
Lemay indicates two contrasting dynamic shapes.

Facing the public at the front of the statie saxophonist performs the main
body of music that divides the range of the saxophone into a low, middle and high range,

and changes aymics suddenly, as illustratediExample4.
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Example 3Solitude oubliéemeasur@8, reproduced with the kind permission of Robert

Lemay.

[D]
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% nmouluxchoix}f>p<f
m . . .
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Jf ——pp——JF
nuances aux choix
)” ﬁ e Trille multiphonique
au choix
flut E
;:__—-( R )p S5 et
P fF=p
Gliss. avec les lvres f— =
rp
“/\/\N 2 la fin de la section [D] seulement
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Example 4Solitude oubliéemeasures 17882, reproduced with the kind permission of

Robert Lemay.
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This ction concludes, as shownkmample5, with a melodic line that ascends
the range of the instrument, ending with a glissando to the highest note attainable by the
performer, which is sustained and then echoed by a soft multiphonic. The performer
standamnotionless for a moment before looking right and left, again to remember the

solitude, before turning to face away.

Example 5Solitude oubliéemeasures 18387, reproduced with the kind permission of

Robert Lemay.

& le plus vite possible b he fe
| pbs £ 3o b - i, # E Hwb}f = Fhey,

i ] 1 |/ J P | r 1o 1 L1 o ]
;g‘ ; b 1 {Q L1 g r %F L ) 1 :::::i 1 i
\oy g l. l PPE: Nid

i
2,
2
A
1
libre , Lz
.@ o Qua 4 long immobile
A g ] :h ﬁ: = o~ gliss. P ~
T &2

7

| E
N
r e
wlFTe
SSSS
nu
e
an

§
3



17

Facing away from the audience, thefpamer improvises key noise or pad
sounds in rhythmic groups given by Lemay, interspersed with foot stomps. The key
noise ascends to the higher range of the saxophone, culminating with the performer
removing the hands from the saxophone and continuingte them at the side of the
head in the manner of playing the instrument. The performer stops suddenly, removes
the mouthpiece, places it into a pocket, then plays a series of trumpet sounds on the
saxophone.

The saxophonist leaves the stage while imiging in the same manner as
entering the stage. Once offstage, the mouthpiece is replaced and sustained notes are
played that are similar to the opening of the work. The composition concludes with a
multiphonic and foot stomp.

Solitude oubliéés a compsition that requires technical proficiency on the tenor
saxophone. The performer must be able to play in the high registelaaissimo
dynamic, and leap between ranges while coordinating sudden dynamic changes. The
ability to double or triple tongueill facilitate the rapid articulated passages and groups
of repeated notes. Concentration on the music and the execution of movements

throughout the performance is necessary.

Title: Du bout des lévres aux bouts des doigts

Year of composition 1999

Dedication: Association desg&ophonists du @becandConseil des Arts et des Lettres
du Quebec

Instrumentation: Solo alto saxophone

Publication: Unpublished, available from the Canadian Music Centre

Duration: 5:00

Source of inspirationt Finger movemerdnd articulation

Written r ange b-flat i 3
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Extended techniquesVibrato manipulation, multiphonics (fingerings given)
Movement: Turn, move instrument while playing

This composition and the three that folloambour battantSérieB, andLes
photograghies du 2) were originally conceived as a series of pedagogical works written
to introduce the young performer to extended performance techniduebout des
levres aux bouts dadoigts(from the tip of the tongue to the tips of your fingers) was
written for high school saxophonist&@mbour battanandSérie Bwere written for
young university students, ahésphotographies du 2tvas written for advanced
university students. In the paBiy bout desévres aux bouts daloigts Tambour
battant andSérie Bhave been grouped together and know8 Bgdagogical Piecesnd
Three Short Moviedutnow, Lemay considers eachdistinct compositions rather than
a suité.

Du bout desévres aux bouts daloigtsbegins with the saxophonist facing away
from the audience and playing a slow (quarter note = 60);hatgg melody in the middle
range of the saxophone. Trills are used to ornament the long notes and vibrato is varied
from no vibrato to little vibrato. The dynamics are precisely indicated toshelpe and
dramatize the lines.

The performer slowly turns to face the audience whileaipg a fast ascending
line. Facing the audience, the music continues, similar to the opening material, followed
by a rhythmically faster section that requiresleeformer to move the saxophone in an
arc both to the left and right, as a big band saxophonist would.

A section follows that is faster (quarter note = 96~112), melodically disjunct and

atonal, written in sixteenth and eighth note rhythms, as demonstdEedmple6.

Abid.
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There is no meter specified; tempe givenwhich indicate the speed at which the
sixteenth note should be maintained. This rhythmically active section concludes with a
multiphonic. The performer slowly turns to face away from the agdierepeating a
fast, descending melodic pattern. The concluding section is similar to the opening and

the performer concludes lspeaking the Japanese wékhio ( y e s ) .

Example 6Du bout des levres aux bouts des doig&gge 3, lines-3&, reproducedvith

the kind permission of Robert Lemay.

n’—\dﬂﬂ;

T e e

As the title impliesDu bout desévres aux bouts daloigts is useful for
developing finger dexterity in the execution of trills and rapid melodic passages. Tongue
and embouchure control is demonstratedugh the use of manipulated vibrato and
different styles of articulation. Also challenging for younger musicians is the rhythmic

groupings that must preserve the speed of the sixteenth note.

Title: Série B

Year of composition: 1999, rev. 2006

Dedication: Association desaophonists du GdbecandConseil des Arts et des Lettres
du Quebec

Instrumentation: Solo alto saxophone
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Publication: EditionsFuzeau Classiqug006)
Duration: 4:00
Source of inspiratiornt Alliteration of B sounds, B series films
Writ ten range:b-flat i 3
Extended techniquesBlow into instrument, foot stomps, vibrato manipulation, pad
sounds, spoken syllables
Movement: Turn
SérieBBfimybegins with the per fBarbé&birbo,r eci ti ng
buod and after eaclplaying an imitative sound on the saxophone, as showdxample?.
The opening continues with the saxophonist s
by a lyric line and percussively articulated repeated sixteenth note groups before the
saxophonistsrespod s wi t h, AAddi s Abebas? I n Ethiopia
A fast and energetic middle section is composed of short melodic patterns that are
repeated andrescend@nddecrescendo An ascending octatonic scale followed by a
foot stomp and s pok e mon. frbersholi mglodicpattermsc | ude t he
continue before the saxophone s| oebatby ot urns a
repeatedly. Once facing away from the audience, the performer blows air into the
instrument, turnbByewavese.hedasdiyenibye
This composition is useful in reinforcing finger coordinatias difficult tremolos
are included that necessitate coordination between hands. Rapid, repeated melodic
patterns are emphasized that are useful in developing finger coordination. The

pefformancecan be humorous at timdsut also musically demanding, combining spoken

words and saxophone technique.
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Example 7B Film, page 1, lines-B, reproducedvith the kind permission dfditions
Fuzeau ClassiquieFrance’ Extract ofSérie Bof Robet Lemay (Ref. 8622)

www.editionsclassique.com

Title: Tambour battant

Year of composition: 1999, rev. 2006

Dedication: Association deSaxophonists du QdbecandConseil des Arts et de®lires
du Quebec

Instrumentation: Solo alto saxphone

Publication: EditionsFuzeau Classiqug006)

Duration: 4:00

Source of inspiration: Military drums

Written r ange:b-flat i

Extended techniquesBisbigliando, vibrato manipulation, pad sounds, tpraiones
(fingerings given), singing while playing (optional)

Movement: March onto stage


http://www.editions-classique.com/

