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Extended Techniques Open Up New Acoustic Possibilities for tl
Saxophone :
A Study of Ichiro Nodaira's Saxophone Works for “Les voies du
souffle”

Marie Kikuchi
Abstract

This paper aims to reveal the new acoustic possibilities of the saxophone opened
up by extended techniques through the saxophone works of Ichiro Nodaira (1953-) on
his way to “Les voies du souffle.”

The saxophone was developed in the 1840s by Belgian instrument maker Adolphe
Sax (1814-1894), who was granted a patent in 1846. Since the 1970s, various extended
techniques have been devised for the instrument, and the saxophone has occupied a
crucial position in contemporary music. The saxophone works of Ichiro Nodaira
(1953-), particularly those leading up to the 2012 premiere of “Les voies du souffle,”
are some of the most interesting subjects in contemporary music. Focusing on his first
three saxophone works, namely, “Arabesque No. 3,” “Saxophone Quartet,” and “Dashu
no sho,” this paper will address the following research questions: (1) What extended
techniques did Nodaira use to introduce new sounds to the saxophone? (2) Which
technique used in “Les voies du souffle” far surpasses these three works in terms of
both scale and technical difficulty? (3) How does Nodaira introduce more sonic
possibilities to the saxophone through more extended techniques? (4) How does it
relate to electronics as a new technology?

In Chapter 1, based on Henri Selmer's model, I establish a timeline for the
development of the saxophone as an instrument and examine how this corresponds to
the development of the saxophone repertoire. I then show that the completion of the
saxophone as a musical instrument came with the “Mark VI,” a model that stabilized
the key system, and this completion served as the foundation for the exploration of
extended techniques in the saxophone repertoire.

In Chapter 2, I present a list of the works Nodaira has composed to date and
discuss Nodaira's relationship with the saxophone. Examining the

extended techniques used in “Arabesque No. 3,” “Saxophone Quartet,” and “Dashu

no sho,” which were composed by Nodaira for the saxophone, shows that Nodaira did



not seek an identical-sounding format. He used special techniques in anticipation of
various acoustic effects, all of which were perfected. Based on the premise of the
saxophone, he is clearly seeking for the “special to become the norm.”

In Chapter 3 I examine “Les voies du souffle,” the pinnacle of Nodaira's saxophone
work. By focusing on “Les voies du souffle,” this chapter examines the similarities and
differences among the extended techniques used in the works discussed in Chapter 2.
I find that “Les voies du souffle” uses an extremely wide variety of extended
techniques, including not only the same extended techniques used in the previous
works but also many techniques used for the first time in “Les voies du souffle.” The
techniques are all highly difficult, making “Les voies du souffle” the most difficult work
in terms of extended techniques.

Chapter 4 examines the relationship between the extended techniques and
electronics of the saxophone, which is a novel issue that was first highlighted in “Les
voies du souffle.” I show that the extended techniques used in “Les voies du souffle”
are simultaneously distinctive and coherent with the new sound of electronics. The
electronics used in “Les voies du souffle” are uninterrupted throughout the entire
piece, thereby indicating that the sound is processed simultaneously while the normal
technique is being played, creating an effect similar to that of the extended techniques.

This paper makes the following conclusions: (1) In Nodaira's first three saxophone
works, the “bisbigliando” was a tonal trill that provided a sense of acceleration to the
music while maintaining a single pitch. The “flutter- tonguing” was a transition out of
the realm of musical notes into a complex timbre that was almost similar to white
noise, and the “double-tonguing” introduced the tremolo effect of the strings, whereas
the “slap-tonguing” and “open slap-tonguing” were used only for percussive effect. In
addition, “slap- tonguing” and “open slap-tonguing” not only had a percussive effect,
but also produced an impact sound that stopped the judgment of pitch. In addition,
the “growl” had a muddy voice and homey effect. The “microtones” mixed with the
normal sound to create a “swell” of tone, the “multiphonics” sound created a mixture
of organ-like acoustics, and the “breath tones” expressed wind sounds. (2) In “Les voies
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du souffle,” “breath tone + extended techniques (normal technique),” “slap-tonguing +
extended techniques,” and “growl + extended techniques” were used to create the “two
sides,” giving the saxophone acoustic potential of having the two sides “coexist.” (3)
Finally, the
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saxophone has a “fusion” and “stand-alone” relationship with electronics, and this
relationship has transformed the normal technique into a different acoustic body.

The saxophone's extended techniques serve to transform conventional acoustics

into a different type of acoustical body and expand the acoustical possibilities of the

instrument, which has two coexisting sides, by integrating it with electronics.



