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ABSTRACT 

 Robert Lemay has made significant and substantial contributions to the saxophone 

repertoire.  He has composed pieces for 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 saxophone and wind ensemble.  Lemay has 

successfully incorporated the use of extended techniques into his compositions by having 

worked in close association with saxophonists Jean-Marie Londeix, Jean-François Guay, 

and Jean-Michel Goury to develop his compositional use of these techniques. 

 This document examines Lemayôs compositions for saxophone and provides a 

descriptive catalog for performers and teachers interested in his music.  The 

organizational format is divided into eight chapters.  Chapter I ñOrganizational Plan and 

Review of Literature,ò Chapter II ñCompositions for Solo Saxophone,ò Chapter III 

ñCompositions for Saxophone and Piano,ò Chapter IV ñChamber Music for Two 

Through Twelve Saxophones,ò Chapter V ñCompositions for Saxophone and Mixed 

Instrumentation,ò Chapter VI ñCompositions for Saxophone and Band or Orchestra.ò 



 

 

Chapter VII ñAn Interview with Robert Lemayò consists of a transcription of a portion of 

an interview with the composer.  The final chapter, Chapter VIII ñConclusions,ò contains 

a summation of conclusions pertaining to the compositions discussed in this document.   
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CHAPTER I 

ORGANIZATIONAL PLAN AND REVIEW OF LITERATURE 

 

Introduction 

ñ[I]t is difficult to renew a tradition which seems exhausted ï concert music for a 

soloist.  However, 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 the concert 

setting (gesture and space), even if it is difficult to ask a musician to be an actor, to be 

conscious of his presence on stage.  I am convinced that the musical setting of this new 

virtuosity and of their entry into the world of instrumental theatrics is a step towards the 

renewal of the concert experience.  In this sense, the saxophone is undoubtedly the 

acoustic instrument of the future.ò
1
   

Robert Lemay (b. 1960) earned the Doctor of Musical Arts degree in Composition 

from the Université de Montréal, Montreal, Québec, studying with Michel Longtin, and 

the Master of Music degree in Composition from the Université Laval, Québec City, 

Québec, studying with François Morel.  As part of the Québec-New York exchange 

program, he took part in seminars with David Felder, Brian Ferneyhough, Donald Erb, 

and Louis Andriesson at the State University of New York at Buffalo.  In France, Lemay 

                                                 
1
Robert Lemay, ñGesture, Space and Virtuosity: Solitude oublieé for Solo Tenor Saxophone,ò 

trans. Tim Brady, The Saxophone Symposium 21: 3-4 (Summer, Fall 1996), 22 (1997): 49. 
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has studied with François Rossé at the Bordeaux Conservatory and Georges Aperghis at 

the Atelier Theatre Et Musique (A.T.E.M.) in Paris.
2
 

Currently, Lemay teaches theory, form, analysis, and composition at Laurentian 

University in Sudbury, Ontario.  He is an active composer, traveling and presenting his 

works at conferences around the world.  As president and co-artistic director of the 5 

Penny New Music Concerts in Sudbury, Ontario, Lemay promotes the performance of 

new music through the organization of concerts that feature music of the twentieth and 

twenty-first centuries. 

Lemay has written thirty-three compositions employing the saxophone in a solo 

or ensemble capacity.  Many of these works are dedicated to saxophonists specializing in 

contemporary performance practices including Jean-Marie Londeix, Jean-François Guay, 

Jean-Michel Goury, Rémi Ménard, Daniel Gauthier, Susan Fancher, Mark Engebretson, 

the Nelligan Saxophone Quartet, the Danish Saxophone Quartet, the Quatuor 

Apollinaire, and the Cuarteto de Saxofones Italica.  Lemayôs music has been performed 

throughout Canada, the United States, Japan, France, Denmark, Germany, Italy, the 

Netherlands, the Czech Republic, and Argentina.  At the request of the Association des 

saxophonistes du Québec, a series of works has been composed specifically for young 

performers.   

Lemayôs style employs virtuoso contemporary performance techniques and is 

characterized by an imaginative and unconventional use of the concert hall.   These 

techniques include movement throughout the performance space, spoken words, 

vocalizations through the saxophone, arm gestures, multiphonics, quarter-tones, 

indeterminacy, and a variety of articulations.  Through his compositions, Lemay presents 

                                                 
2
Robert Lemay, 5 Etudes for Alto Saxophone, (Courlay, FR: Fuaeau, 2006), 4. 
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music that often exhibits manôs inhumanity to man and is inspired by historical events, 

popular culture, and poetry.   

 

Purpose 

The purpose of this document is to examine Robert Lemayôs compositions for 

saxophone and to provide a description of the techniques required for performance.  

Programmatic and background information concerning each composition is discussed.  

Biographical information concerning the composer is included.  The document is a major 

resource for performers and teachers possessing an interest in the saxophone 

compositions of Robert Lemay.   

 

Need for the Study 

Lemayôs saxophone compositions reflect his interest of developing and advancing 

the saxophone concert repertoire through the combination of virtuosity and gesture.  He 

states that his principal compositional concern is ñessentially focused on creating a 

concert presentation for a work so that it finds true significance in the concert hall or any 

other performance 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 

environment.ò
3
  His compositions have won new music awards in Canada (three prizes 

from the Society of Composers, Authors, and Music Publishers of Canada), Argentina 

(first prize at the 1998 Contrabassoon Composers Competition), Belgium (first prize at 

the 2004 Harelbeke Muziekstad Wind Ensemble Competition), Poland (second prize at 

the 2006 Kazimierz Serocki International Composers' Competition), and Luxembourg 

                                                 
3
Lemay, ñGesture, Space and Virtuosity,ò 45.  
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(second prize at the 2007 Luxembourg Composition Prize), and are performed throughout 

the world. 

While many of his compositions are for professional performers, he has also 

written pedagogical works.  Lemay has composed an etude collection for saxophone and 

a series of solo works for saxophone, intended to introduce students to the contemporary 

performance techniques found in much of the modern repertoire.  These compositions are 

appropriate for performance as well as teaching. 

A list of Lemayôs saxophone compositions is included in Jean-Marie Londeixôs A 

Comprehensive Guide to the Saxophone Repertoire, and a list is maintained online at the 

Canadian Music Centreôs website, but a resource that examines Lemayôs saxophone work 

is needed.  Such a document would provide performers and teachers with an accessible 

means of information on each of Lemayôs saxophone compositions and would serve as a 

resource for other musicians by describing Lemayôs style and interpretation. 

 

Delimitations 

 The Canadian Music Centre lists twenty-seven compositions by Robert Lemay for 

saxophone that are available for purchase.  Each of these is examined in this document.  

Two compositions have been identified that are not available for purchase: 

Konzertzimmermusik and Tryptique écarlate.  Four additional works not listed by the 

Canadian Music Centre but included in the document: Dial M foré Hommage à Alfred 

Hitchcock, (S)AXE(S), Tentation dôexil, and Un ciel variable pour demai.  These 

compositions are completed and will be deposited with the Canadian Music Centre or 

will be published.   
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Sub-problems 

The following aspects are addressed in this study: 

1. The specific titles, composition dates, and publishers of Lemayôs saxophone 

music. 

2. The dedicatees and commissions for each composition. 

3. The stylistic characteristics of each composition. 

4. The performance considerations of each composition. 

5. The difficulty level of each work. 

6. The inspiration or program for each work and to what effect is it musically 

communicated. 

 

Definition of Terms 

Aleatoric music: Music in which deliberate use is made of chance or indeterminacy.
4
 

 

Altissimo register: All tones above the high F, fourth space above the treble staff.
5
 

 

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

the tone to begin.
6
 

 

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

the timbre of the note but not its pitch.
7
  

                                                 
4
The New Harvard Dictionary of Music, 4

th
 ed., s.v. ñAleatory Music.ò 

5
Rosemary Lang, Beginning studies in the Altissimo Register, (Indianapolis: Lang Music 

Publications, 1988), 1. 
6
Eugene Rousseau, Practical Hints on Playing the Alto Saxophone, (Miami: Warner Bros., 1983), 

13. 
7
Robert Lemay, Solitude oubliée, (Toronto: Canadian Music Centre, 1994), i.  
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Breath attack: To begin a note with the air, without a tongue articulation. 

 

Eolian Sounds: A 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 lowered.
8
 

 

Flutter tonguing: A type of tremolo produced by the rapid beating of the tip of the tongue.  

Another type, of a lighter quality, can be produced by rolling ñrrrò with the throat (as if 

gargling).
9
 

 

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

sounded.
10   

 

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 pitches.
11

 

 

Growl:  A tone produced by simultaneously playing a note and creating a guttural rasp 

from the throat, by flutter-tonguing, or by singing one note and playing another.
12

  

Key sound: Percussive sound produced by closing the keys in the high register of the 

saxophone to hear mechanical noise of the keys.
13

 

                                                 
8
Jean-Marie Londeix, Hello! Mr. Sax, trans. William and Anna Street, (Paris: Alphonse Leduc, 

1989), 81. 
9
Ibid., 45. 

10
Berry Kernfeld, ñGhost(ed) noteò in The New Grove Dictionary of Jazz (2002). 

11
New Harvard, s.v. ñGlissando.ò 

12
Berry Kernfeld, ñGrowlò in The New Grove Dictionary of Jazz (2002). 

13
Lemay, Solitude oubliée, 2. 
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Mouth Noises: Sound effects created with the mouth such as: kiss sound, tongue clicks, 

lip smacking, pops, whistling, blowing and sucking sounds. 

 

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

or more tones are sounded, rather than just one.
14

 

 

Overtones: Adjustments in the embouchure and air pressure to hear tones above the 

fundamental without changing the fingering
15

. 

 

Pad sound: Percussive sound produced by closing the keys in the low register of the 

saxophone to hear the sound of the pad.
16

 

 

Quarter tone: An interval equal to half of a semitone.
17

 

 

Slap attack: 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 between the reed 

and tongue.  The tongue is then sharply pulled away so that the vacuum is broken and the 

reed is released, producing a dull slapping sound, resulting in a loud percussive attack to 

notes blown in the usual way.
18

 

 

                                                 
14

Ronald Caravan, Preliminary Exercises and Etudes in Contemporary Techniques for Saxophone, 

(Medfield: Dorn, 1980), 20.  
15

Eugene Rousseau, Saxophone High Tones, second edition, (St. Louis: MMB, 2002), 1-2.  
16

Lemay, Solitude oubliée, 2. 
17

New Harvard, s.v. ñQuarter tone.ò  
18
Alyn Shipton, ñSlap-tongueò in The New Grove Dictionary of Jazz (2002). 
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Slap tongue: 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 between the reed 

and tongue.  The tongue is then sharply pulled away so that the vacuum is broken and the 

reed is released producing a dull slapping sound with the pitch of the note being fingered 

is only faintly heard (this is particularly effective in a low register).
19

 

 

Spectral music: A term referring to music composed mainly in Europe since the 1970s 

which uses the acoustic properties of sound itself (or sound spectra) as the basis of its 

compositional material.
20

 

 

Subtone: A tone produced at an extreme soft dynamic with a pure sound, minimizing 

overtones.
21

 

 

Trumpet sound:  The sound produced by the vibration of the lips on the opening neck of 

the saxophone (like a brass instrument).
22

 

 

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

 

Methodology 

 This document is divided into eight chapters:  Chapter I ñOrganizational Plan and 

Review of Literature,ò Chapter II ñCompositions for Solo Saxophone,ò Chapter III  

                                                 
19

Ibid. 
20
Julian Anderson, ñSpectral Musicò in The New Grove Dictionary (2001). 

21
Robert Lemay, interview by Aaron Durst, digital recording, Sudbury, ON, Feb. 20, 2008. 

22
Robert Lemay, Shadows of Bamian, (Toronto: Canadian Music Centre, 2002), 27.    
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ñCompositions for Saxophone and Piano,ò Chapter IV ñChamber Music for Two 

Through Twelve Saxophones,ò Chapter V ñCompositions for Saxophone and Mixed 

Instrumentation,ò Chapter VI ñCompositions for Saxophone and Band or Orchestra.ò  

Chapter VII ñAn Interview with Robert Lemayò consists of a transcription of a portion of 

an interview with the composer.  The final chapter, Chapter VI II ñConclusions,ò contains 

a summation of conclusions pertaining to the compositions discussed in this document.  

Appendix A is an alphabetical listing of compositions included in the document with 

page reference, Appendix B is a list of saxophone compositions withdrawn from 

distribution by Lemay, Appendix C is an octave designation, and Appendix D includes 

contact information for publishers of Robert Lemayôs saxophone compositions. 

 Compositions within each chapter are presented chronologically and in the 

following manner:  

1. Title (with translation where appropriate) 

2. Year of composition 

3. Dedication/commission information 

4. Instrumentation 

5. Publisher and year of publication 

6. Duration 

7. Source of inspiration 

8. Technical considerations (written range of saxophone, extended techniques, and 

movement required by the performer) 

9. Description of the work (organization, programmatic considerations, and style) 

10.  Other (may include brief technical considerations for other instruments) 
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An important component of this document was the composer interview.  The 

purpose of the interview was to gather important biographical information on Robert 

Lemay, his compositional process, as well as musical, historical and personal influences.  

Relationships with saxophonists and their influence on his compositions were discussed.   

Questions were asked that dealt with the interpretation of specific works.  To ensure 

accuracy, the composer interviews were recorded.   

 

Review of Literature 

 Limited information concerning the biography of Robert Lemay and his 

saxophone music is available.  Biographical information may be found through the 

websites of the Canadian Music Centre and Laurentian University of Sudbury, Ontario.   

 Two articles concerning the music of Robert Lemay have been published in the 

United States.  ñRobert Lemay, Four Pedagogical Pieces for Alto Saxophone,ò by Jean-

François Guay, The Saxophone Symposium 25 (2000): 71-72, is a review of four of 

Lemayôs compositions: B Film, Beat the Drum, From the Tip of the Tongue to the Tips of 

Your Fingers, and The Photographs of the 21.  These compositions were composed to 

introduce the young saxophone student to contemporary performance techniques. 

The other article is by Lemay: ñGesture, Space and Virtuosity: Solitude oublieé 

for Solo Tenor Saxophone,ò published in The Saxophone Symposium 21: 3-4 (Summer, 

Fall 1996), 22 (1997): 44-51.  In this article, Lemay discusses the inspiration and purpose 

of this particular composition.  Performance suggestions are included.  

 Other sources that deal with saxophone literature and performance practice were 

used in the preparation of this document.  Jean-Marie Londeix has written A 
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Comprehensive Guide to the Saxophone Repertoire 1844-2003.  In this resource, works 

are listed under the composerôs surname.  Entries include dates for the composer and 

composition, publisher and length, if known.  An additional index includes select works 

that are organized by instrumentation and ensemble.   

Also by Londeix is Hello! Mr. Sax. This text presents a variety of modern 

techniques for the saxophone: pitch, timbre, duration, volume, and attacks.  Charts are 

presented for quarter tones, altissimo, trills, multiphonics, and bisbigliando.   

Preliminary Exercises and Etudes in Contemporary Techniques for Saxophone by 

Ronald Caravan discusses fundamental instruction and practical exercises for a variety of 

contemporary techniques for the saxophone.  Effects that are included are timbre 

variation (bisbigliando), quarter tones, and multiphonics. 

 In addition, two D.M.A. documents by saxophonists were used as references for 

the style and organization of this document.  John Bleuelôs document A Descriptive 

Catalog of the Solo and Chamber Saxophone Music of Lucie Robert and Jennifer 

Turpenôs document A Descriptive Catalog of the Solo and Chamber Works for the 

Saxophone by JindŚich Feld are similar to the scope of this study.    Both of these 

documents study the saxophone works by an individual composer.  The works are 

divided into various categories: music for unaccompanied saxophone, music for 

saxophone and piano, chamber music for multiple saxophones, and chamber music with 

mixed instrumentation.   Each composition receives an individual entry, including 

information on the publisher, duration, premieres, recordings, written ranges, and 

extended techniques.  Turpen also includes a transcribed interview. 

 



 

 

 

CHAPTER II 

COMPOSITIONS FOR SOLO SAXOPHONE 

 

Title : Solitude oubliée 

Year of composition: 1995 

Dedication: Jean-François Guay / Financial support of Conseil des Arts et des Lettres du 

Québec 

Instrumentation : Solo tenor saxophone 

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

Duration : 13:15 

Source of inspiration: ñHell is the others,ò by Jean-Paul Sarte 

Written r ange: b-flat ï e
4 

Extended techniques: Bisbigliando, 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 the stage, turns and moves to 

the front of the stage, and exits the stage on the opposite side of entrance. 

 

 

Solitude oubliée (forgotten solitude) was the first work Robert Lemay composed 

for Canadian saxophonist Jean-François Guay.  Lemay took for his inspiration a phrase 

used by existential philosopher Jean-Paul Sarte: ñhell is the others.ò  To adapt this to a 

composition, Lemay states: ñIf hell is the others, what is ñthe othersò for a soloist?  Itôs 

the public, and I built this piece on the confrontation of the performer with the public.ò
1
   

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, including vibrato, bisbigliando, flutter tongue, 

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

                                                 
1
Robert Lemay, interview by Aaron Durst, digital recording, Sudbury, ON, Feb. 20, 2008.  
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b ï e
4
 is included.   The opening section concludes with the soloist looking onstage at the 

audience, the first time with an expression 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 sounds, and 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 approaches the rear of the stage, facing away from the audience.   

The music remains very slow with sustained note passages contrasted with 

sixteenth and thirty-second notes rhythms.  The soloist turns slowly in a circle while 

performing a series of trills, as shown in Example 1, 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 in Example 2, returning to face 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 that decrescendo and end with the performer looking slowly to the left 

and right as if remembering the solitude. 

 

Example 1. Solitude oubliée, measure 16, reproduced with the kind permission of Robert 

Lemay. 
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Example 2. Solitude oubliée, measure 20, reproduced with the kind permission of Robert 

Lemay. 

 

 

The performer proceeds slowly to the front of the stage.  While moving, the 

saxophonist improvises with cells supplied by Lemay as shown in Example 3.  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 movement, cells should have little 

space between them, and then as 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 cells, and even the dynamics when 

Lemay indicates two contrasting dynamic shapes.  

Facing the public at the front of the stage, the saxophonist performs the main 

body of music that divides the range of the saxophone into a low, middle and high range, 

and changes dynamics suddenly, as illustrated in Example 4.     
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Example 3. Solitude oubliée, measure 28, reproduced with the kind permission of Robert 

Lemay. 
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Example 4. Solitude oubliée, measures 178-182, reproduced with the kind permission of 

Robert Lemay. 

 

 

This section concludes, as shown in Example 5, 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 

stands motionless for a moment before looking right and left, again to remember the 

solitude, before turning to face away. 

 

Example 5. Solitude oubliée, measures 183-187, reproduced with the kind permission of 

Robert Lemay. 
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Facing away from the audience, the performer 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 continuing to move 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 improvising 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 oubliée is a composition that requires technical proficiency on the tenor 

saxophone.  The performer must be able to play in the high register at a pianissimo 

dynamic, and leap between ranges while coordinating sudden dynamic changes.  The 

ability to double or triple tongue will 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 lèvres aux bouts des doigts  

Year of composition: 1999 

Dedication: Association des Saxophonists du Québec and Conseil des Arts et des Lettres 

du Quebec 

Instrumentation : Solo alto saxophone 

Publication: Unpublished, available from the Canadian Music Centre 

Duration : 5:00 

Source of inspiration: Finger movement and articulation 

Written r ange: b-flat ï f
3 
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Extended techniques: Vibrato manipulation, multiphonics (fingerings given) 

Movement: Turn, move instrument while playing 

 

 This composition and the three that follow (Tambour battant, Série B, and Les 

photographies du 21) were originally conceived as a series of pedagogical works written 

to introduce the young performer to extended performance techniques.   Du bout des 

lèvres aux bouts des doigts (from the tip of the tongue to the tips of your fingers) was 

written for high school saxophonists, Tambour battant and Série B were written for 

young university students, and Les photographies du 21 was written for advanced 

university students.  In the past, Du bout des lèvres aux bouts des doigts, Tambour 

battant, and Série B have been grouped together and known as 3 Pedagogical Pieces and 

Three Short Movies, but now, Lemay considers each as distinct compositions rather than 

a suite
2
.   

 Du bout des lèvres aux bouts des doigts begins with the saxophonist facing away 

from the audience and playing a slow (quarter note = 60), long-note 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 to help shape and 

dramatize the lines.   

The performer slowly turns to face the audience while repeating a fast ascending 

line.  Facing the audience, the music continues, similar to the opening material, followed 

by a rhythmically faster section that requires the performer 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 demonstrated in Example 6.  

                                                 
2
Ibid.  
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There is no meter specified; tempos are given which 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 audience, repeating a 

fast, descending melodic pattern.  The concluding section is similar to the opening and 

the performer concludes by speaking the Japanese word ñHaiò (yes).  

 

Example 6. Du bout des lèvres aux bouts des doigts, page 3, lines 3-4, reproduced with 

the kind permission of Robert Lemay. 

 

  

As the title implies, Du bout des lèvres aux bouts des doigts, is useful for 

developing finger dexterity in the execution of trills and rapid melodic passages.  Tongue 

and embouchure control is demonstrated through 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 des Saxophonists du Québec and Conseil des Arts et des Lettres 

du Quebec 

Instrumentation:  Solo alto saxophone 
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Publication: Éditions Fuzeau Classique (2006)  

Duration:  4:00 

Source of inspiration: Alliteration of B sounds, B series films 

Writ ten range: b-flat ï f
3
 

Extended techniques: Blow into instrument, foot stomps, vibrato manipulation, pad 

sounds, spoken syllables 

Movement: Turn
 
 

 

 Série B (B film) begins with the performer reciting the syllables ñBa, bé, bi, bo, 

buò and after each, playing an imitative sound on the saxophone, as shown in Example 7.  

The opening continues with the saxophonist stating ñLetôs go to Addis Abebasò followed 

by a lyric line and percussively articulated repeated sixteenth note groups before the 

saxophonists responds with, ñAddis Abebas? In Ethiopia!ò  

A fast and energetic middle section is composed of short melodic patterns that are 

repeated and crescendo and decrescendo.  An ascending octatonic scale followed by a 

foot stomp and spoken ñoh boyò conclude the section.  The short melodic patterns 

continue before the saxophone slowly turns away from the audience speaking ña-ba-baò 

repeatedly.  Once facing away from the audience, the performer blows air into the 

instrument, turns, waves and says ñbye-byeò to the audience.  

This composition is useful in reinforcing finger coordination, as difficult tremolos 

are included that necessitate coordination between hands.  Rapid, repeated melodic 

patterns are emphasized that are useful in developing finger coordination.  The 

performance can be humorous at times, but also musically demanding, combining spoken 

words and saxophone technique.  
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Example 7. B Film, page 1, lines 1-3, reproduced with the kind permission of Éditions 

Fuzeau Classique ï France ï Extract of Série B of Robert Lemay (Ref. 8622) ï 

www.editions-classique.com 

 

 

Title:  Tambour battant  

Year of composition: 1999, rev. 2006 

Dedication: Association des Saxophonists du Québec and Conseil des Arts et des Lettres 

du Quebec 

Instrumentation:  Solo alto saxophone 

Publication: Éditions Fuzeau Classique (2006)  

Duration:  4:00 

Source of inspiration: Military drums  

Written r ange: b-flat ï f
3 
 

Extended techniques: Bisbigliando, vibrato manipulation, pad sounds, quarter tones 

(fingerings given), singing while playing (optional) 

Movement: March onto stage 

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

