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

This document examines Lemay’s 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 | “Organizational Plan and
Review of Literature,” Chapter II “Compositions for Solo Saxophone,” Chapter IlI
“Compositions for Saxophone and Piano,” Chapter IV “Chamber Music for Two
Through Twelve Saxophones,” Chapter V “Compositions for Saxophone and Mixed

Instrumentation,” Chapter VI “Compositions for Saxophone and Band or Orchestra.”



Chapter VII “An Interview with Robert Lemay” consists of a transcription of a portion of
an interview with the composer. The final chapter, Chapter VIII “Conclusions,” contains

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

INDEX WORDS:  Saxophone, Lemay, Canadian composers, Londeix, Guay, Goury,
extended techniques
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CHAPTER I

ORGANIZATIONAL PLAN AND REVIEW OF LITERATURE

Introduction

“[1]t is difficult to renew a tradition which seems exhausted — 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. | 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.”

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 Francois 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

'Robert Lemay, “Gesture, Space and Virtuosity: Solitude oublieé for Solo Tenor Saxophone,”
trans. Tim Brady, The Saxophone Symposium 21: 3-4 (Summer, Fall 1996), 22 (1997): 49.



has studied with Francois Rossé at the Bordeaux Conservatory and Georges Aperghis at
the Atelier Theatre Et Musique (A.T.E.M.) in Paris.?

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-Francois 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. Lemay’s 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.

Lemay’s 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

“Robert Lemay, 5 Etudes for Alto Saxophone, (Courlay, FR: Fuaeau, 2006), 4.



music that often exhibits man’s inhumanity to man and is inspired by historical events,

popular culture, and poetry.

Purpose

The purpose of this document is to examine Robert Lemay’s 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

Lemay’s 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 “essentially 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.”® 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

*Lemay, “Gesture, Space and Virtuosity,” 45.



(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 Lemay’s saxophone compositions is included in Jean-Marie Londeix’s A
Comprehensive Guide to the Saxophone Repertoire, and a list is maintained online at the
Canadian Music Centre’s website, but a resource that examines Lemay’s saxophone work
is needed. Such a document would provide performers and teachers with an accessible
means of information on each of Lemay’s saxophone compositions and would serve as a

resource for other musicians by describing Lemay’s 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 for... Hommage a Alfred
Hitchcock, (S)AXE(S), Tentation d’exil, and Un ciel variable pour demai. These
compositions are completed and will be deposited with the Canadian Music Centre or

will be published.



Sub-problems

The following aspects are addressed in this study:

1. The specific titles, composition dates, and publishers of Lemay’s 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.’

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

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

the tone to begin.®

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

the timbre of the note but not its pitch.’

“The New Harvard Dictionary of Music, 4" ed., s.v. “Aleatory Music.”

°Rosemary Lang, Beginning studies in the Altissimo Register, (Indianapolis: Lang Music
Publications, 1988), 1.

®Eugene Rousseau, Practical Hints on Playing the Alto Saxophone, (Miami: Warner Bros., 1983),
13.

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



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.®

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 “rrr”” with the throat (as if

gargling).’

Ghost note: A 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 pitches.*

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

saxophone to hear mechanical noise of the keys.*

8Jean-Marie Londeix, Hello! Mr. Sax, trans. William and Anna Street, (Paris: Alphonse Leduc,
1989), 81.

*Ibid., 45.

%Berry Kernfeld, “Ghost(ed) note” in The New Grove Dictionary of Jazz (2002).

“New Harvard, s.v. “Glissando.”

Berry Kernfeld, “Growl” in The New Grove Dictionary of Jazz (2002).

Bemay, Solitude oubliée, 2.



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.*

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

fundamental without changing the fingering°.

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

saxophone to hear the sound of the pad.*®

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

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.®

Y“Ronald Caravan, Preliminary Exercises and Etudes in Contemporary Techniques for Saxophone,
(Medfield: Dorn, 1980), 20.

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

1% emay, Solitude oubliée, 2.

YNew Harvard, s.v. “Quarter tone.”

8Alyn Shipton, “Slap-tongue” in The New Grove Dictionary of Jazz (2002).



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).™®

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.°

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

overtones.?!

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

the saxophone (like a brass instrument).?

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

Methodology

This document is divided into eight chapters: Chapter | “Organizational Plan and

Review of Literature,” Chapter Il “Compositions for Solo Saxophone,” Chapter Il

191 i
Ibid.
“Julian Anderson, “Spectral Music” in The New Grove Dictionary (2001).
“IRobert Lemay, interview by Aaron Durst, digital recording, Sudbury, ON, Feb. 20, 2008.
Robert Lemay, Shadows of Bamian, (Toronto: Canadian Music Centre, 2002), 27.



“Compositions for Saxophone and Piano,” Chapter IV “Chamber Music for Two
Through Twelve Saxophones,” Chapter V “Compositions for Saxophone and Mixed
Instrumentation,” Chapter VI “Compositions for Saxophone and Band or Orchestra.”
Chapter VII “An Interview with Robert Lemay” consists of a transcription of a portion of
an interview with the composer. The final chapter, Chapter V11l “Conclusions,” 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 Lemay’s 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. “Robert Lemay, Four Pedagogical Pieces for Alto Saxophone,” by Jean-
Francois Guay, The Saxophone Symposium 25 (2000): 71-72, is a review of four of
Lemay’s 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: “Gesture, Space and Virtuosity: Solitude oublieé
for Solo Tenor Saxophone,” 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 composer’s 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 Bleuel’s document A Descriptive
Catalog of the Solo and Chamber Saxophone Music of Lucie Robert and Jennifer
Turpen’s document A Descriptive Catalog of the Solo and Chamber Works for the
Saxophone by Jindrich 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-Francgois Guay / Financial support of Conseil des Arts 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: “Hell is the others,” by Jean-Paul Sarte

Written range: b-flat — e*

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-Frangois Guay. Lemay took for his inspiration a phrase
used by existential philosopher Jean-Paul Sarte: “hell is the others.” To adapt this to a
composition, Lemay states: “If hell is the others, what is “the others” for a soloist? It’s
the public, and I built this piece on the confrontation of the performer with the public.”

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

'Robert Lemay, interview by Aaron Durst, digital recording, Sudbury, ON, Feb. 20, 2008.
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b—e*isincluded. 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.
déb 1/3d 2/3 du parcours retour
ébut u parcours
4 v | gl"ll 0l g? rl’f T¥ lng!” E f—n |
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ppp mf pPpP
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1/2 du parcours
(face au public)

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.
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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 oubliee 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 levres 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 range: b-flat — f°
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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
lévres 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 lévres 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”.

Du bout des lévres 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| bid.
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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 “Hai” (yes).

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

the kind permission of Robert Lemay.

T b #oke —
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As the title implies, Du bout des lévres 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: Editions Fuzeau Classique (2006)

Duration: 4:00

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

Written range: b-flat — f°

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 “Ba, bé, bi, bo,
bu” and after each, playing an imitative sound on the saxophone, as shown in Example 7.
The opening continues with the saxophonist stating “Let’s go to Addis Abebas” followed
by a lyric line and percussively articulated repeated sixteenth note groups before the
saxophonists responds with, “Addis Abebas? In Ethiopia!”

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 “oh boy” conclude the section. The short melodic patterns
continue before the saxophone slowly turns away from the audience speaking “a-ba-ba”
repeatedly. Once facing away from the audience, the performer blows air into the
instrument, turns, waves and says “bye-bye” 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 Editions
Fuzeau Classique — France — Extract of Série B of Robert Lemay (Ref. 8622) —

www.editions-classique.com
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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: Editions Fuzeau Classique (2006)

Duration: 4:00

Source of inspiration: Military drums

Written range: b-flat — f°

Extended techniques: Bisbigliando, vibrato manipulation, pad sounds, quarter tones
(fingerings given), singing while playing (optional)

Movement: March onto stage
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Tambour battant (beat the drum) begins with the saxophonist playing a repeated
pad sound motive while marching onto stage. Arriving at the music stand, the performer
marches in place so the audience can hear the feet falling, continuing to march for a short
time after the pad sound motive has stopped. The saxophonist then presents a
combination of melodic fragments, spoken drum sounds, and extended techniques
including bisbigliando, pad sounds, and key noise. The combination of these different
sounds should be presented melodically and musically, not as individual fragments.

A faster section follows and the saxophone imitates the sound of different pitched
drums, as shown in Example 8. This is achieved by accenting the first note of an
articulated group with a decrescendo, and large leaps to represent different pitched

drums. Foot stomps are included as an additional percussive effect.

Example 8. Tambour Battant, page 3, lines 1-2, reproduced with the kind permission of

Editions Fuzeau Classique — France — Extract of Tambour Battant of Robert Lemay (Ref.
8623) — www.editions-classique.com
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Following the section of drum imitation, the saxophonist plays melodies
incorporated with foot stomps, pad sounds, and rhythmic patterns that are percussive in
the manner described above. The piece concludes with the same pad sounds played in
the beginning, except the performer stays in place and concludes by brusquely closing all
the keys on the saxophone at once, rolling an “r”’ sound to imitate a drum roll, followed
by a “schlock” intended to sound like a guillotine falling.

Tambour battant requires the saxophonist to control extended performance
techniques that occur successively. Lemay combines these at an appropriate level for a
high school/undergraduate student to perform musically. He provides instructions with
accurate fingering suggestions to produce clear pad sounds, quarter-tones, and
bisbigliando effects. There is one optional technique included where the saxophonist is
sustaining a ¢ and hums a matching pitch, stops the saxophone sound, sings the same
pitch, and then begins playing on a d-flat? while singing the c®. If this is impossible, the

performer should pause briefly where the singing occurs.

Title: Les photographies du 21

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, gong pitched in concert B (any octave) or large
tam-tam (played by saxophonist)

Publication: Editions Fuzeau Classique (2006)

Duration: 15:00

Source of inspiration: The photo exhibit The Photographs from the 21

Written range: b-flat — b-flat®

Extended techniques: Bisbigliando, eolian sounds flutter tongue, key noise, vibrato
manipulation, multiphonics (fingerings given), pad sounds, quarter tones
(fingerings given), singing while playing, subtone, slap attack, slap tongue

Movement: Stands are positioned on stage or in the performance area as far away from
each other as possible and the saxophonist moves from stand to stand
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Les photographies du 21 (photographs from the 21) was the first of the
pedagogical set of compositions that Lemay realized must be separated from the suite due
to its greater length and musical content.®> He was inspired to write it after viewing a
photo exhibit of the same name at the Museum of Modern Art in New York. The photos
presented in the exhibit are from the state files of the Khmer Rouge in Cambodia. The
leader, Pol Pot, placed his opponents into extermination camps where the people were
photographed and executed without trial. The photographer and the people whose photos
appear in the exhibit are unknown, but were taken from camp no. 21. While specific
events or emotions are not purposely depicted in this composition, it should be performed
in a ceremonial atmosphere with slow, deliberate movements.

The composition is organized into eight sections labeled as folios A, B, C, D, E,
F, G, and H. Folios A and H are placed on a stand in the center of the stage in front of
the gong. The other folios are placed around the stage or performance area as far away
from each other as possible. The saxophonist must perform folios A and H first and last,
respectively, but may vary the order of the other folios. As the saxophonist moves from
one folio to the next, cells are given and the performer improvises using these cells to
link the two folios between which they occur. The gong begins folio A, concludes folio
H, and should be pitched in a concert B to resonate with the saxophonist’s a-flat’.

The performance begins with the saxophone on a saxophone stand next to the
gong. The performer enters the stage and taking the gong mallet, crosses the hands at hip
level, bows the head, and stands silently as if meditating. At the conclusion of folio H,

the performer returns the saxophone to the stand, bows the head, and stands silently.

®Ibid.
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The music of this composition is divided into different folios, each in contrasting
style. Folio A uses slow, lyrical lines with sustained notes, quarter tones, and a
multiphonic. The improvisation that follows contains sustained notes with the timbre
varied by bisbigliando and molto vibrato. Folio B uses fast atonal, melodic patterns that
are separated by brief rests. It is followed by an improvisation of key noise played in the
same rhythm. Folio C is expressive, containing sustained notes that are ornamented with
vibrato manipulation, flutter tongue, bisbigliando, and multiphonics. The melodic line is
punctuated with slap attacks and rapid arpeggios. The following improvisation provides
a series of notes with the instructions that the saxophonist should create a melody in the
style of Morton Feldman.

Folio D uses fast repeated patterns of 3 to 5 notes that are played at a subtone
dynamic, alternating with forte low tones articulated with either a slap attack or slap
tongue, as indicated. Improvisation D, shown in Example 9, consists of a note chosen by
the performer that is sung and played, a high sustained note with wide vibrato, and a slap-
tongue note. The use of feathered beaming is predominant in folio E and contains wide
ranging melodic patterns separated by sustained notes. Improvisation E consists of three
different tremolos, each in a different range of the saxophone that are shaped by dynamic

contrasts as they are played.
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Example 9. Les photographies du 21, Improvisation D, reproduced with the kind
permission of Editions Fuzeau Classique — France — Extract of Les photographies du 21
of Robert Lemay (Ref. 8621) — www.editions-classique.com

Improvisation D

1
Play the boxes in any order as many times
as needed to reach the next music stand
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Folio F creates melodic lines using combinations of multiphonics, trills, and
quarter tones, as shown in Example 10. In this folio, it is often necessary for the
performer to connect a single pitch to a multiphonic without a break or articulation, as in

Example 10 at the end of the first line. The subsequent improvisation consists of pad
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sounds and air blown into the instrument at different dynamic levels. Folio G consists of
melodic passages that are articulated in a hard, short articulation, and are contrasted with
slurred passages. It is followed by an improvisation contrasting wide vibrato, staccato
articulation, and flutter tongue. Folio H concludes the composition in a style that is

similar to folio A.

Example 10. Les photographies du 21, folio F, lines 1-2, reproduced with the kind
permission of Editions Fuzeau Classique — France — Extract of Les photographies du 21
of Robert Lemay (Ref. 8621) — www.editions-classique.com

! 2
Slowly 3 4
4 D# 5
Wide vibrato 5 6
b
” —~e ﬂ\/‘\/‘/\/\— ’ b 6 D — l,g /L-\
— l’ I = AN —

5 ] e S
——t b ar——o e ) b
F== s e =

D) —— e e v’ r ———pp

S
1 Cl 1
2 2 2
Bisbigliando 3 3
g ngl Bisbigliando
7 il R o 5 y

” o | | 1 T Ny

[ =1 - i | ta 1 y 3
5 18 s L 2 ¥ b N — 1 I 1. ;Y
= # 3o S —— - —<

¢ —
P mf —————— PP P mf —————— PP

Les photographies du 21 integrates extended performance techniques into a
melodic style of challenging and technical music. Care should be taken in planning a
route between stands during the performance to avoid confusion. Creating a musical line
with the given improvisations or with the multiphonics is a challenge, but they can

successfully be performed as they are written by Lemay.
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Title: 5 Etudes for Alto Saxophone

Year of composition: 2000, rev. 2006

Dedication: Homage to Marcel Mule, Jean-Marie Londeix, Eugene Rousseau, Fred
Hemke, Daniel Deffayet / financial support of the Conseil des Arts et des Letres
du Québec

Instrumentation: Solo alto saxophone

Publication: Editions Fuzeau Classique (2006)

Duration: Etude 1: 2:30, étude 2: 4:45, étude 3: 3:45, étude 4: 4 :45, étude 5: 2:15

Source of inspiration: Request of Jean-Francois Guay

Written range: Etude 1: b-flat — a-flat®, étude 2: b-flat — d*, étude 3: b-flat — e* (opt. %),
étude 4: b-flat — g°, étude 5: b-flat — a°

Extended techniques: Bisbigliando, flutter tongue, multiphonics (fingerings given),
quarter tones, sing and play, slap attack, subtone, tongue-click

Movement: Stationary

The 5 Etudes for Alto Saxophone were written at the request of Jean-Frangois
Guay and focus on the study of double and triple tonguing, subtone, the high register, and
multiphonics. Lemay included a fifth etude that deals with sudden changes in range and
dynamics. These etudes may be performed individually, partially, or as a complete set.
At the end of each etude, a dedication to a saxophone master is noted. Lemay states in
the forward to the etudes, “(T)here is no stylistic or aesthetical reference between these
masters of saxophone and the etudes. These tributes are my personal indications and are
not part of the titles; that is why these tributes are expressed at the end of each etude.”

Etude 1 is entitled Doublez ou triplez la mise (double or triple the bet) and
emphasizes double and triple staccato articulations. The tempo is fast (quarter note =
144~160) and written without a meter. The sixteenth note should remain constant
throughout, and the rhythms articulated lightly. Sustained notes, slurred passages, and
bisbigliando are incorporated to give contrast to the sixteenth note staccato passages.

This etude is written in homage to Marcel Mule.

*Robert Lemay, 5 Etudes for Alto Saxophone (Courlay, France: Fuzeau, 2006), iv.
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Subtone is the technique emphasized in the second etude and is entitled Silence,
on tourne (silence, one turns), written in homage to Jean-Marie Londeix. This etude is
written without a meter and alternates the use of slow and fast tempos. The melodic style
contrasts sustained notes of an undetermined length with fast passages of sixteenth notes.
Care should be taken to play the subtone as softly as possible, not with an airy sound, but
with a very pure sound without overtones. Other techniques utilized in this etude include
multiphonics, bisbigliando, quarter tones, and pad sounds.

The third etude is written in homage to Eugene Rousseau and entitled Sky is the
Limit, emphasizing the extended range of the saxophone. Divided into three sections —
fast-slow-fast — this etude is written with simple and compound meters. Rhythms are
written using subdivisions of the beat into groups of four, five, six, and seven;
syncopations are also used. There are ascending scale-like passages that lead to light,
soft passages played in the high register above f*. Bishigliando, pad sounds, articulation
without tone, and tongue clicks are used in this etude.

Etude 4 emphasizes the use of multiphonics and is entitled Muliplications et
additions (multiplication and additions). A fingering is given for each multiphonic used
in the etude. Two multiphonics are produced by the saxophonist playing a single note
while matching with the voice before moving to a different note on the saxophone. The
etude is written without meter and is fast (quarter note = 120+) with a slow introduction
and middle section. Multiphonics are used in conjunction with melodic passages and to
emphasize the pulse. The etude is written in homage to Frederick Hemke.

The final etude is entitled Changements de caps (changes of course) and written

to display the flexibility potential of the saxophone when alternating between extremes in
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register and dynamics. Written with simple and compound meters, the eighth or
sixteenth note should remain constant. The rhythm is syncopated and obscures the pulse,
as found in Example 11. Articulation style is varied throughout the work and includes

staccato, accents, and slap attacks. The etude is in homage to Daniel Deffayet.

Example 11. 5}Etudes, Changements de caps, measures 37-42, reproduced with the kind
permission of Editions Fuzeau Classique — France — Extract of 5 études of Robert Lemay
(Ref. 8620) — www.editions-classique.com
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These etudes provide a study of specific extended performance techniques
incorporated into Lemay’s musical language. Melodic lines are atonal and the rhythms
are based on the consistent pulse of the sixteenth note. Each etude is written with
attention to musicality, creating interest through the use of contrasted tempo, melodic

style, and dynamics.

Title: Thebes

Year of composition: 2000

Dedication: Michel Bettez
Instrumentation: Solo baritone saxophone

Publication: Unpublished, available from the Canadian Music Centre
Duration: 12:45
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Source of inspiration: The ancient Egyptian city of Thebes, the capital of Egyptian
funeral art, where the tombs of the King Valley and Queen Valley may be found.

Written range: b-flat — e*

Extended techniques: Bisbigliando, flutter tongue, vibrato manipulation, multiphonics

(performer’s choice), quarter tones
Movement: The performer begins offstage and moves onstage to face the audience, turns

to face left and right, and returns offstage to the original position.

Thebes was originally composed by Lemay for bassoonist Michel Bettez in 2000,
and transposed the same year by the composer for solo baritone saxophone. The work
was inspired by Lemay’s interest in ancient Greek and Egyptian history. He was
influenced by the two-dimensional profiles drawn by Egyptians depicting the profile of a
person with one arm raised and forward of the body and the other lowered and trailing to
indicate motion. With the stands arranged as shown in Example 12, the performer turns
from side to side and portrays the profiles of these drawings.

The composition begins with the saxophonist offstage performing an introduction,
partially shown in Example 13, which is a slow melody contrasting the low, middle, and
high ranges on the baritone. The performer moves slowly onstage playing an
improvisation on given cells. Once onstage, facing the audience, the performer plays the
main body of the composition that is organized in an ABA” format. The A is an
expressive melody written with long tones, sixteenth and thirty-second note passages. At

the end of the A section, Lemay suggests turning the page while taking an audible breath.

This may be eliminated if two stands are used and the music is spread across them.
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Example 12. Thebes, spacial setting, reproduced with the kind permission of Robert

Lemay.

Position 2 Lutrin droit

Right music stand

Lutrin gauche
Left music stand

Lutrin centre
Center music stand

Position 1

PUBLIC

Example 13. Thebes, section A, lines 1-2, reproduced with the kind permission of Robert

Lemay.
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The B section of the composition consists of the saxophonist reading from the
different stands arranged on stage (left, right and center), and turning from stand to stand
while playing a short motive to make the music continuous. The performer reads from
each position twice in any order, but should not read two sections from the same stand
successively. After the final section, the saxophonist turns without playing to face the
audience and plays an A" section. Example 14 shows the cell the saxophonist performs
to depart the stage, stepping in time to a heavy articulated rhythm on a low note of the
performer’s choice. The work concludes with a coda that is similar in style to the

introduction.

Example 14. Thebes, section F, reproduced with the kind permission of Robert Lemay.

Sortez de la scéne
Régulier, en rythme avec le pas de marche

Leave the stage
Regular, in the rhythm of the step
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Poco a poco dim.

As a solo composition for the baritone, Thebes is an effective piece for a
university student to develop baritone saxophone technique. The composition requires
the performer to develop a variety of articulations, dynamic control, and finger dexterity
across the wide range possible on the baritone. Lemay incorporates a limited use of
extended performance techniques, allowing the saxophonist to concentrate on developing

control of the instrument.



34

Title: Dial M for... Hommage a Alfred Hitchcock

Year of composition: 2000

Dedication: Jean-Francois Guay / Financial support of Conseil des Arts du Canada

Instrumentation: Solo soprano saxophone

Publication: Unpublished, available from the Canadian Music Centre

Duration: 20:00

Source of inspiration: Alfred Hitchcock’s movie Dial M for Murder

Written range: b-flat — c*

Extended techniques: Bisbigliando, circular breathing (if possible), eolian sounds,
multiphonics (fingerings given), pad sounds, quarter tones, sing and play, slap
attack

Movement: The soloist enters the stage and walks across the rear and exits on the
opposite side, and performs from eight stands placed in an octagon at the center of
the stage

The composition Dial M for... Hommage a Alfred Hitchcock contains two visual
references to Alfred Hitchcock’s movie Dial M for Murder. The first is to Hitchcock’s
cameo appearances in his movies as a man crossing the street or waiting for the bus. This
is done by the saxophonist entering the stage, walking across the rear of the stage and
exiting the opposite side while playing. The second reference is shown in Example 15,
where the configuration of the eight stands forms an octagon, and as seen from above is
similar to a rotary telephone dial.

The music begins offstage, as shown in Example 16, with a melodic motive that
begins as two notes and is repeated continuously as the saxophonist begins the movement
across the stage. At defined points of the crossing, notes are added to enlarge the motive,
and once offstage, the motive gradually decreases in size. Backstage, the saxophonist
performs a soft melodic line incorporating multiphonics, and then returns to the stage,
playing repeated melodic material that is similar in style to that heard when moving

across the rear of the stage, but begins with a larger collection of pitches.
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Example 15. Dial M for... Hommage a Alfred Hitchcock, spatial setting and route,

reproduced with the kind permission of Robert Lemay.

Coulisse 2 - Coulisse 1

Back stage \ Back stage 1
1
/ \
Lutrins
3 Music 7

N_ ¥

Example 16. Dial M for... Hommage a Alfred Hitchcock, section A, reproduced with the

kind permission of Robert Lemay.

Dans la coulisse

En entrant sur scéne S
Back stage 1/4 du parcours

While entering the stage 1/4 of the route
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The performer moves to each stand of the octagon in turn, beginning with stand 1
at the rear of the stage, always facing to the center of the octagon. Each of the stands
contains a contrasting section of music that changes tempo and melodic style. The music
of each stand is connected by a short motive provided by the composer and performed
while the saxophonist moves so that the music is continuous.

Stand 1 is very slow and makes use of long notes which are shaped by gradual
and sudden dynamic changes and contrasts the high, middle and low ranges. The stand is
left while blowing air into the instrument and playing pad sounds.

Very fast, slurred thirty-second note passages are performed from stand 2, and
incorporate bisbigliando on repeated notes. Groupings of notes are separated by eighth or
sixteenth rests. The performer moves while improvising short, sharply articulated notes
in fast groups of one, two and three.

The tempo at stand 3 is slow. The music is separated into two sections; the first
section is predominantly sustained lines moving by quarter tones before changing to
sixteenth and thirty-second note rhythms in the second section that incorporate sustained
multiphonics and quarter tones into the melodic line. The saxophonist moves to the next
stand while alternately bending a c-sharp? up a quarter tone, b* down a quarter tone, and
sustaining c? with vibrato.

The music of stand 4 consists of soft, fast, staccato sixteenth notes predominantly
in the high range (to c*) played in repeated groups of one to four notes, separated by
eighth rests and punctuated by low sforzando notes. Sustained notes and slurred passages
occasionally contrast the articulations. While moving, the performer continues the style

by playing as high as possible, fast staccato notes in groups of two or three.
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Example 17 contains the first line of stand 5. The tempo is moderately slow and
the sustained notes are shaped with a sudden crescendo occurring at the end of the notes.
Lemay indicates the point at which the crescendo should occur by notating a rhythm
connected by ties. The performer should not rearticulate this rhythm, but make the
indicated dynamic changes. Sustained notes are also altered by changing fingerings that
result in a timbre alteration — rather than changing the pitch — and are indicated by a plus
sign (+) above the note. The performer moves to the next stand while alternating
between d”and g-sharp®, played initially with a trill that begins piano and crescendos

while gradually adding flutter tongue.

Example 17. Dial M for... Hommage a Alfred Hitchcock, section H, line 1, reproduced

with the kind permission of Robert Lemay.
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The music of stand 6 is unmetered and very fast, with sixteenth notes repeated in
groups of three in the first two-thirds, giving way to repeated groups of two sixteenths in
the last third, all at a piano dynamic. Articulations are light and may be double or triple
tongued, as appropriate. While moving to the next stand, the saxophonist improvises by
playing notes in contrasting registers, a single pitch, or slurred adjacent notes.

The tempo of stand 7 is slow, allowing the saxophonist to perform melodic lines
that are lyrical, use rhythms of three, four, five and nine thirty-second notes, and traverse

across the range of the instrument. The music of this stand contrasts the others by the
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absence of extended techniques, relying on dynamics, vibrato, and the performer’s ability
to expressively shape the melodic material. While moving, the performer continues in a
similar style, playing a repeated melodic idea to the next stand.

A multiphonic begins the music of stand 8 that is followed by thirty-second note,
slurred, atonal passages played as fast as possible. These passages are played subtone
and stay within the normal range of the saxophone. The saxophonist improvises eolian
sounds in a similar rhythmic style while moving.

The final section of music occurs at stand 1. The tempo is slow, and Lemay
requires the performer to speak the syllable “tak,” and to sing while playing the
saxophone. To conclude, the performer turns toward the rear of stage while playing a
repeated four-note motive that begins mezzo-forte and decrescendos. The ending, shown
in Example 18, displays Lemay’s ability to construct a musical line using notes from the
saxophone in combination with extended performance techniques. Facing away from the
audience, the saxophonist plays a lyric melody, a multiphonic, then sings into the
saxophone to echo the multiphonic, and finally concludes with pad sounds.

Dial M for... Hommage a Alfred Hitchcock requires advanced technical and
musical control of the saxophone. Control of pitch and dynamics in the upper range is a
necessity, along with the proper execution of extended performance techniques for a
musical performance of the compositon. The work is appropriate for advanced university

students and professional saxophonists.



39

Example 18. Dial M for... Hommage a Alfred Hitchcock, section L, line 5, reproduced

with the kind permission of Robert Lemay.

De dos au public / Back facing the audience
Calme et lointain / Calm and from far away
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(1) Comme une résonnance du multiphonigue
Like a resonance of the multiphonic

Title: No Limits

Year of composition: 2003

Dedication: Serge Bertocchi

Instrumentation: Solo bass or contrabass saxophone

Publication: Unpublished, available from the Canadian Music Centre

Duration: 13:00

Source of inspiration: Poetry of Herménégilde Chiasson

Written range: b-flat — c-sharp”

Extended techniques: Bisbigliando, flutter tongue, key noise, overtones, pad sounds,
quarter tones, slap, subtone, trumpet sounds,

Movement: The saxophone is preset on stage on a saxophone stand; the saxophonist
enters and speaks to the audience, performs on the saxophone, and departs playing
on the mouthpiece, leaving the saxophone onstage.

No Limits was originally composed for tubax, but Lemay intends it to also be
performed on bass or contrabass saxophone. The composition incorporates aspects of
acting as well as music that is befitting to the dedicatee, Serge Bertocchi, who
participates in many types of performing arts in addition to music. This composition was
inspired by, and includes lines from the poetry of Herménégilde Chiasson, who is an

artist involved in many different forms of artistic expression, including poetry, theatre,
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art, and filmmaking. For Lemay, it was logical to merge the work of these two
individuals, who go beyond the limits of a single performing art, as an inspiration for this
composition.

The work begins with the saxophone onstage on a saxophone stand and, if
available, in a spotlight. The performer enters the stage mumbling rapidly, as shown in
Example 19 (represented by headless thirty-second notes), and clearly articulating
syllables of the word “Découpage.” Upon arriving at the saxophone, the performer
speaks short phrases from Chiasson’s poetry to the audience and saxophone in turn
before taking the saxophone and creating musical lines with a variety of sounds such as
spoken syllables, mouth sounds, singing, foot stomps, trumpet sounds, pad sounds, and

key noise.

Example 19. No Limits, page 1, line 4, reproduced with the kind permission of Robert

Lemay.

(PP sempre)
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Once the saxophone is played, the melodic material consists of sustained notes,
fast arpeggio-like passages, and a section that is imitative of the mumbling heard as the
performer entered the stage. This is shown in Example 20, where the notes that are
shown in the boxes are to be repeated softly and rapidly at the performer’s discretion

until the clearly articulated eighth notes.
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Example 20. No Limits, page 4, line 1, reproduced with the kind permission of Robert

Lemay.
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The composition is written without meter, but tempo indications are given.
Lemay incorporates the use of rhythmic modulation to connect different tempos, similar
to Elliot Carter, as demonstrated in Example 21. In this example, at the end of the first
measure, the quintuplet sixteenth note becomes the sixteenth note in the new tempo. This
relationship acts as the pivot rhythm, resulting in a smooth acceleration. At times, this
will result in a tempo that does not exist on Mélzel’s metronome, such as quarter note =
67.5, but in these instances, Lemay is more concerned with the smooth connection of

tempos than the marking.

Example 21. No Limits, page 5, line 8, reproduced with the kind permission of Robert

Lemay.
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The melodic material of the work is disjunct and atonal, often traversing the entire
range of the saxophone in a passage of notes, or leaping from the low to high range and

back. The use of bisbigliando, slap tongue, flutter tongue, and subtone are incorporated

®Ibid.
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frequently into the melodic lines. Lemay also incorporates the aspects of playing
overtones into this piece, as shown in Example 22. In this instance, the saxophonist must
finger and play the note c¢', articulated only with the breath (denoted by the lower case
“c” below the note) and then produce the overtones denoted by diamond- shaped note

heads, by adjusting the embouchure and airstream.

Example 22. No Limits, Page 8, line 1, reproduced with the kind permission of Robert

Lemay.
Tres lent
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The performance concludes with the saxophonist speaking “et le silence a refait
surface tel un corps étranger” (and the silence emerges as a foreign body), removing the
mouthpiece of the saxophone, and then walking off stage with only the saxophone
mouthpiece. To break the silence, the saxophonist intermittently plays soft, short sounds
on the mouthpiece.

Lemay’s composition of this work for bass or contrabass saxophone provides a
work in contemporary style that is challenging to the professional saxophonist. However,
the playability is limited due to the number of performers who have access to a bass or
contrabass saxophone. The fast, technical passages, use of high tones, and harmonics

requires a high level of proficiency on the low saxophones. The performer must also



43

have an assured stage presence to deliver poetic lines and create melodic lines with

unusual sounds such as mumbling, breathing, whistling, and mouth noises.

Title: Ariana, Kaboul

Year of composition: 2005

Dedication: Miguel Romero Moran

Instrumentation: Solo alto saxophone

Publication: Unpublished, available from the Canadian Music Centre

Duration: 10:00

Source of inspiration: The reopening of the public theatre Ariana in Kabul, Afghanistan

Written range: b-flat — c* (opt. %)

Extended techniques: Bisbigliando, eolian sounds, growl tone, multiphonics (fingerings
given), quarter tones, slap attack, slap tongue, subtone, timbre trill, vibrato
manipulation

Movement: Turn away from the audience

Ariana, Kaboul was written to commemorate the fall of the Taliban government
in Afghanistan and the return of freedom for the people to view movies in the theatres
and listen to the radio. An alternate presentation of the work, suggested by Lemay,
creates a strong movie theatre connection. The saxophonist should dress in a white shirt
or all white and stand in front of a screen. During the performance, a film of the
performer’s choice may be shown (without sound) on the screen and performer. Lemay
feels that the piece works well with or without the inclusion of a film.°

The composition begins with the screen illuminated by the projector light and
followed by the saxophonist playing sustained multiphonics and trills at a soft dynamic
level. As the film begins, the saxophonist plays very rapid scale-like soft passages with
interjecting, low slapped notes. This is followed by a slow section that incorporates a

number of techniques that vary the timbre of the saxophone. This slow section is

®Ibid.
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interrupted twice by rapid ascending and descending passages performed while the
saxophonist turns in a full circle, first one direction, and later, the other.

The main portion of the composition demonstrates what Lemay refers to as
directional composition.” Directional composition defines the form by intensifying the
rhythm, dynamics, and range to a pinnacle point and then concluding with a coda.
Examples 23 and 24 exhibit the difference in style. In Example 23, the tempo is slow,
very soft, eighth note rhythms with a few sixteenths, in the low to middle range of the
saxophone, and at a soft dynamic. Conversely, in Example 24 the tempo is very rapid,
crescendos to fortissi-issimo, the rhythm is at the sixteenth note level, and the range
encompasses notes from b —e*. Lemay describes the form of many of his pieces as

directionally composed®.

Example 23. Ariana, Kaboul, page 4, line 1, reproduced with the kind permission of

Robert Lemay.
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Immediately following this is the section shown in Example 25. The saxophonist
improvises notes for rhythms written without note heads — the note choice is not
important — following the shape of the stems and beams.  The written notes, played

very loud and written with a slap attack articulation, create the melodic line.

"Ibid.
81bid.
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Example 24. Ariana, Kaboul, page 6, lines 7-8, reproduced with the kind permission of

Robert Lemay.
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Example 25. Ariana, Kaboul, page 7, lines 1-3, reproduced with the kind permission of

Robert Lemay.

Le plus vite possible

Sub tone ossia Slap ~ (sub 1c sia) (slap)
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The composition concludes with the saxophonist facing away from the audience.
The film has stopped and as the projector light fades out, the saxophonist improvises with
three different cells provided by Lemay, shown in Example 26. The cells are repeated,

but gradually decrescendo with more space between each event. The high note indicated
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is the saxophonist’s choice and does not have to be the same each time. Likewise, the

pad sounds do not have to be the same pitch.

Example 26. Ariana, Kaboul, page 7, line 7, reproduced with the kind permission of

Robert Lemay.
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The inclusion of a film presentation makes this a unique contemporary
composition. However, care must be given to the lighting so that the performer is not
distracted by light in the eyes. In addition, copyright laws should be considered when
choosing the film projected. An alternative is to use a student or amateur film that has
not been commercially produced. The music is in a style that is dominated by wide
ranging melodies that are atonal, but more conjunct and connected than Lemay’s other
solo works for saxophone. While many extended performance techniques are
incorporated, the saxophonist is not required to sing or speak at any time, and movements
on stage are limited to turning in place. This composition is appropriate for advanced

university students or professional performers.



CHAPTER IlI

COMPOSITIONS FOR SAXOPHONE AND PIANO

Title: Trou Noir

Year of composition: 1995

Dedication: Louis-Noél Fontaine

Instrumentation: Baritone saxophone, piano

Publication: Unpublished, available from the Canadian Music Centre

Duration: 12:00

Source of inspiration: Black holes

Written range: a — f-sharp® (opt. a*)

Extended techniques: Bisbigliando, breath attack, flutter tongue, overtones,
multiphonics (fingerings given), quarter tones, slap tongue, vibrato manipulation

Movement: Saxophonist begins at the rear of audience, moves to a midpoint in audience,
to in front of the stage, to on the stage, and to a point at the rear of the stage

Other: Pianist must play strings inside piano as clusters, scrape strings with a plectrum,
and strike strings with a metal beater (triangle) and medium mallet (vibraphone).

“The idea behind Trou Noir (black hole) is that the piano is the black hole. A
black hole is a spot in the universe that is very dense and pulls everything into it — even
the light. And, in fact, the entire piece represents the saxophonist being attracted to the
black hole and when he arrives, he screams ‘NO!” He doesn’t want to be absorbed by the
black hole. He esc:apes.”1

Example 27 shows the stage setting for Lemay’s depiction of the saxophonist
being attracted by the piano. Point A is to the rear of the audience, in the back of the

auditorium. Point B is halfway toward the stage, in the center or side aisle of the

audience. In front of the stage is point C, and point D is onstage at the position the

'Robert Lemay, interview by Aaron Durst, digital recording, Sudbury, ON, Feb. 20, 2008.
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saxophonist would normally perform with the piano. The final position, point E, should

be at the rear of the stage and off to the side.

Example 27. Trou Noir, spatial setting and movement route, reproduced with the kind

permission of Robert Lemay.

Disposition Spatiale
Space setting

\ Point E

\ Piano

\ Point D
Point C
Point B
Point A

The music at point A is marked free tempo, but without being slow, and the piano
and saxophone alternate the playing of musical lines. As the saxophonist moves toward
point B, the pianist plays cadenza-like material with rhythms that are shaped by feathered
beaming as the saxophonist sustains long notes using vibrato manipulation, widening to

quarter tones above and below the pitch center.
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At point B, the two instruments are independent and, as shown in Example 28, the
saxophonist’s rhythmic activity is written first in groups of sixteenth notes and then
thirty-second notes; groups are separated by breaths or rests. The dynamic level is
predominantly soft with crescendo. In Example 28, according to Lemay, the breath mark
with a slash through it should be interpreted as a very quick breath.” Between the
saxophone passages, the pianist strikes strings inside the piano with a metal rod or
vibraphone mallet, as indicated by the score. As the saxophonist moves to point C, the
pianist plays groups of notes; first in thirty-second note rhythms, with the rhythmic
activity changing to sextuple sixteenths, to quintuplet sixteenths, to sixteenths, to eighth
note triplets, to eighths, to quarters, and finally half notes. During the movement, the
saxophonist plays a series of three different multiphonics, and pauses twice to turn in a

semi-circle.

Example 28. Trou Noir, measure 12, reproduced with the kind permission of Robert

Lemay.
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Once at Point C, the saxophonist plays notes of indeterminate length that
incorporate the use of flutter tongue, multiphonics, and harmonics. Single slap notes, and
groups of two to three fast notes at a loud dynamic interrupt the line. While moving onto
the stage to point D, the saxophonist accompanies the piano with a repeated e® varied by
the use of flutter tongue, manipulated vibrato, and bisbigliando.

At point D, a regular meter is established by the two performers and they interact
with melodic lines that are rhythmically varied, syncopated, disjunct, and atonal. The
tempo accelerates and the meter alternates between a quarter and sixteenth note pulse. At
the end of the section at point D, the tempo slows to quarter note = 60 and the saxophone
and piano join in a homorhythmic passage at a pianissimo dynamic that is syncopated
long notes. The tempo resumes a fast pace (quarter note = 140-150) and the saxophonist
turns and walks toward the piano while improvising cyclic chromatic patterns that slowly
ascend,’ as shown in Example 29. Upon arriving at the piano, the saxophonist shouts into
the piano “NON” and slowly steps away, shouting “no” in different languages. Turning
and proceeding to point E, the saxophonist plays long tones in the lower and upper
registers.

As the saxophonist moves to Point E, the melodic lines of the instruments are
separated and follow one another. The saxophonist ends the composition playing the
highest note possible with wide vibrato, which narrows and slows until the vibrato stops.
At the same time, the pianist plucks strings inside the piano to sound irregular, like

raindrops.

®In the music supplied by the Canadian Music Centre, a chromatic cycle written by Louis-Nogl
Fontaine is included with the baritone saxophone part.
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Example 29. Trou Noir, measures 146-147, reproduced with the kind permission of

Robert Lemay.

The saxophonist heads towards the piano I
Le saxophoniste se dirige vers le piano. |

inning in the lower register of the instrument, use cyclic chromatic
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utilisant le chromatisme retourné, montez progressivement vers l'aigué
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Trou Noir creates a stereophonic effect as the saxophonist moves through the
seating area. This also presents logistical concerns that must be considered, including the
lighting of each stand, obstacles that may be encountered (steps, chairs, people), and the
accessibility of the stage from the audience area. The music is challenging to execute as
an ensemble and technically difficult for both performers. The saxophonist must play in
the range above f°. The writing allows each of the performers to be musically expressive,
both as soloists and as an ensemble, displaying virtuoso technique. This composition is

appropriate for advanced university students and professional saxophonists.

Title: Oran

Year of composition: 1998

Dedication: Jean-Frangois Guay and Yoko Hirota

Instrumentation: Alto saxophone, piano

Publication: Unpublished, available from the Canadian Music Centre
Duration: 13:15
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Source of inspiration: To the memory of all Algerians killed by men’s madness and

God’s fanatics, and The Plague by Albert Camus
Written range: b-flat — e-flat*

Extended techniques: Bisbigliando, flutter tongue, multiphonics (fingerings given),
quarter tones, singing while playing

Movement: None

Other: Pianist must pluck individual strings, strum strings, scrape strings, and play
harmonics by pressing a string at the node with the finger and playing the
corresponding note on the keyboard.

The title Oran refers to the port city of northwestern Algeria on the Mediterranean
Sea. The piece is composed in memory of all Algerians killed by men’s madness and
God’s fanatics. In the history of Algeria, there has been much bloodshed, but at the time
of composition, Lemay was emotionally affected by learning of the massacres of
innocent men, women and children during the Algerian Civil War of 1992-2002. Lemay
chose Oran as the title, as it refers to the location of the plot in the book The Plague by
existential French philosopher Albert Camus. Camus was a French-Algerian, and many
of the people targeted in the 1990s were foreigners and intellectuals such as Camus.

The performance of this composition does not require movement and is
conservative in the use of extended performance techniques. Lemay describes it as more
classical than his other works, and in it he was concerned about issues of rhythm.* The
music can be divided into three sections, each defined by a predominate tempo and style
of writing. The composition begins and concludes with an a® heard in the saxophone and
recurs throughout the piece. Lemay describes it as a pole of attraction in the manner of

Edgard Varez and Luciano Berio, where it is not the pitch that is important, but the

timbre of that pitch which acts as a focusing element.”

*Lemay interview.
*Ibid.
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The first section of the composition is at a slow tempo (quarter note = 40), and for
the first thirteen measures, the only pitch played by the saxophonist is an a* that alternates
with fast rhythms and sustained chords by the pianist. As the tempo increases (quarter
note = 56), both performers play together; the saxophonist continuing to play sustained
notes, and the pianist a combination of sustained chords and rhythmic passages in thirty-
second notes. The saxophonist then plays a solo passage that incorporates multiphonics
and flutter tongue. As the solo passage ends, the pianist reenters with harmonics, string
scrapes, and glissandos played inside the piano.

In the second section, the pianist and saxophonist become equal in their parts, and
the work builds in tempo, dynamics, and rhythmic intensity. The change in character is
not sudden but gradual, until the tempo changes to quarter note = 112. The style of this
second section is represented in Example 30. At this point in the composition, Lemay
relates that the music is at times like the first movement in Edison Denisov’s Sonata for
Alto Saxophone and Piano in regards to the complex rhythmic lines and interplay
between the saxophone and piano. He was influenced by Denisov at the time he was
composing Oran by hearing his wife, Yoko Hirota, prepare the piano part to the Sonata.’®

The fast section continues to accelerate to the fastest tempo (quarter note = 160).
After this point, the tempo suddenly slows (quarter note = 76), shown in Example 31, and
the saxophonist plays the pitch e-flat? with several different fingerings (given by Lemay)
to vary the timbre of the note. Shown in Example 32 is a measure in this area of
transition where the saxophonist must sustain a d* and then add a sung, transposed pitch

of a-flat (concert pitch b-natural, in the appropriate octave). The notation for this, as

®Ibid.
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shown, does not clearly convey that the sung note is added to the saxophone note, but has

been clarified personally by Lemay.’

Example 30. Oran, measure 142-143, reproduced with the kind permission of Robert

Lemay.
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The third section of the composition concludes at a slow tempo and with the
saxophone as the dominate melodic instrument; the pianist plays sustained chords and
supportive lines. This is a reversal of roles compared to the opening section. The
saxophonist returns to the pitch a*to conclude the work as the pianist plucks a concert c.

Oran is a composition that is appropriate for university students that are
developing a range up to e-flat*. The emphasis of the saxophone pitch a* as a sustained
note requires the performer to solidify their intonation and control of this note. The
rhythm of the piece must be carefully executed to coordinate the interlocking passages

between the two instruments.

"Ibid.
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Example 31. Oran, measures 224-228, reproduced with the kind permission of Robert

Lemay.
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Example 32. Oran, measure 234, reproduced with the kind permission of Robert Lemay.

Chantez (1)
Sing (1)

mRE >

==

Title: Incertitude

Year of composition: 1999

Dedication: Rémi Ménard

Instrumentation: Alto saxophone, piano

Publication: Unpublished, available from the Canadian Music Centre

Duration: 11:05

Source of inspiration: Heisenberg uncertainty principal and a poem by Christine
Dumitriu van Saanen

Written range: b-flat — ¢*

Extended techniques: Bisbigliando, flutter tongue, vibrato manipulation, multiphonics
(fingerings given), pad sounds, quarter tones (fingerings given), singing while
playing, subtone

Movement: None

Other: Pianist must scrape strings, pluck strings, and play harmonics by pressing a string
at the node with the finger and playing the corresponding note on the keyboard.
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For the composition of Incertitude, Lemay took as his inspiration the idea of the
Heisenberg uncertainty principal, which, summarized, states that one can know either the
position or the speed of an object at the quantum level. In connection with this idea,
Lemay presents a poem by Christine Dumitriu van Saanen:

Statique imprégnée de mobilité.

Ici deviant ailleurs dans la tdche de ’accomplissement.

D’incertitude est bdtie la perception du fait.

Static imbued with mobility.

Here becomes elsewhere in the task of accomplishment.

From incertitude is built perception of the fact.®
To Lemay, this poem refers to the Heisenberg uncertainty principal, which means that
“we cannot know everything; there is space for imagination and a kind of poetic way in
it.”

The music consists of two contrasting styles of writing. The first, represented in
Example 33, is a slow section that obscures meter and tempo, emphasizing varied timbres
in both the saxophone and piano. In this style, the saxophonist utilizes multiphonics,
subtone, and bisbigliando while the pianist produces tones by scraping the strings,
playing harmonics, and sustaining long tones. Example 33 demonstrates the notation
Lemay uses for harmonics on the piano. An open circle above a diamond note head in
parenthesis indicates the pianist should play the keyboard note written on the lower staff,
while pressing on the string with the other hand at the appropriate node to sound the note

represented by the diamond note head. The overall effect produced is two instruments

whose identities are blurred and have become less distinct.

8Rémi Ménard, New School liner notes, translated by Benjamin Waterhouse, (FACD009, 2004.
Compact Disc), p. 16.
°Lemay interview.
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Example 33. Incertitude, reproduced with the kind permission of Robert Lemay.
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The second style is more distinct than the first, with a meter and pulse defined by
the rhythmic passages of both instruments. The performers produce tones in a traditional
manner to perform syncopated, atonal melodies, as well as two solo passages for the
saxophone that are cadenza-like. The opposition of these two styles is analogous to the
uncertainty principal of knowing where a quantum object is or where it is going. In the
composition, one style is amorphous in timbre quality, melodic line, rhythm, and meter,
while the other is very clear in the same characteristics

Incertitude is a work suitable for university students that are comfortable with an
upper range, as many passages extend to ¢*. The use of multiphonics and quarter tones at
a slow tempo is included, and there are three instances where the soloist must sing and
play the saxophone simultaneously. Besides playing, the pianist must also speak vowel
syllables and vocal effects. The fast passages are not technically difficult but dynamic
control from pppp to fff is required to help shape the melodic lines throughout the entire

work.



CHAPTER IV

CHAMBER MUSIC FOR TWO THROUGH TWELVE SAXOPHONES

Title: Quintette No. 2

Year of composition: 1985, rev. 1994

Dedication: Frangois Potvin

Instrumentation: Soprano, alto, tenor, baritone saxophone quartet with
vibraphone/marimba (one percussionist)

Publication: Unpublished, available from the Canadian Music Centre

Duration: 10:15

Written range: soprano: d* — d*, alto: e* — d-flat*, tenor: d* — *, baritone: a — f-sharp”

Extended techniques: Flutter tongue, vibrato manipulation

Movement: None

Other: Keyboard percussionist is required to use a four mallet technique on both
vibraphone and marimba, and a bow and motor on the vibraphone.

The Quintette No. 2 was composed while Lemay was a student, and the original
instrumentation was percussion and string quartet. At the time, Lemay was interested in
composing for percussion and wrote the piece to feature the vibraphone/marimba
accompanied by the string quartet. He transcribed it in 1994, replacing the string quartet
with saxophone quartet, and except for adapting double stops, it is a straight transcription
between the two ensembles. The composition is abstract music according to Lemay, an
exercise reflecting influences of 12-tone serialism and Olivier Messiaen’s Quartet for the
End of Time.!

The composition begins with a vibraphone solo that should sound improvised,
with free time until the meter is established when the quartet enters. At that point, the

solo role of the percussionist continues, accompanied by sustained notes in the

'Robert Lemay, interview by Aaron Durst, digital recording, Sudbury, ON, Feb. 21, 2008.
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saxophones. The middle section is performed by the percussionist on marimba at a fast
tempo (quarter note = 180). The ensemble is predominantly homorhythmic with
occasional divergence of one or two instruments with rhythmic alteration, but continuing
the shape of the line. The percussionist is given a cadenza before concluding the work at
a slow tempo (quarter note = 60) with half note chord progressions to the end.

This composition is appropriate for university saxophone and percussion students
wanting to feature a percussion soloist with saxophone quartet. Difficulties for the
saxophonists are the use of an extended upper range, and ensemble coordination between
the saxophonists and percussionist. The fast, rhythmic passages are technically

demanding.

Title: Vagues vertiges

Year of composition: 1989, revised 1999

Dedication: Jean-Marie Londeix

Instrumentation: Soprano, alto, tenor, baritone saxophone soloists each with a gong;
sopranino, soprano, 2 alto, 2 tenor, baritone, and bass saxophone ensemble;
percussionist

Publication: Unpublished, available from the Canadian Music Centre

Duration: 22:30

Source of inspiration: Poem of Charles Baudelaire and memories of Lemay’s first trip
to Japan

Written range: Soloists: Soprano: b-flat — c-sharp?, alto: b-flat — a*, tenor: b-flat — d*,
baritone: a — f-sharp*;

Ensemble: sopranino: b-flat — g-sharp®, soprano: b — f-sharp®, alto 1: b — f-sharp?,
alto 2: b — d®, tenor 1: ¢* — c-sharp®, tenor 2: b-flat — a°, baritone: a — c-sharp®,
bass: b-flat — d-sharp®

Extended techniques: Bisbigliando, flutter tongue, key noise, multiphonics (fingerings
given), slap tongue, subtone, quarter-tones

Movement: Soloists begin in the auditorium, one in each corner around the audience and
move to the stage during the performance.

Other: Percussion instruments required: vibraphone, marimba, large and medium tam-
tam, large and small cymbal, 4 toms, bass drum, temple-blocks, wood-block,
maracas, Chinese bell tree. Each saxophone soloist requires a gong when
performing in the audience: soprano — large gong, alto — medium gong, tenor —
medium gong, baritone — small gong.
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Vagues vertiges (uncertain vertigos) is a composition that reflects important
experiences in Robert Lemay’s life. During a trip to the World Saxophone Congress in
Kawasaki, Japan, in 1988, Lemay met Jean-Marie Londeix, who congratulated Lemay on
the performance of his composition Les yeux de la solitude and asked Lemay to compose
a work for twelve saxophones. The relationship formed between Lemay and Londeix
from their collaboration together has been very enduring and meaningful to Lemay.?

The composition is organized as a quartet of soloists, a solo percussionist, and an
ensemble of eight saxophonists. The stage setting of the group is shown in Example 34,
with the ensemble seated on stage right and the percussionist behind them. At the
beginning of the composition, the four soloists are each at a corner of the audience with a
gong. On stage left are four empty chairs to which the soloists move during the
performance. The conductor begins conducting from stage left, facing to conduct both
the ensemble and the soloists in the auditorium, and later moves to the center of the stage.

The music begins slowly and freely with the percussionist, followed by a tenor
saxophone solo. The other saxophone soloists enter and continue to play in an unmetered
improvisatory style. A slow meter (quarter note = 56) is established and the saxophone
ensemble enters, visually and musically separating the soloists in the auditorium from the
percussionist. The music is an atonal chordal texture at a soft dynamic, shaped by trills
and gradual dynamic changes. The free meter returns where the saxophone soloists and
percussionist play, before the ensemble reenters and the tempo changes to quarter note =
112. At this point, the music style changes and becomes rhythmically more active in all

parts and louder.

2| bid.



Example 34. Vagues vertiges, spatial setting, reproduced with the kind permission of

Robert Lemay.

Percussions
Sopranino i
Soprano Chaise (Baryton)
Alto I '
Alto IT Chaise (alto)
Ténor I ) ;
Ténor IT Chaise (ténor)
Baryton .
Basse Chaise (soprano)
Chef
Podium 2
Chef
Podium 1
PUBLIC
Baryton solo Soprano solo
(+gong) (+gong)
Ténor solo Alto solo
(+gong) (+gong)
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The tempo and meter return to a free time and the saxophonists in the auditorium

play their gongs as the percussionist plays temple blocks. Each saxophone soloist takes a

turn performing a different quality of sound on the saxophone (bisbigliando, vibrato,

flutter tongue, no vibrato) with the gong ensemble. All the saxophone soloists resume the

saxophone, playing multiphonics and key noise as the percussionist plays numerous

instruments.

Shown in Example 35 is an excerpt from the section that follows. In this section,

each saxophonist plays multiphonics as the percussionist plays a series of notated pitches
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with bow on the vibraphone. According to Lemay, the saxophonists should not begin

each multiphonic in unison, but enter and change individually each time the percussionist

plays the cymbal with the bow.® During this section, the conductor moves to the center

of the stage. Following this section, each of the saxophonists perform a cadenza-like solo

in the order alto, soprano, baritone, and tenor, with the solos overlapping to make a

uninterrupted transition from one saxophonist to the next. Each solo requires the player

to play sustained notes and fast passages throughout the range of the saxophone, making

use of bisbigliando, flutter tongue, multiphonics, quarter tones, and slap tongue.

Example 35. Vagues vertiges, rehearsal G, 3 measures 1-3, reproduced with the kind

permission of Robert Lemay.
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At the conclusion of the tenor saxophone solo, the percussionist and ensemble

enter and perform with the soloists. With a cue from the percussionist, each of the

®Ibid.
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saxophonists in the audience move to their respective chair on stage while playing
bisbigliando on two different notes given in each part. Once arriving at the chair, the
performer stops playing and waits for the next entrance.

The percussionist’s solo follows this ensemble section. Lemay writes the
percussion solo to give the performer freedom in the choice of rhythm and instruments.
In each section of the solo, Lemay indicates only the type of sound to use (i.e. short
metallic sounds, calm resonant sounds, vibraphone and marimba sounds, etc.) and the
approximate length of time for each section. As the percussionist’s solo ends, there is
more written music that is performed on the marimba and vibraphone to facilitate the
entrance of the saxophone soloists. The soloists enter playing sustained notes as the
percussionist performs on the vibraphone. Gradually the rhythmic activity of the
saxophonists builds, with more divisions of the pulse (two, three, and four), and
crescendos.

The entire ensemble is heard again and creates a full sound and a thick harmonic
texture. The saxophone soloists and percussionist continue to have the most varied
rhythmic lines but the ensemble plays syncopated rhythms that obscure the regular pulse
of the meter. The composition concludes with each member of the quartet playing a very
brief thirty-second note passage in the final measure from baritone to soprano, with the
percussionist ending on the Chinese bell tree.

Vagues vertiges is a composition suitable for a saxophone ensemble with four
advanced saxophonists and a percussionist to perform the solo parts. The solo parts
contain the extended performance techniques, with flutter tongue in individual parts of

the saxophone ensemble. There are members of the saxophone ensemble that must play
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in the altissimo as noted above. The performance of this composition requires accurate
rhythm and ensemble skills from all members to execute the rhythmic demands from
positions around the performance area. The use of oriental instruments, contemporary
sonorities on the saxophone, and spatial location of performers creates a mystic

atmosphere of sonorities that is very appropriate to the title.

Title: Vous ne faites que passer, SVP frappez fort

Year of composition: 1992

Instrumentation: Quintet of equal saxophones, gong

Publication: Unpublished, available from the Canadian Music Centre

Duration: 10:00 — 15:00

Source of inspiration: Environmental music

Written range: Saxophone 1: b — b-flat®, saxophone 2: c-sharp® — ¢*, saxophone 3: c-
sharp’ — £, saxophone 4: d* — g-flat®, saxophone 5: b-flat — c-sharp®

Extended techniques: Bisbigliando, flutter tongue, slap-tongue

Movement: None, but the saxophonists are spread around the audience in the auditorium,
the gong is on the stage

Other: The participation of an audience member to strike the gong.

Lemay composed Vous ne faites que passer, SVP frappez fort (you do nothing but
pass, please hit hard) as a student for an open-house event at Laval University. The work
was to be performed in the concert hall as people entered and exited. Example 36 shows
the spatial setting with the saxophonists arrayed around the audience and a gong or tam-
tam in the front.

The composition consists of the five saxophonists performing a series of nine
improvisations. The saxophonists change improvisations when an audience member

strikes the gong approximately every 60-90 seconds. Someone should be available to

assist the audience member at the beginning of the performance. The first three
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improvisations should be performed linearly, as shown in Example 37, with each event

played from left to right and repeated for the indicated length of time.

Example 36. Vous ne faites que passer, SVP frappez fort, spatial setting, reproduced with
the kind permission of Robert Lemay.

GONG
(owor tam-tam)

Saxophone 1 Saxopnone 2
PUBLIC

Saxophone 3 Saxophone 4

Saxophone 5

Example 37. Vous ne faites que passer, SVP frappez fort, saxophone 1, improvisation 1,

reproduced with the kind permission of Robert Lemay.
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Improvisations 4-8 consist of different cells separated by a bar line; an example of
these improvisations appears in Example 38. These events may be played in any order
and repeated at the discretion of the performer. Improvisation 9, the final improvisation,
is divided into A and B sections. Each saxophonist begins with section A, saxophonists 3

and 4 play section A one time, and then play section B. The other saxophonists play
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section A in the same manner as improvisations 4-8, and when they hear that saxophonist
3 and 4 have arrived at B, they gradually switch to B. Section A for saxophonist 3 and 4
consist of fast, scale-like passages played antiphonally and in contrary motion. Section B
is a unison e? (the same note on which the composition begins) for all the saxophonists,

with different cutoff points.

Example 38. Vous ne faites que passer, SVP frappez fort, saxophone 2, improvisation 8,

reproduced with the kind permission of Robert Lemay.
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Musically, the composition begins with unison, soft, sustained notes that
gradually become more dissonant as the lines move by oblique or contrary motion. As
the improvisations continue, the rhythmic and dynamic intensity increase, as short,
articulated notes are introduced at the extremes of the register, resulting in more
cacophony than simple dissonance. The concluding improvisation is a duet emerging
from the cacophony before returning to a unison e’.

Lemay considers this work environmental music, intended for use at an open
house. It is also appropriate as pre-concert music, to be performed as the audience is
entering the auditorium or in the lobby of a concert hall.* The music is suitable to be

performed by university students, provided they can play the range indicated for each

*Ibid.
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part. Bisbigliando, flutter tongue, and slap tongue are also required, but not used

extensively.

Title: La rédemption ... Hommage a Martin Scorsese

Year of composition: 1994, rev. 1999-2000

Dedication: None

Instrumentation: Soprano, alto, tenor, baritone saxophone quartet, and two
percussionists

Publication: Unpublished, available from the Canadian Music Centre

Duration: 15:30

Source of inspiration: Films of Martin Scorsese

Written range: Soprano: b-flat — c-sharp*, alto: b-flat — e-flat*, tenor: b-flat — e*,
baritone: a — g*

Extended techniques: Bisbigliando, flutter tongue, key noise, multiphonics, quarter
tones, subtone, slap, trumpet sounds

Movement: Saxophonists turn in place, and depart the stage at the end.

Other: Percussion 1: vibraphone, tam-tam, marimba, toms, bongos, woodblock, cymbal,
maracas, water gong; Percussion 2: Tubular bells, bass drum, marimba, toms,
woodblock, cymbal, maracas, gong, waterphone

As a fan of movies, Lemay especially enjoys the works of director Martin
Scorsese, and composed this work as homage to Scorsese. He composed it at the request
of the Danish Saxophone Quartet, to be with two percussionists. The quartet had
originally intended to perform with the percussion duo Safri Duo; however, to Lemay’s
knowledge, this composition has not been performed by either group.”

The ensemble is set up on stage as shown in Example 39, with all performers
standing. The only movements required are for the saxophonists to turn in place and

leave the stage as the performance ends. Lemay suggests the group use a conductor to

coordinate tempos and meters.

®Ibid.



68

Example 39. La rédemption ... Hommage a Martin Scorsese, spatial setting, reproduced

with the kind permission of Robert Lemay.

Atlo Ténor
Percussion I Percussion II

Soprano Baryton

Chef

(conductor)

The music begins with a loud, scale-like passage in thirty-second notes moving in
contrary motion, played as fast as possible by the saxophones in the first measure. In the
music that follows, a slow tempo of quarter note = 52 is established and ensemble
members are paired; soprano-baritone, alto-tenor, and the two percussionists. The music
consists of soft, sustained notes that are embellished with bisbigliando. After the tempo
increases to quarter note = 64, Lemay writes articulated repetitions of notes in fast
rhythms that interrupt the sustained tones. The tempo increases to quarter note = 80, and
the saxophonists’ lines fit together as an ensemble as the rhythmic activity becomes faster
and more varied and alternates with the percussionists’ lines.

The music stops and shifts to a free tempo, shown in Example 40, where Lemay
writes a single tone for each saxophone that, when combined, form a chord he considers
equivalent to a multiphonic.® The percussionists add notes to the chord from the

vibraphone and tubular bells. Following at slow, regular intervals defined by the two

®Ibid.
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percussionists, the saxophonists play different cells of 3-4 repeated notes — much like an

improvisation — as they slowly turn in a circle. As the saxophonists do this at different

times, it creates a stereophonic sound. The section culminates in key noise followed by

air blown into the saxophones.

Example 40. La rédemption ... Hommage a Martin Scorsese, measure 39, reproduced

with the kind permission of Robert Lemay.
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A section in a faster tempo (quarter note = 96~112) follows that is rhythmically

active, and as the tempo continues to accelerate, the texture shifts to consistent sixteenth

note rhythms as the instruments are heard individually and in pairs. As shown in

Example 41, the result is a composite line of continuous notes. The fast rhythmic activity

continues as the dynamics grow. Finally, the saxophonists play improvised chromatic
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motives as fast as possible. The soprano and tenor saxophonist begin as high as possible
and descend while the alto and baritone saxophonists begin in the low register and
ascend. All play in a detached style without pause, covering the entire range of the

instrument. While improvising, the performers turn to face the walls.

Example 41. La rédemption ... Hommage a Martin Scorsese, measures 105-109,

reproduced with the kind permission of Robert Lemay.
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The texture thins at this point and each saxophonist plays a solo in order: tenor,
alto, baritone and soprano. The tenor and alto saxophonists are accompanied by
percussion. All the solos are cadenza-like and are performed slowly and expressively.
Each of the solos is connected to the following by an overlap of the soloists or an
intercession of the quartet. At the end of the solo sections, the quartet enters to play

individual multiphonics, after which the saxophonists remove their mouthpieces.



71

The final section is at a slow tempo (quarter note = 60) and the percussionists play
a duet. The saxophonists then leave the stage slowly, playing different cells given by
Lemay that may be played in any order and repeated. The cells include sounds on the
mouthpiece alone with pitch altered by inserting a finger into the end, key sounds, pad
sounds, trumpet sounds, sung notes, and whistling. After the saxophonists have left the
stage but are still playing, the percussionists sound five spaced, loud hits on wood blocks
and toms, each one signaling one of the saxophonists to stop playing plus a final
concluding hit.

La rédemption ... Hommage a Martin Scorsese requires a saxophone quartet and
two percussionists that perform well as an ensemble. The performers must be confident
and accomplished soloists, but must also have strong ensemble skills to create the
composite lines that Lemay has written. While the use of a conductor will help the
ensemble play together, the performance of this composition requires the performers to

understand and anticipate how each of the other members will execute their part.

Title: Sarajevo

Year of composition: 1996

Dedication: Nelligan Saxophone Quartet

Instrumentation: Soprano, alto, tenor, baritone saxophone quartet

Publication: Unpublished, available from the Canadian Music Centre

Duration: 15:00

Source of inspiration: Bosnian war and the film Ulysse Gaze

Written range: Soprano: b-flat — c*, alto: b-flat — e, tenor: b-flat — d-flat*, baritone: a —
b

Extended techniques: Bisbigliando, flutter tongue, multiphonics (fingerings given and
performer’s choice), quarter tones,

Movement: Saxophonists begin from the extreme distances of the performance
environment, move onstage and end facing the audience on the edge of the stage
through a series of 5 positions
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Sarajevo is Lemay’s first composition for a traditional soprano, alto, tenor, and
baritone saxophone quartet. He was inspired to write it by the war in Sarajevo in the
mid-1990s and the film by Théo Angelopoulos entitled Ulysse Gaze. In this composition,
Lemay tries to musically depict the fear felt in Sarajevo. He relates: “At that time [ was
very affected by the war there (in Sarajevo). | wanted to describe the atmosphere in that
piece, that in Sarajevo the situation was that there were snipers all over and life seems
okay, but everyone is in fear — like | remember on TV. People are going to do their
grocery shopping and they are on the street corner. They check, cross quickly, and they
go to buy their food. They come out and check all over, cross — POW! — they are shot.
That was a very dirty war. Even at the beginning of the piece, you see the beginning is a
depiction of the fear, calm and even possible gunfire. There is always the fight between
the two. The film of Angelopoulos is like that too, you often have this kind of sudden
calm and fear.”’

The performance of Sarajevo requires the saxophonists to play from five different
positions as shown in Example 42. Between positions, the saxophonists are required to
perform improvisations utilizing cells given by Lemay, who directs the performer to

combine and repeat events at their discretion.

"Ibid.
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Example 42. Sarajevo, spatial setting, reproduced with the kind permission of Robert
Lemay.

Disposition spatiale et scénique Spatial and scenic positions
Salle et scene Hall and Stage

3 2
5 il
Salle / Hall Salle / Hall

Ténor Alto

Scéne seulement / Stage only

LENO to !

Orienté vers le centre de la scéne. Au centre de la scéne, en cercle

Pointed towards the middle of the stage orienté vers le centre.
In the middle of the stage, in a circle
towards the center.

Face au public / Facing the audience
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At the beginning of the composition, the performers are in position 1: the soprano
and baritone saxophonists are offstage on opposite sides, but in a position where they
have visual contact, while the tenor and alto saxophonists are in the back of the hall
behind the audience, close to each other. The music begins at a slow tempo with the
pairs of saxophonists playing together to create moments of calm contrasted with tension.
This is achieved through contrasting sustained notes of consonance and dissonance, the
use of flutter tongue and wide vibrato, dynamic contrasts, and accented notes that imitate
gunfire. The baritone and soprano saxophonists each have a written solo. The
performers move to position 2 while performing improvisation 1, which consists of cells
that should sound very slow and meditative as sustained notes of soft dynamic levels are
played. The saxophonists each incorporate two multiphonics of their choice, one that is
soft and calm, the other more aggressive and dissonant, both playable at a soft dynamic.

Position 2 places the alto and tenor saxophonists at the midpoint of the hall, one
on either side of the audience, and the soprano and baritone saxophonists are together at
the rear center of the stage. The style is similar to the music of position 1, but whereas
the performers were not visible to the audience before, they are now. The alto
saxophonist begins as a soloist, followed by a soprano and baritone duet. A solo by the
tenor saxophonist is heard, and position 2 concludes with a second soprano and baritone
duet. Improvisation 2 consists of cells of short repeated sounds at a piano dynamic
contrasted with sustained notes. As the saxophonists approach position 3, more of the
short sounds should be played.

The saxophonists are each at a corner of the stage facing toward the center for

position 3. The performers are paired alto-tenor and soprano-baritone in the music at the
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beginning of the position. The music is soft and sustained, for the first time metered, and
at a slow tempo (quarter note = 64). The parts become more and more individualized as
rhythmic activity increases, but still retain a legato style. An excerpt from the end of the
music at this position is shown in Example 43, where gunfire is imitated through the use
of repeated, accented thirty-second note rhythms. As the saxophonists are paired stage
left against stage right, a stereophonic effect is created as the sounds are heard from one

side to the other.

Example 43. Sarajevo, measures 61-63, reproduced with the kind permission of Robert
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The saxophonists move while playing improvisation 4; the alto part is shown in
Example 44, which consists of cells of contrasting sounds: trilled notes, air sounds, fast
passages, flutter tongue, staccato notes, and sforzando are sounds included. The
improvisation should begin calmly and sound more agitated as the performers approach

position 5 and end brusquely, followed by a short silence.
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Example 44. Sarajevo, alto part, measure 67, reproduced with the kind permission of

Robert Lemay.

Sax. alto: Calme, poco a poco agitato —>> trés agité ———p- arrétez brusquement
o o @ e COURT
e ES===_
—_ — ] Jf —o oz
=
o Fi— -
= ; Ee—
O ==—" f p——— 20

Position 4 places the saxophonists together in a circle, at the center of the stage,
facing in, and performing a unison line at a moderate tempo (quarter note = 80). The
ensemble is then paired soprano-alto and tenor-baritone before it divides as individual
lines become more and more independent. The tempo changes to quarter note = 120, and
the style of the music following consists of very fast and aggressive lines of short cells
that do not fit together to form a continuous line, but rather create a cacophony of sound.
This is contrasted with moments where the quartet has homorhythmic passages, or where
a sixteenth note passage is passed from one saxophonist to the next to create a continuous
composite line.

Improvisation 4 consists of key noise and pad sounds. At the beginning, the
playing should be fast and synchronous between the performers. Approaching position 5,
the performers introduce rests at different points, and finally larger gaps in the key noise
should appear, while retaining the speed of the fast key noise, and gradually diminishing
in dynamic.

Position 5 is the concluding position, and the saxophonists are lined up at the

front of the stage facing the audience and play as pairs: soprano-baritone and alto-tenor.
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The tempo is slow (quarter note = 56) and the style is chorale-like, but without a pulse
defined by rhythmic activity. The sustained notes are shaped with gradual dynamic
changes. Lemay describes the music of positions 5 as a multiphonic spread throughout
the quartet, starting at the triple octave.® The composition concludes with the four
saxophonists unhooking their instruments and slowly dropping their heads as if to allow a
moment of silence.

Sarajevo is a work that requires a mature performer and audience. The form of
the piece involves the musical depiction of contrasting emotions that builds to position 4,
and then releases the tension with a calm ending in position 5. The saxophonists must be
musical at all times, shaping sustained notes and short, abrupt passages into musical lines.
The quartet must also be able to communicate as an ensemble while spread across the
performance area and during movements. Movement logistics should also be considered

before performance.

Title: Shadows of Bamian

Year of composition: 2001-2002

Dedication: Cuarteto de saxophones Italica

Instrumentation: 2 soprano, 2 tenor saxophone quartet

Publication: Unpublished, available from the Canadian Music Centre

Duration: 15:20

Source of inspiration: The destruction of the Buddha statues in Bamian, Afghanistan, in
2001.

Written range: Soprano 1: b-flat — ¢, soprano 2: b-flat — a% tenor 1: b-flat — e-flat,
tenor 2: b-flat — f-sharp®

Extended techniques: Bisbigliando, flutter tongue, key noise, multiphonics (fingerings
given), pad sounds, quarter tones, sing while playing slap, slap-tongue, subtone,
trumpet sounds

Movement: All saxophonists begin off stage, soprano 1 and tenor 1 move on stage, and
all saxophonists finish at the front of the stage

81bid.
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In the forward to Shadows of Bamian, Lemay relates his inspiration of the
composition. “In March of 2001, the Taliban destroyed the two big Buddhas, 1500
years-old in the province of Bamian in Afghanistan, even against many international
protests. Even though those statues have disappeared, we can still see the silhouettes and
the shadows of the Buddhas in the stone of the mountain. The Taliban have destroyed
the statues, but the shadows printed in the stone are perhaps more powerful than anything
else now. In this sense, the Afghan religious extremists did not succeed in destroying the
Buddhas.”

This quartet is written for two sopranos and two tenor saxophones. Lemay
jokingly refers to it as his quartet in B-flat and explains, “It is interesting to have
saxophones in the same key — that’s why I say it as a joke. There is some truth to it — to
have all the instruments in B-flat, suddenly there is a kind of resonance that is there, that
you don’t have when you include E-flat instruments. | also wanted to have the two
sopranos because | wanted to reference the Arabic music, and at the end there is a
passage (Rehearsal P) that is very Arabic. There is all this Arabic folk melody that | took
— or faked — and for that texture | wanted to have two sopranos that would sound very
Arabic and I added two tenors to produce this texture with drones and melodies.”*?

The performance of this composition requires three different positions, shown in
Example 45. The performers begin offstage, sopranos and tenors on opposite sides of the
stage within visual range; for the second position, the first soprano and tenor

saxophonists move to the rear of the stage; and finally, all the saxophonists are at the

°Robert Lemay, Shadows of Bamian, (Toronto: Canadian Music Centre, 2002), ii.
%L emay interview.
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front of the stage. The saxophonists are paired visually and aurally to represent the two

statues that were destroyed.

Example 45. Shadows of Bamian, spatial setting, reproduced with the kind permission of

Robert Lemay.

Position |

Sopr.1 Ten.1

Sopr. 2 Ten. 2 Sopr. 2

Position 3

Position 2

Sopr.1

Ten.1

Sopr.1 Sopr. 2 Ten.2 Ten. |

Ten. 2

The music is organized in a manner consistent with the different positions. At the

beginning, the quartet is divided into pairs performing slow legato passages that are

rhythmically varied and without tempo. The soprano duet is heard first, followed by the

tenor duet. Shown in Example 46 is a short solo played by the first soprano saxophonist

that is to be performed with an energetic quality. The passage contrasts sustained high

notes at a soft dynamic with sudden loud, low notes. Each duet and solo section overlaps

to make the music continuous.
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Example 46. Shadows of Bamian, score, page 2, line 3, reproduced with the kind

permission of Robert Lemay.
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The soprano 1 and tenor 1 saxophonists move slowly onstage as the group
improvises with cells provided by Lemay that may be varied in order and repeated. The
music of position 2 is fast, and consists of alternating scale-like passages written in thirty-
second notes heard on stage, and dissonances created by the two saxophonists off stage
that include quarter tone harmonic intervals, multiphonics, and bisbigliando. Another
improvisation is performed as the members of the quartet move to position 3 at the front
of the stage. The improvisation consists of cells that continue the style of the preceding
section, contrasting rapid, scale-like passages with dissonant sounds.

The majority of the composition is performed at position 3. Throughout this
section, Lemay pairs the group in different combinations and features the first soprano
and first tenor as soloists. As noted by Lemay, it is written in a style to imitate Arabic
folk music with modal melodies accompanied by drones. The music is rhythmically
complex at times, with subdivisions of five, six, seven, and nine being common. Meters
are established, but tempos change frequently, and sections written in free tempo are

common.
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At position 3, Lemay incorporates what he refers to as a “spectral organization to

11 an occurrence of which appears in Example 47. At rehearsal letter K,

the harmony,
soprano 2 and tenor 1 sound an octave. Soprano 1 and tenor 2 play a ninth above and
below, respectively, forming an inversion on either side of the center. As the line
continues, the inversion remains consistent as the inner line divides. The use of spectral
organization in this and other compositions allows Lemay to incorporate the use of

multiphonics into the melodic passages and fit them into the harmonic structure he

creates with mirrored intervals.

Example 47. Shadows of Bamian, rehearsal K, measures 1-6, reproduced with the kind

permission of Robert Lemay.
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Shadows of Bamian concludes with the soprano 1 and tenor 1 slowly leaving the
stage while the quartet improvises on cells provided by Lemay. When the two

saxophonists are close to the exit, the remaining saxophonists each remove their

Ypid.
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mouthpiece and improvise using pad sounds, key noise, trumpet sounds, and singing or
whistling into the saxophone.

This composition presents a quartet that is unusual but appropriate for the style of
music being intimated by Lemay. The sound of the instrumentation is effective, in that
when combined with the many quarter tone and modal passages of the melody, it
produces Arabic sounding music. Care needs to be taken in the preparation of the
composition, as many of the rhythms are written precisely to fit the different parts
together. Intonation is important in the performance of dissonances that occur between
quarter tone harmonies and the unison lines. The work is suitable for advanced

university students or professional quartets.

Title: Motel Suite: Motel Coconut, Sunshine Motel, Paradise Motel

Year of composition: 2002-2003

Dedication: Susan Fancher and Mark Engebretson

Instrumentation: Soprano and baritone saxophone

Publication: Unpublished, available from the Canadian Music Centre

Duration: 13:00

Source of inspiration: Cheap, cliché motels

Written range: Soprano b-flat — d-flat*, baritone a — d*

Extended techniques: Bisbigliando, key noise, multiphonics (fingerings given), quarter
tones, slap tongue, slap attack

Movement: None

The idea of the title Motel Suite occurred to Lemay as he traveled from Montreal
to Sudbury. He was to compose a piece for saxophonists Susan Fancher and Mark
Engebretson. Lemay was searching for a motel to spend the evening and one of the
motels he saw, but in which did not stay, was the Motel Coconut, decorated in a very

cliché manner with plastic palm trees and Caribbean style music being played from the

speakers. As he traveled along the highway during his trip, he compiled a list of motel
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names and chose three for this suite, a further play on words referring to a suite, as in a
room.*2

The music of this composition is intended to be light and humorous in nature.
The composition consists of three individual movements that are in contrasting style. It
was originally composed for soprano and baritone saxophone but has been transposed by
the composer for alto flute and baritone saxophone or bass clarinet.

Motel Coconut makes extensive use of the pad sounds on the saxophone, as
shown in Example 48, where the baritone saxophonist establishes a rhythm by playing
the keys of the notes indicated while the soprano saxophonist plays a melodic line that
alternates between different pitch ranges of the saxophone. Written without a meter, the
performers keep the eighth note constant through the work. Syncopated, repeated dance-
like rhythms heard as pad sounds are punctuated with slap tongue. At the end of Motel

Coconut, both performers play a repeated rhythm of pad sounds that fades out.

Example 48. Motel Suite: Motel Coconut, measures 18-22, reproduced with the kind

permission of Robert Lemay.
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The second movement in the suite is Sunshine Motel. It is in a slow, expressive

style, and includes the type of writing shown in Example 49. Here, the soprano and

2| emay interview.
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baritone saxophonist perform a composite eighth note line where each eighth note is
played with a bisbigliando. The music of Sunshine Motel also makes extensive use of

quarter tones, multiphonics, and breath articulations.

Example 49. Motel Suite: Sunshine Motel, measure 8, reproduced with the kind

permission of Robert Lemay.
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The final movement, Paradise Motel, begins at a moderate tempo (quarter note =
100~108) with a passage of contrasting divisions of the beat, such as sixteenth note
quintuplets played against eighth note triplets. The second section slows (quarter note =
40~44) and a slow rhythm played by one saxophonist contrasts against a faster
syncopated rhythm played by the other, with the saxophonists often switching roles. The
third section is fast (quarter note = 132~140) and the saxophonists play a homorhythmic
line in contrasting melodic directions with sudden and extreme dynamic changes from
piano to forte. At this point, the piece becomes palindromic, pivoting around the third
section, with the fourth section being very similar to the second section and the fifth

section like the first. These sections are not exact reversals, but written in a similar

manner.
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While the Motel Suite is lighter in nature than Lemay’s other works, it is still
demanding for the individual saxophonist and for the duo. The range requirement of both
saxophonists extends into the altissimo and requires the incorporation of bisbigliando and
multiphonics into the melodic passages. The work is appropriate for advanced university

students or professional performers.

Title: Un ciel variable pour demain: Averses dispersées, Le battement d’aile d 'un
papillon hier a Pékin..., Creux barométrique, Facteur éolien, Perturbation
atmosphérique, Possibilité de précipitation, Quelques éclaircies, Vents contraires

Year of composition: 2003-2004

Dedication: In memory of Rémi Ménard (1944-2002) / funded by the Canada Council
for the Arts

Instrumentation: Saxophone quartet of varied soprano, alto, tenor, baritone
instrumentation

Publication: Unpublished, publication with Editions Fuzeau Classique is anticipated

Duration: Each piece in the suite is 3-5 minutes

Source of inspiration: Weather patterns/events

Written range: All saxophones: b-flat — f-sharp® (opt. g°)

Extended techniques: Bisbigliando, breath attack, flutter tongue, key noise, pad sounds,
multiphonics (fingerings given), quarter tones (fingerings given), slap attack, slap
tongue

Movement: Positions vary with each movement

Un ciel variable pour demain (a variable sky for tomorrow) consists of eight
pieces for saxophone quartet. Lemay collaborated with Jean-Marie Londeix to compose
this work for young quartets to teach saxophone and extended performance techniques.
Input was also received from saxophonists Jean-Frangois Guay, Mark Engebretson, and
Allan Walsh. Each quartet is written in a different style and emphasizes different
performance skills.

The first quartet is entitled Averses dispersees (scattered showers) and is scored

for four equal saxophones. Any member of the saxophone family may be used for
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performance, but the multiphonic fingerings provided are intended for alto saxophone.
The music requires the saxophonists to be precise in their articulations and subdivisions
of the beat, especially when playing rhythms where two saxophonists play on the down
beat and the other pair plays on the upbeat. This alternation between pairs is transferred
to sixteenth note rhythms. The quartet must also play isolated eighth notes together,
requiring precise attacks and releases. There are two positions for the performance: in
position 1, the performers form a curve at the rear off the stage, and in position 2, they
form straight line at the front of the stage. During the movement, the saxophonists
improvise on given cells.

Le battement d’aile d’un papillon hier a Pékin... (a butterfly beats its wings in
Pekin...) is the second piece and is composed for soprano, alto, tenor, and baritone
quartet. The tempo is fast (quarter note = 160+) and requires the group to play eighth
notes in a homorhythmic style, and connect eighth note lines passed between different
performers. The piece also includes a section that requires the saxophonists to repeat
given eighth note motives, one is shown in Example 50, which are different lengths for
each of the saxophonists, but are repeated for a specified number of measures. Five
different sequences similar to the one shown are played consecutively. It is optional to
vary the order of the notes, and for some sequences a multiphonic or single slap tongue
note is included with the motive.

The third quartet is entitled Creux barométrique (drop in pressure) and is
composed for two alto and two tenor saxophones. The saxophones stand in a line or a
curve facing the public and must turn to alternately face away and toward the public.

This piece contrasts two styles: slow long note lines and fast rhythmic passages. During
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the slow section, individual saxophonists repeat sixteenth note patterns while slowly
turning in circles. Breath attacks and glissandos between adjacent notes are used in the

writing.

Example 50. Le battement d’aile d 'un papillon hier 