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Chapter	4	
Trumpet	Sounds	
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4.1	-	Description	of	Technique	-	https://youtu.be/3Aa94ht86Ws		
	
When	a	saxophonist	wants	to	play	the	trumpet	sounds	technique,	the	lips	should	vibrate	
against	the	open	hole	of	the	saxophone	neckpiece	to	produce	a	characteristic	brass	sound.	
[Plays	an	improvisation	using	the	trumpet	sounds	technique].	Sound	is	made	by	blowing	
a	thin	stream	of	air	through	the	instrument	while	the	lips	produce	a	buzz	which	resonates	
through	 the	 instrument	 in	 the	 same	 way	 that	 a	 brass	 instrument	 is	 played.	
[Demonstrates].	Pitch	is	affected	by	the	harmonic	partial	selected	and	determined	by	the	
strength	and	;lexibility	of	the	saxophonist's	embouchure	and,	of	course,	;ingerings.	
	
4.2	-	Technical	Parameters	-	https://youtu.be/a0WEp-GyZF4		
	
Proper	Embouchure:		
Saxophonists	must	be	able	to	lightly	press	their	lips	together	while	still	allowing	a	thin	
stream	of	air	to	pass	through	the	opening	of	the	embouchure.	The	characteristic	buzzing	
sound	 of	 the	 typical	 brass	 player	 embouchure	 is	 desired.	 The	 lips	 are	 lightly	 pressed	
against	the	aperture	of	the	saxophone.	[Demonstrates].	The	pressure	level	 is	pivotal	to	
create	a	just	and	in-tune	intonation.	Practice	with	a	tuner	is	encouraged	at	the	beginning	
stages.	
	
Something	that	should	be	avoided	is	placing	the	neckpiece	aperture	hole	off-center	to	the	
lips.	[Demonstrates].	This	alters	the	pitch	and	pressure	balance	of	the	technique.	While	
Weiss	and	Netti	advocate	for	the	opposite	in	their	method	to	“protect	against	cramping	in	
the	lips”	(Weiss	and	Netti	2010:	148),	through	my	own	practice,	and	working	with	other	
saxophonists,	 I	 have	 found	 that	 diligent	 embouchure	 exercises	 and	 training	 of	 this	
technique	allow	a	saxophonist	to	gain	the	endurance	to	produce	this	technique	without	
many	issues.	
	
Transposition:	
As	with	all	saxophone	techniques	that	exclude	the	mouthpiece,	it	is	infeasible	to	establish	
a	 universal	 transposition	 applicable	 to	 each	 saxophone.	 Nevertheless,	 a	 transposition	
chart	for	each	type	of	saxophone	–	soprano,	alto,	tenor,	and	baritone	–	is	provided	below	
the	primary	video.	
	
Range:	
Trumpet	sounds	have	a	variable	and	large	range,	depending	largely	on	the	;lexibility	of	
the	saxophonist's	embouchure,	the	development	of	the	buzzing	technique	used	to	create	
this	 sound,	 and	 the	 speci;ic	 saxophone	 being	 played.	 In	 general,	 the	 trumpet	 sounds	
technique	spans	from	B♭3	to	B♭5.	One	will	;ind	that	the	octave	key	causes	little	change	
when	oscillating	between	C#5	and	D5.	However,	since	there	is	 little	change,	one	might	
;ind	it	helpful	to	use	the	octave	key	with	the	desired	;ingering	as	a	guide	and	for	comfort.	
	
Below,	I	specify	the	written	range	for	each	saxophone:	
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● On	soprano	saxophone,	the	range	is	B♭3	to	G5.	
● On	alto	saxophone,	the	range	is	B♭3	to	B♭5.	
● On	tenor	saxophone,	the	range	is	B♭3	to	C6.	
● On	baritone	saxophone,	the	range	is	A3	to	A5.	There	are	multiple	harmonic	partials	

possible	to	achieve	with	the	same	;ingerings.	Due	to	this,	in	the	D5	to	A5	range,	
there	are	disparate	notes	that	a	saxophonist	is	capable	of	producing	depending	on	
whether	they	utilize	the	primary	or	secondary	octave.	
	

The	 ranges	 speci;ied	 are	 suggestions	 based	 on	 my	 own	 personal	 experience	 and	
development	of	this	technique.	Since	the	trumpet	sounds	technique	requires	;lexibility	
and	training	of	the	lips,	it	is	possible	that	theses	ranges	could	be	extended	and	developed	
further	in	the	future.	To	hear	the	full	range	on	each	of	the	four	main	saxophones,	click	on	
the	chromatic	scale	video	in	the	section	entitled	Demonstration	Videos.	
	
Speed	and	Precision:	
When	 discussing	 trumpet	 sounds	 and	 employing	 this	 technique	 in	 contemporary	
compositions,	 it	 is	 important	 to	 consider	how	quickly	one	 can	 execute	 this	 technique.	
Depending	on	the	required	precision	and	stability	of	pitch,	a	saxophonist	can	perform	the	
technique	with	 some	 ;luidity.	However,	 achieving	 this	 level	 of	 pro;iciency	will	 require	
diligent	 practice	 and	 repetition.	 The	 velocity	 parameter	 is	 directly	 linked	 to	 the	
saxophonist's	 comfort	 level	 with	 the	 buzzing	 embouchure.	 This	 type	 of	 embouchure	
manipulation	 is	 quite	 distinct	 from	 any	 technique	 taught	 within	 common	 saxophone	
pedagogy.	As	 a	 result,	 saxophonists	will	 need	 to	 train	 their	 lips	 to	 build	 endurance	 in	
maintaining	 this	embouchure.	Without	 the	necessary	endurance,	 the	 integrity	of	pitch	
and	precision	may	suffer.	Additionally,	one	may	have	the	impulse	to	play	faster	than	the	
embouchure	 allows,	 as	 the	 key	 mechanisms	 to	 vary	 pitch	 remain	 the	 same	 as	 the	
knowledge	of	common	practice	playing.	[Demonstrates	various	playing	speeds].	
	
Several	authors	discuss	the	speed	and	precision	of	trumpet	sounds.	Kientzy	suggests	that	
the	 technique's	speed	 is	 limited	and	 that,	when	a	 few	 leaps	are	 indeed	necessary,	 it	 is	
“nearly	essential	that	they	be	composed	using	partials	from	the	same	row”	(Kientzy	2007:	
428).	While	Kientzy's	idea	is	understandable	given	the	dif;iculty	of	the	technique	and	the	
embouchure	 required,	 it	 immediately	 limits	 the	 compositional	 possibilities.	 With	
dedicated	 practice,	 an	 understanding	 of	 the	 resultant	 pitches	 of	 desired	 notes,	 and	
embouchure	work,	saxophonists	can	;luently	play	different	partials	from	different	rows,	
making	the	technique	more	versatile.	[Demonstrates].		
	
Londeix	and	Charrier	are	vaguer,	stating	that	while	performing	this	technique,	“legato	and	
staccato	 may	 be	 played	 fairly	 swiftly	 throughout	 the	 entire	 range	 of	 the	 saxophone”	
(Londeix	1989:	69).	While	this	 is	not	untrue,	one	should	be	aware	of	the	possibility	of	
losing	pitch	precision	when	combining	staccato	playing	with	speed.	In	my	own	practice,	I	
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am	 comfortable	 performing	 sixteenth-notes	 at	 around	MM=120.	Any	 faster,	 and	 I	 risk	
losing	precision	and	clarity	of	pitch.	
	
I	recommend	composers	to	consider	and	develop	material	with	a	brass	player	in	mind.	
While	large	leaps	are	not	impossible,	they	are	challenging	for	saxophonists	who	are	not	
accustomed	to	buzzing	their	lips.	For	this	reason,	I	encourage	composers	to	collaborate	
with	performers	to	determine	what	is	comfortable	and	achievable	for	them.	
	
Sound	Quality	and	Brass	Mouthpiece	Addition:	
The	 quality	 of	 sound	 produced	 by	 the	 trumpet	 sounds	 technique	 is	 characteristically	
brass-like,	 although	 it	 lacks	 the	 complexity	of	 harmonics	 typical	 of	 brass	 instruments.	
Weiss	and	Netti	 comment	on	 this,	 stating	 that	playing	 trumpet	 sounds	on	saxophones	
possess	“a	sound	weak	in	overtone	content”	(Weiss	and	Netti	2010:	147).	They	further	
mention	that,	depending	on	the	instrument,	the	sound	can	resemble	that	of	a	bass	or	alto	
;lute,	 or	 that	 of	 a	wooden	 trumpet	 (Weiss	 and	Netti	 2010:	 147).	When	 I	 perform	 this	
technique	in	concerts,	audience	members	often	describe	the	trumpet	sounds	as	having	a	
tone	quality	like	that	of	an	alto	horn	or	alto	;lute	-	somber	and	hollow.	Various	authors	
use	suggestive	adjectives	to	describe	the	sound	as	primitive	and	modest	(Kientzy	2007:	
428),	sad,	mournful,	and	muf;led	(Londeix	1989:	68),	or	crude	and	primordial	(Weiss	and	
Netti	2010:	147).	
	
One	of	the	most	controversial	elements	of	the	trumpet	sounds	technique	is	the	question	
whether	 the	 saxophonist	 should	 integrate	 the	 use	 of	 a	 bespoke	 tube,	 hose,	 brass	
mouthpiece,	 etc.,	 to	 aid	 in	 the	 sound	production.	Two	 reasons	have	been	discussed	 in	
favor	of	using	such	aids.	
The	;irst	one	is	to	uphold	the	integrity	of	the	pitch	of	the	common	practice	saxophone	by	
elongating	the	tube	to	where	the	mouthpiece	would	generally	be	placed.	Among	those	
who	 make	 this	 claim,	 Weiss	 and	 Netti	 advocate	 this	 method	 for	 longer	 passages	 of	
trumpet	sounds	playing	(Weiss	and	Netti	2010:	147).	Similarly,	Kientzy	claims	 that	by	
adding	a	tube	of	the	same	length	and	volume	as	the	saxophone	mouthpiece,	the	pitch	of	
the	instrument	is	“restored”	(Kientzy	2007:	429).	While	elongating	the	tube	may	affect	
the	 intonation	 of	 the	 saxophone,	 there	 is	 no	 evidence	 that	 the	 trumpet	 sounds	 will	
automatically	be	tuned	to	the	same	transposition	as	the	common	practice	saxophone.	The	
pitches	are	still	somewhat	detuned	from	their	common	practice	;ingerings,	likely	due	to	
the	 regular	 shape	 of	 the	 tube	 as	 opposed	 to	 the	 irregular	 shape	 of	 a	 saxophone	
mouthpiece	chamber.	
	
Secondly,	saxophonists	must	make	the	artistic	and	technical	decision	whether	to	use	a	
brass	 mouthpiece	 to	 produce	 trumpet	 sounds.	 This	 decision	 might	 also	 require	 the	
approval	 of	 the	 composer,	 if	 they	 are	 available	 to	 discuss	 such	 artistic	 choices.	 The	
advantages	of	using	a	brass	mouthpiece	include	the	potential	of	a	more	resonant,	full,	and	
warmer	sound,	as	well	as	improved	precision	in	identifying	and	placing	pitches.	However,	
there	are	also	drawbacks:	the	metal	often	rubs	against	the	inside	of	the	saxophone	tube,	
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causing	 unwanted	 scraping	 marks	 and	 micro-indentations	 inside	 the	 neckpiece.	
Additionally,	the	technical	limitations	of	the	saxophonist	as	a	brass	player	might	become	
more	apparent,	as	trained	brass	players	spend	years	re;ining	their	embouchure.	When	a	
saxophonist	opts	to	use	a	brass	mouthpiece,	there	is	an	expectation	that	they	will	perform	
at	a	level	comparable	to	professional	brass	players.	However,	saxophonists	may	always	
lag	behind	in	this	regard	due	to	the	specialized	training	and	experience	required	in	brass	
instrument	 technique.	 Therefore,	 this	 decision	 should	 be	 made	 proactively	 by	 the	
saxophonist	to	align	with	the	needs	of	the	work,	practice,	and	the	composer's	intentions.	
	
While	I	consider	the	trumpet	sounds	technique	to	offer	 limitless	artistic	possibilities,	 I	
advise	composers	to	exercise	caution	if	they	intend	to	treat	it	akin	to	virtuosic	trumpet	
writing.	Saxophonists	must	develop	their	lip	buzzing	embouchure	and	ensure	con;idence	
in	placing	pitches	accurately	across	the	instrument's	range,	spanning	various	octaves.37	
	
4.3	-	Performance	and	Practice	-	https://youtu.be/7IDE1hp8rc4		
	
To	properly	execute	the	trumpet	sounds	technique,	a	saxophonist	should	;irst	familiarize	
themselves	with	 the	brass	embouchure.	Begin	with	 the	 lips.	Bring	 them	 together	as	 if	
forming	a	kiss.	[Demonstrates].	With	the	lips	loosely	clamped	shut,	focus	a	stream	of	air	
through	the	lips,	vibrating	them	against	each	other.	[Demonstrates].	One	should	not	need	
to	force	the	lips	or	the	air	too	much	to	create	this	sound.	Before	introducing	the	saxophone	
neck	and	body,	one	must	be	able	to	create	this	typical	sound	with	ease.	
	
However,	there	are	many	other	ways	to	consider	the	vibrating	lips	embouchure.	In	Hello!	
Mr.	Sax,	Londeix	and	Charrier	brie;ly	discuss	and	quote	French	brass	pedagogue	Michel	
Ricquier	concerning	trumpet	embouchure.	Ricquier	refers	to	the	trumpet	embouchure	as	
forming	the	“mask.”	He	states:	“Close	the	mouth,	then	slightly	separate	the	jaws,	without	
opening	or	drawing	back	the	lips,	as	if	you	were	going	to	pass	your	tongue	over	your	lips	
to	moisten	them.	When	the	tongue	has	enough	room	to	pass	between	the	teeth,	tighten	
the	lips	against	each	other	so	that	only	a	tiny	stream	of	air	can	pass	between	the	lips	when	
you	 blow”	 (Londeix	 1989:	 68).	 By	 thinking	 about	 the	 new	 embouchure	 in	 this	way,	 a	
model	is	given	to	refer	to.	
	
Another	model	is	presented	by	American	trumpet	player	and	pedagogue	Andy	Kozar.	In	
his	book	Response,	he	advocates	for	an	approach	whittled	down	to	the	following	steps:	
start	with	the	air	;irst,	breathe	in	the	vowel	“hope”;	;ind	a	simple	buzzing	embouchure	
that	does	not	force	any	tension	in	the	lips;	then,	produce	a	focused	sound	and	;ind	the	
center	of	pitch	(Kozar	2022:	4-6).	This	model	is	simple	and	easy	to	follow,	allowing	the	
performer	to	focus	on	the	main	aspects	of	proper	tone	production.	When	reproducing	this	
method	on	the	saxophone,	one	should	develop	the	concepts	of	tone	and	embouchure	from	

 
37	Adding	a	brass	mouthpiece	to	the	neckpiece	of	the	saxophone	is	a	next	step	and,	for	now,	outside	this	dissertation’s	scope.	
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the	 basics,	 ensuring	 they	 have	 a	 balanced	 air-;irst	 approach	 and	 not	 to	 use	 too	much	
pressure	while	buzzing.38	
	
Once	 this	embouchure	 is	 achieved,	 rehearse	with	 just	 the	mouth.	This	will	build	ease,	
;lexibility,	 and,	 most	 importantly,	 endurance	 with	 this	 new	 type	 of	 embouchure.	 My	
favorite	types	of	exercises	are	long	tones	and	single	articulations.	Do	these	exercises	for	
about	ten	minutes	before	moving	on	to	the	neck	of	the	saxophone.	[Demonstrates].	
	
Next,	introduce	solely	the	neckpiece.	As	is	also	common	in	common	practice	playing,	I	like	
to	do	only	neck	exercises	to	continue	to	work	on	the	embouchure	and	the	experience	of	
the	saxophone	neck	against	my	lips.	The	neck	poses	several	challenges	for	anyone	who	
buzzes	their	lips	against	it.	First,	the	edges	of	the	neck	can	be	somewhat	sharp	as	they	are	
not	designed	to	be	in	contact	with	the	human	skin.	Second,	one	should	avoid	forcefully	
pressing	the	neckpiece	into	the	lips.	This	will	hurt	and	ultimately	leave	the	saxophonist	
unable	to	play	until	the	lips	heal.	Bring	the	neckpiece	gently	to	the	center	of	the	lips	and	
vibrate	 the	 lips	against	 it.	 [Demonstrates].	 It	 is	 recommended	to	 incorporate	exercises	
that	enhance	familiarity,	;lexibility,	and	endurance	in	this	con;iguration.	
	
Given	the	multitude	of	possible	pitches,	it	is	advisable	to	have	the	target	pitches	in	mind	
before	attempting	to	play	them.	The	pitch	manual	provided	on	this	page	will	be	bene;icial	
for	this	exercise.	When	approaching	trumpet	sounds	for	the	;irst	time	in	an	unfamiliar	
score,	I	often	;ind	it	helpful	to	sing	the	part	before	attempting	to	play	it	on	the	saxophone.	
In	 this	 way,	 I	 have	 an	 aural	 reference	 before	 using	 the	 saxophone;	 Weiss	 and	 Netti	
encourage	the	same	(Weiss	and	Netti	2010:	148).	
	
Dynamic	Range:	
Trumpet	 sounds	 can	 be	 played	 across	 a	 dynamic	 range	 from	pianissimo	 to	 fortissimo,	
depending	on	 the	range	of	 the	 instrument.	 It	 is	nearly	 impossible	 to	play	 in	 the	 lower	
tessitura	of	 the	 instrument	outside	of	 the	piano	 to	mezzo-piano	 range.	However,	 in	 the	
highest	ranges,	it	is	almost	impossible	to	do	the	opposite,	relying	on	a	solid	mezzo-forte	
to	fortissimo	range.	[Demonstrates].	
	
Articulations:	
Single	Tongue:	
While	buzzing	the	lips,	 the	tongue	should	be	directed	towards	the	center	of	the	lips	to	
momentarily	interrupt	the	air;low.	Despite	the	absence	of	the	mouthpiece,	the	tonguing	
remains	largely	similar	to	standard	playing	techniques.	[Demonstrates].	
Double	Tongue:	
Double	 tonguing	 is	 also	possible	 and	 somewhat	 easier	 compared	 to	 common	practice	
playing	when	 the	mouthpiece	 is	 not	 present.	 One	will	want	 to	 think	 of	 the	 tongue	 as	

 
38	There	are	many	other	articles,	methods,	and	pedagogies	that	detail	the	complexity	of	brass	embouchure.	To	interact	with	all	these	
methods	would	be	a	dissertation	on	 its	own.	For	 the	sake	of	 focus,	 I	will	not	provide	 too	many	examples	but	will	 reference	other	
documents	for	saxophonists	to	read	while	working	on	embouchure.	



 68 

having	 a	 rebound	 action.	 The	 ;irst	 articulation	 is	 a	 single	 tongue	where	 the	 tongue	 is	
aimed	 toward	 the	 center	of	 the	 lips.	 Immediately	after,	 retract	 the	 tongue	 slightly	and	
force	the	back	of	the	tongue	up	to	articulate	on	the	soft	palate.	Repeat	this	procedure	over	
and	 over	 in	 the	 desired	 rhythm	 and	 tempo.	What	 I	 like	 to	 think	 about	 is	 a	 “Too-Koo”	
articulation,	 which	 mirrors	 what	 the	 tongue	 must	 do	 in	 order	 to	 double	 tongue.	
[Demonstrates].		
Flutter	Tongue:	
Flutter	tonguing	can	be	easily	combined	with	trumpet	sounds.	For	saxophonists	who	can	
perform	the	;lutter	tongue	technique	with	the	mouthpiece,	they	simply	need	to	get	used	
to	the	sensation	of	;luttering	without	the	resistance	of	the	mouthpiece	while	buzzing	their	
lips.	This	 should	not	be	 too	dif;icult.	Performers	and	composers	 should	be	aware	 that	
adding	 the	 ;lutter	 tongue	 technique	will	 increase	 the	 dynamic	 output	 of	 the	 trumpet	
sounds.	 Additionally,	 ;lutter	 tonguing	 might	 affect	 the	 pitch	 center	 of	 the	 sound.	
[Demonstrates].	
	
Glissandi:	
Much	like	in	common	practice	brass	playing,	glissandi	are	possible	when	performing	the	
trumpet	sounds	technique.	This	can	be	achieved	by	slowly	altering	between	;ingerings,	
manipulating	 the	 embouchure,	 or	 a	 combination	 of	 both.	 The	 manipulation	 of	 the	
embouchure	 can	 occur	 through	 several	 different	 means:	 adjusting	 the	 strength	 or	
weakness	of	the	lips	on	the	neckpiece,	altering	how	close	the	neckpiece	is	to	the	vibrating	
lips,	 or	 adjusting	 the	 openness	 of	 the	 throat.	 A	 fair	 amount	 of	 trial	 and	 error	will	 be	
necessary	to	determine	which	method	will	work	best	on	the	respective	saxophone	and	
desired	pitch	sets.	[Demonstrates].	
	
Barrissement:	
The	barrissement	technique	is	a	subset	technique	that	involves	the	over	pressurization	of	
the	 trumpet	 sound	embouchure.	 [Demonstrates].	 “Barrissement”	 in	French	means	 the	
roar	 of	 an	 elephant,	 aptly	 named	 due	 to	 the	 evocative	 sound	 it	 produces.	 When	 the	
amount	of	air	forced	into	the	saxophone	neckpiece	saturates	the	sound,	a	roar-like	effect	
is	achieved.	The	amount	of	pitched	content	is	nearly	equal	to	the	amount	of	air,	as	the	air	
being	 forced	 through	 the	 lips	 and	 neckpiece	 is	 hyper-pressurized.	 The	 pitch	 is	 very	
dif;icult	to	control	since	the	air	itself	is	out	of	control.	Despite	the	typical	lack	of	control,	
desired	pitches	can	be	achieved	through	diligent	practice.	One	should	take	caution	when	
performing	this	technique,	as	the	amount	of	pressure	exerted	by	the	lips	is	extraordinary	
and	can	lead	to	cramps	and	headaches	if	overperformed.	The	pressure	can	be	released	by	
often	 taking	 rests	 when	 practicing.	 Found	 throughout	 the	 literature	 for	 SWMP,	 this	
technique	 is	 often	 used	 in	 pieces	 that	 do	 not	 require	 precision	 of	 pitch	 but	 rather	 a	
textured	and	colorful	sound	world.		
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4.4	-	Personal	Development	-	https://youtu.be/di-GONYpy2I		
	
Extremes	in	tessitura	can	be	challenging	depending	on	the	saxophone	used.	For	example,	
it	is	very	dif;icult	to	produce	sounds	lower	than	a	low	C	on	tenor	and	baritone	saxophone	
without	;irst	starting	slightly	higher	in	range,	whereas	this	dif;iculty	is	not	as	apparent	
with	the	alto	and	soprano	saxophones.	Like	all	techniques,	mindful	practice	is	essential	to	
mastery.	
	
What	I	like	to	do	when	I	need	to	play	very	precise	trumpet	sounds	and	be	exact	with	pitch	
is	to	pull	out	my	old	method	books	and	play	the	simple	melodies	there.	Working	through	
these	exercises	allows	me	to	focus	on	the	sound,	accuracy	of	pitch,	and	development	of	
embouchure	strength.	
	
4.5	-	Pedagogy	-	https://youtu.be/hlE7rcureco		
	
Position	 the	 center	 of	 the	 neckpiece	 of	 the	 saxophone	 to	 the	 center	 of	 the	 lips.	
[Demonstrates].	 Choose	 the	 correct	 and	 desired	 ;ingering.	 [Demonstrates].	 Form	 the	
buzzing	embouchure	by	lightly	pressing	the	lips	together,	creating	a	kissing	shape	with	
the	mouth	while	keeping	the	top	and	bottom	teeth	slightly	spaced	apart	inside	the	oral	
cavity.	[Demonstrates].	Hear	the	desired	pitch	in	the	mind's	ear	before	blowing.	Breathe	
in.	 [Demonstrates].	 And,	 blow	 a	 focused	 stream	 of	 air	 through	 the	 lips	 and	 into	 the	
neckpiece	producing	a	successful	trumpet	sound	through	the	saxophone.	[Demonstrates].	
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4.6	-	Transposition	Charts	for	Trumpet	Sounds	
	
Soprano	Saxophone	

	
	
Alto	Saxophone	

	
	
Tenor	Saxophone	

	
	
Baritone	Saxophone	

	
	
	
	 	



 71 

4.7	-	Demonstration	Videos	for	Trumpet	Sounds	
	
Below,	 I	will	demonstrate	 the	 trumpet	sounds	 technique	on	all	 four	main	saxophones,	
show	 transitions	 with	 the	 other	 SWMP	 techniques,	 and	 perform	 combinations	 with	
singing	and	common	practice	saxophone	playing.	Each	video	is	accompanied	by	a	brief	
text	for	further	elaboration.	
	
Chromatic	Scale	Played	on	Soprano,	Alto,	Tenor,	and	Baritone	Saxophones:	
https://youtu.be/5xtt0epuDoQ		
In	 this	 section,	 I	 demonstrate	 the	 full	 range	 of	 possible	 notes	 on	 all	 four	 standard	
saxophones.	It	is	important	to	note	that	at	the	extremes	of	tessitura,	producing	pitches	
with	 precision	 and	 exactitude	 becomes	 increasingly	 challenging.	 In	 many	 cases,	 it	 is	
advisable	to	begin	from	a	more	accessible	starting	point	and	gradually	work	higher	or	
lower	to	achieve	the	desired	pitches.	
	
The	ranges	presented	here	re;lect	what	was	achievable	for	me	at	the	time	of	recording	the	
Pitch	Manual	 in	March	 2022.	 However,	 each	 player	may	 have	 a	 functional	 range	 that	
extends	beyond	the	indicated	limits,	depending	on	their	familiarity	and	comfort	with	the	
trumpet	sounds	technique.	
	
Barrissement	Technique:	
https://youtu.be/aFxG3n6KjHM		
Alternating	 between	 regular	 trumpet	 sounds	 and	 the	 barrissement	 technique	 is	 both	
possible	 and	 highly	 effective	 in	 creating	 distinct	 sound	 worlds.	 However,	 composers	
should	be	mindful	that	a	player's	endurance	may	be	compromised	by	rapid	shifts	between	
these	 two	 techniques.	 It	 is	 also	 important	 to	 note	 the	 potential	 risk	 of	 injury	 when	
performing	 extended	 passages	 using	 the	 barrissement	 technique,	 due	 to	 the	 over-
pressurization	of	air.	To	prevent	damage	to	the	embouchure,	it	is	advisable	to	take	breaks	
and	rest	when	experiencing	headaches	or	excessive	cramping	in	the	lips.		
	
Articulations:	
https://youtu.be/509W_iOB7Ms		
Single	Tongue:	
Single	tonguing	articulation	within	the	context	of	trumpet	sounds	technique	should	be	
adapted	 from	 common	 practice	 playing,	 with	 the	 key	 difference	 being	 the	 reduced	
resistance	 inside	 the	 mouth	 due	 to	 the	 absence	 of	 the	 mouthpiece.	 Composers	 are	
encouraged	to	collaborate	with	saxophonists	to	determine	the	maximum	speed	at	which	
they	 can	 single	 tongue	while	maintaining	 the	 trumpet	 sound	 embouchure.	When	 the	
speed	 increases,	 clarity	often	becomes	a	 challenge;	 therefore	 it	 is,	 important	 to	 ;ind	 a	
balance	between	articulation	speed	and	sound	quality.	
Double	Tongue:	
Similarly,	a	saxophonist	should	adapt	their	knowledge	of	double	tonguing	from	common	
practice	technique.	Most	saxophonists	will	be	familiar	with	the	“TOO	KOO”	or	“DUH	GUH”	
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approach	to	double	tonguing.	At	slower	speeds,	the	back	of	the	tongue	may	interfere	with	
the	pitch	and	sound	quality.	To	minimize	this,	the	tongue	should	be	moved	quickly	into	
position,	 striking	 the	back	of	 the	soft	palate	and	 interrupting	 the	air;low	to	create	 the	
double	 tongue	articulation.	This	quick	movement	will	help	maintain	clarity	and	sound	
quality.	
Flutter	Tongue:	
The	;lutter	tongue	technique	can	be	applied	while	performing	trumpet	sounds,	and	it	can	
be	produced	in	two	ways:	the	front	rolling	“R”	and	the	back	rolling	“R.”	The	front	rolling	
“R”	creates	a	more	aggressive	attack,	which	naturally	increases	the	dynamic	intensity.	In	
contrast,	the	back	rolling	“R”	produces	a	more	intimate	sound,	although	it	can	be	dif;icult	
to	hear	in	certain	contexts.	
	
Glissandi:	
https://youtu.be/-loEVta0-FE		
There	are	multiple	ways	to	produce	glissandi	effects	using	the	trumpet	sounds	technique.	
Saxophonists	may	need	to	incorporate	a	combination	of	different	techniques	depending	
on	the	desired	starting	and	target	notes.	By	manipulating	the	embouchure,	adjusting	the	
opening	of	the	throat,	altering	;ingerings,	and	varying	the	distance	between	the	lips	and	
the	 saxophone	 neckpiece,	 one	 can	 achieve	 a	 range	 of	 glissandi	 effects.	 These	 various	
methods	offer	;lexibility	and	options	for	creating	smooth,	continuous	pitch	shifts.	
	
In	Combination	with	Other	SWMP	Techniques:	
Trumpet	Sounds	to	Tongue	Rams:	
https://youtu.be/C8ViRu5lJsA		
The	 trumpet	 sounds	 technique	 can	 be	 seamlessly	 integrated	 with	 the	 tongue	 ram	
technique.	While	 the	pitch	of	 the	 tongue	 ram	closely	matches	 that	of	 trumpet	 sounds,	
there	 are	 subtle	 differences	 in	 the	 same	 ;ingerings.	 To	 aid	 in	 developing	 the	 trumpet	
sound	 pitch,	 a	 saxophonist	 can	 use	 the	 tongue	 ram	 as	 a	 close	 reference	 for	 the	
fundamental	pitch	of	the	trumpet	sound.	Swift	transitions	between	these	two	techniques	
are	feasible	and	can	be	effectively	utilized	in	performance.	
	
Trumpet	Sounds	to	Air	Pitch:	
https://youtu.be/BdsCX4aOSFQ		
Trumpet	sounds	can	be	easily	combined	with	the	air	pitch	technique,	though	the	resultant	
pitches	will	differ	even	when	similar	;ingerings	are	used.	If	a	composer	wishes	to	blend	
these	techniques,	it	is	recommended	to	instruct	the	saxophonist	to	perform	the	air	pitch	
technique	 with	 a	 “straight	 on”	 playing	 position.	 There	 is	 an	 inherent	 dynamic	
inconsistency	 between	 these	 two	 techniques,	 which	 the	 saxophonist	 must	 address	
through	 dynamic	 scaling	 or	 which	 the	 composer	 can	 utilize	 creatively.	 The	 speed	 of	
transition	between	the	techniques	can	be	quite	rapid,	depending	on	the	distance	between	
the	neckpiece	and	the	saxophonist's	mouth	while	performing	the	air	pitch	technique.	This	
close	distance	may	allow	for	a	seamless	transition	between	the	two	techniques.	
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Trumpet	Sounds	to	Saxo-Flute	Hybridity:	
https://youtu.be/9GyjNTGh9W0		
Creating	 a	 smooth	 transition	 between	 trumpet	 sounds	 and	 saxo-;lute	 hybridity	 is	
challenging.	Due	 to	 the	drastically	different	embouchures	required	 for	each	 technique,	
making	;luid	and	rapid	succession	is	nearly	impossible.	However,	the	inherent	change	in	
tone	 quality	 between	 these	 techniques	 can	 create	 striking	 sonic	 shifts	 in	 both	
compositions	and	improvisations.	Since	the	transpositions	between	the	two	techniques	
differ	signi;icantly,	saxophonists	and	composers	should	consult	the	respective	;ingering	
charts	to	achieve	similar	sonic	results	when	transitioning	from	one	;ingering	to	the	next.	
	
In	Combination	with	Other	Techniques:	
Trumpet	Sounds	and	Growl/Singing:	
https://youtu.be/Ftjl4pBEPuU		
Playing	 trumpet	 sounds	 and	 singing	 simultaneously	 is	 feasible.	 However,	 the	 balance	
between	the	trumpet	sounds	and	the	singing	voice	may	require	adjustment	based	on	the	
dynamic	 level	 demanded.	 Often,	 the	 singing	 voice	 can	 become	 quite	 harsh	 due	 to	 the	
interaction	 of	 lip	 buzzing	 and	 vocal	 production.	 This	 unique	 combination	 can	 be	
employed	 to	 create	harmonies	with	 a	 typically	monophonic	 instrument,	 enriching	 the	
overall	texture	and	expanding	sonic	possibilities.	
	
Trumpet	Sounds	to	Normal	Playing:	
https://youtu.be/DtRJY4BrIsw		
Combining	 any	 SWMP	 techniques	 with	 traditional	 playing	 using	 the	 mouthpiece	 is	
possible,	though	there	are	a	few	important	considerations	to	keep	in	mind.	
	
Firstly,	the	transition	time	required	to	reattach	the	mouthpiece	is	signi;icant.	Allow	the	
saxophonist	approximately	;ive	to	ten	seconds	to	pick	up	the	mouthpiece,	properly	place	
it	 on	 the	 instrument,	 adjust	 the	 neckstrap	 if	 necessary,	 and	 prepare	 to	 play	with	 the	
mouthpiece	again.	This	delay	can	also	be	used	creatively,	for	example	to	generate	musical	
drama	through	silence	or	by	emphasizing	the	physical	act	of	removing	or	replacing	the	
mouthpiece.	Alternatively,	 a	 composer	may	 choose	 to	 ;ill	 this	 transition	with	different	
musical	material	or	techniques.	
	
Secondly,	there	is	the	possibility	of	the	mouthpiece	making	noise	as	it	rubs	against	the	
cork	of	 the	neckpiece.	While	applying	cork	grease	before	performing	can	mitigate	 this	
noise,	it	is	not	a	guaranteed	solution.	Composers	might	also	consider	incorporating	this	
rubbing	sound	into	their	compositions.	
	
The	 third	 factor	 to	 consider	 is	 the	 tuning	 of	 the	 instrument	 after	 reattaching	 the	
mouthpiece.	While	this	is	typically	not	a	major	issue	since	experienced	saxophonists	will	
intuitively	 know	 where	 to	 place	 the	 mouthpiece	 to	 play	 in	 tune,	 it	 is	 important	 to	
acknowledge	that	this	 intuition	is	not	foolproof.	 If	precise	tuning	is	critical,	composers	
should	include	a	designated	moment	in	the	piece	for	the	saxophonist	to	retune.	
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