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Paule Maurice (1910-1967) is the little known composer of Tableaux de 

Provence: Suite for Saxophone and Orchestra, one of the most frequently recorded and 

studied classical saxophone compositions in history. A more in depth study of Paule 

Maurice reveals a talented composer and dedicated professor whose career at the 

Conservatoire National Supérieur de Musique de Paris and l’Ecole Normale de Musique 

de Paris spanned over twenty-five years until her untimely death at age fifty-seven. 

Maurice composed for theatre, ballet, French National Radio, orchestra, voice, piano, 

flute, clarinet, and saxophone. There is question as to the whereabouts of many of her 

manuscripts. 

This thesis attempts to bring to bear the life and accomplishments of a talented 

French composer not well remembered in music history.
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Chapter I 

Background Information 

Who is Paule Maurice? 

  It’s never too late to be what you might have been. 
   – George Eliot 

Classical saxophone is a genre practically unknown to the everyday listener of 

music, and jazz is most often thought of when saxophone is mentioned, so it is little 

wonder that a composer named Paule Maurice would be relegated to the realm of 

anonymity. Most music enthusiasts would never encounter her music unless they were 

avid connoisseurs or students of obscure twentieth century classical music, more 

specifically, classical saxophone literature. Paule Maurice composed many works, but 

only two for saxophone, Tableaux de Provence and Volio, an etude for modern 

saxophone. Tableaux de Provence is by far her most recognized work, and the academic 

database World Cat lists this composition as being recorded over eighty times since it 

was premiered in 1958 by French saxophone virtuoso and revered teacher, Jean-Marie 

Londeix.  

In 2009, the list included nearly forty professional recordings in the form of LPs, 

CDs and tapes, three professional concerts, one lecture entitled, The Power of Music as 

Medicine in Healing Environments, and more than forty undergraduate through doctoral 

recitals. These are only the documented performances and recordings. The CD notes of 
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the 2006 compilation release entitled Portrait by Jean-Marie Londeix, state that 

Tableaux de Provence is the composition most widely performed by students and by 

2006, “there has been no fewer than thirty-five recordings of this work” (Londeix 2006, 

6-7).  

Paule Maurice by her own documentation penned over fifty compositions 

(saxame.org 2009). Only seven compositions have been documented in World Cat. 

There are websites that sell titles that are undocumented, such as Tambour et 

Trompettes, which is part of an anthology entitled Les Plaisirs de la Musique and can be 

found on http://www.di-arezzo.com/france/partitions-de-paule+Maurice.html. Di-

arezzo.com also lists a saxophone quartet attributed to Paule Maurice entitled Aurore. 

Attempts to purchase this item were cancelled citing only that this item was no longer 

available. A piano solo entitled 3 Pièces de Le Music-Hall des Marionettes is listed on 

the website http://www.musicroom.com/se/ID_No/0272771/details.html and the 

description included with this title are Tambour et Trompettes, Poupée d'Amérique, and 

Mah Jong leading us to believe these are part of one composition. Where is Paule 

Maurice? What elements of her life contributed to her unknown status? Who is Paule 

Maurice? 

Maurice enjoyed a more than thirty-five year history with the Conservatoire 

National Supérieur de Musique de Paris (CNSMDP) as a student and professor. From 

1965 to 1967 she was Professor of Harmonic Analysis at l’Ecole Normale de Musique 

de Paris. Why have her compositions been largely ignored? To answer this question we 

must examine her life in the face of the continually changing musical atmosphere of the 

twentieth century and her life circumstances. Paule Maurice is a twentieth century 

http://www.di-arezzo.com/france/partitions-de-paule+Maurice.html
http://www.musicroom.com/se/ID_No/0272771/details.html
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composer who has enriched the musical landscape with more than just one composition 

for saxophone and should be remembered in all lists as a substantial composer.   

Biographical and the Written Record 

Paule Charlotte Marie Jeanne Maurice was born in Paris on September 29, 1910 

and died August 18, 1967 in Paris. Her parents were Raoul Auguste Alexandre Maurice 

and Marguerite Jeanne Lebrun. The archivist of the Conservatoire National Supérieur 

de Musique de Paris, Sophie Levy, stated that the registration list for Paule Maurice 

showed her father’s occupation as an office worker with no other details, and that they 

were married. It is unknown if her parents were musically inclined, or, as was the case 

with many women of the time, her mother may have played piano. As of this writing, 

nothing is known about her childhood or how she came to be musically gifted, what and 

who influenced her decisions to remain true to composition and musical study, or who 

her early teachers were.  

What is known has been provided by a 1960 curriculum vitae written by Paule 

Maurice, letters written to Jean-Marie Londeix from Paule Maurice translated by 

Alfredo Mendoza, Dr. William Street, and Jennie Wood of the University of Alberta, 

Canada, and Sophie Levy. Other substantial and well-documented sources can be found 

in Jean-Marie Londeix’s, A Comprehensive Guide To The Saxophone Repertoire, 1844-

2003, first published in 1970, and Dr. James Umble’s 2000 publication, Jean-Marie 

Londeix: Master of the Modern Saxophone. James Umble is Professor of Saxophone at 

Youngstown State University in Ohio. He is a former student of Jean-Marie Londeix 

and his credentials form a long and impressive list.  
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A smaller, but detailed source of information on Paule Maurice can be found in 

the 1987 edition of The International Encyclopedia of Women Composers by Aaron I. 

Cohen and gives previously unknown dates to some of her compositions. He references 

four sources for Maurice which include Encyclopedie de la musique, (1958-1961) 

edited by F. Michelby, 125 ans de musique pour saxophone 1st ed., (1971) by Jean-

Marie Londeix, International Discography of Women Composers (1983) by Aaron I. 

Cohen , and The Musical Woman (1984) edited by Judith Lang Zaimont, Catherine 

Overhauser, and Jane Gottlieb.  

Most other information concerning Paule Maurice has been synthesized from 

these sources, and more often than not, has been misquoted. The most notorious 

example is Wikipedia, the number one Google result for Paule Maurice. The few lines 

describing Maurice date Tableaux de Provence at 1959, one year after its 1958 

premiere. It does mention her professors, her awards, and the treatise of harmony she 

wrote with husband, Pierre Lantier. This first entry was made December 6, 2005 by 

someone known only as “TheMadBaron.” That an entry was made at all is cause for 

celebration and thanks. As of October 30, 2009, the Wikipedia entry for Paule Maurice 

has been modified to its present form as a result of this research in the name of 

saxophonegypsy. Beforehand, the best information available on Wikipedia in English 

for Paule Maurice as of October 25, 2008, was this modification by someone known 

only as Rjwilmsi: 

Paule Maurice (1910 – 1967, Paris) was a French composer. She is 
perhaps best known for her 1959 composition for saxophone and 
orchestra, Tableaux de Provence (Pictures of Provence) as well as her 
Flute quartet Suite pour quatuor de Flûtes. Paule Maurice studied music 

http://en.wikipedia.org/wiki/User:Rjwilmsi
http://en.wikipedia.org/wiki/Paris
http://en.wikipedia.org/wiki/France
http://en.wikipedia.org/wiki/Saxophone
http://en.wikipedia.org/wiki/Orchestra
http://en.wikipedia.org/wiki/Tableaux_de_Provence
http://en.wikipedia.org/wiki/Provence
http://en.wikipedia.org/wiki/Flute_quartet
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at the Conservatoire National Supérieur de Paris. Her tutors included 
Jean Gallon (Harmony), Noël Gallon (Counterpoint and Fugue) and 
Henri Büsser (Composition). By the age of twenty-three, she was Jean 
Gallon's teaching assistant. She tutored many students, several of whom 
became professors to the school. With Pierre Lantier, her husband, she 
wrote a treatise on harmony which became an important reference work 
in numerous schools in France and abroad. 

See also 

• Flute quartet  

External links 

• Paule Maurice's 1960 autobiography  

Other examples include the liner notes of the 2007 CD Wind Tableaux by the 

The College of New Jersey Wind Ensemble that state, “Tableaux de Provence crept into 

being between 1954-1959 (Sylvester 2007, 1).” A three-page article written in 2001 by 

the British saxophonist Sarah Field for the quarterly Clarinet and Saxophone reports the 

same dates of creation. A very thorough publication entitled Music for Piano and 

Orchestra by Dr. Maurice Hinson in 1981 mentions her as a composer of two 

compositions, Concerto (1950) and Suite for two pianos and orchestra. What is not 

clear is if Concerto is really Concerto pour piano et orchestra or if Suite for two pianos 

is Cosmorama: suite pour deux pianos.  

Hinson also lists the composer’s dates as (1910-   ), which does not account for 

Maurice’s 1967 death. Dr. Hinson is Senior Professor of Piano at Southern Baptist 

Theological Seminary in Louisville, Kentucky and the recipient of the Lifetime 

Achievement Award from the Music Teachers National Association. He may also be 

the first publication in America that includes her on a list of composers. This is not the 

http://en.wikipedia.org/wiki/Conservatoire_de_Paris
http://en.wikipedia.org/w/index.php?title=Jean_Gallon&action=edit&redlink=1
http://en.wikipedia.org/w/index.php?title=No%C3%ABl_Gallon&action=edit&redlink=1
http://en.wikipedia.org/wiki/Henri_B%C3%BCsser
http://en.wikipedia.org/wiki/Pierre_Lantier
http://en.wikipedia.org/wiki/Flute_quartet
http://www.saxame.org/topics/maurice2/mauricetopic1.html
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result of incompetence as these individuals are well-educated professionals and possible 

admirers of Paule Maurice at the very least. It is due to the absence of relevant and 

available information concerning Maurice. In 2009, the academic databases, RILM and 

Oxford Music Online, formerly Grove Music Online, still had nothing catalogued 

regarding Paule Maurice.  

These examples illustrate how information about Maurice’s life is highly 

underrepresented in the written record. In addition, one has to remember that 

information about Paule Maurice has been limited to only a few sources and those are 

still somewhat obscure. The website saxame.org was not in existence when Sarah 

Field’s article was published. James Umble’s book was released only one year earlier. 

In a phone interview on October 13, 2009, Sarah Field stated that when she was asked 

by the Clarinet and Saxophone Society of Great Britain to write an article, she was very 

discouraged by the incredible lack of information on Paule Maurice. Field stated that 

only because she was working on another project at the time did she have access to the 

British Library, and what she discovered was, unfortunately, “close to a blurb (Personal 

Communication 2009).” All other information would have to be explicated from the 

body of work that Maurice composed, a task not easily performed since little of what 

she composed is readily available. The inter-library loan program instituted in the 

universities has made this process more accessible.   

The underrepresentation of Paule Maurice continues to be found in books 

published documenting female composers. Most notable is the 1995 publication, The 

Norton/Grove Dictionary of Women Composers edited by Julie Anne Sadie and Rhian 

Samuel. In its 548 pages, Maurice is nowhere to be found. It is a fantastic directory and 
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rich in historical information concerning women composers, but unfortunately for 

Maurice, there have not been new editions. Women and Music edited by Karin Pendle 

and published in 2001 omits Maurice in its 561 pages. Women in Music published in 

1996 edited by Carol Neuls-Bates does not mention Maurice. Again, this is not the 

result of negligence and poor research. This is common when looking for information 

on Paule Maurice. She is conspicuously absent from the lists of composers everywhere. 

A more recent example that exists illustrating this problem can be found online 

at http://www.kapralova.org/DATABASE.htm which gives a current list of women 

composers in 2009, although admits that it is not complete. The Kaprilova society is an 

organization dedicated to the music of Vitezslava Kapralova, born January 24, 1915 in 

the Czech Republic, and other women composers; however, Paule Maurice is not on the 

list. They advertise the New Grove Dictionary of Women Composers. The advice given 

to add a composer to the list was followed by an email sent, providing all information 

necessary for review. Happily, a reply returned with confirmation of Paule Maurice’s 

future place in the list. The criteria by which they add members to this list are posted on 

their website: 

About this list: This is by no means the ultimate database of 
women composers. In fact, this list represents only a tiny fraction of 
more than 6000 women composers about whom a record exists (e.g. 
Aaron Cohen's Encyclopedia of Women Composers lists 6,196 women 
composers). Only composers of classical music whose works have been 
released on compact disc, have been included in this database. [For 
composers of electroacoustic and experimental music, jazz composers, 
and composers specialized in film music please refer to this list.] In this 
database, composers are listed in alphabetical order, and their name is 
followed by their date and country of birth (which may in some cases 
differ from their country of residence). Where a link to online resources 
exists, it has also been provided. If you know of a woman composer who 
meets the above criteria but whose name has been omitted, write to us at: 

http://www.kapralova.org/DATABASE.htm
http://www.kapralova.org/LISTEN.htm
http://www.kapralova.org/LIST.htm
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society.kapralova.org. If you are proposing a contemporary artist, please 
note that only professionally trained composers whose music has been 
released by a professional label will be considered, and that the society 
reserves the right to approve your nomination. 

 

Mr. Freeze and Missing Manuscripts 

Finding information on Paule Maurice other than the aforementioned sources 

has proven to be a challenge. One of those challenges exists in a post on 

www.pianostreet.com in 2002, a website dedicated to serious piano students. This post 

follows the timeline of possible events and depicts an incredible story. Maurice died in 

1967, but her husband, Pierre Lantier died in 1998, two years before this post. An 

individual named “Mr. Freeze,” his pianostreet.com “nom de plume,” claims to have 

been meandering in a flea market in 2000 at the Porte de Cignancourt in Paris when he 

happened upon a bundle of manuscripts and memorabilia authored by “a composer 

named Paule Maurice” (pianostreet.com, 2002). After discovering this post in 2008, 

numerous attempts to contact Mr. Freeze by posting replies to his post have remained 

unanswered. Pianostreet.com is forbidden by law to give out personal information, but 

the proprietors of the site agreed to contact Mr. Freeze with the email address used to 

join their site and request contact. Unfortunately no reply has materialized. Here is the 

post: 

Hello everyone… 

“I would like to share what happened to me a couple of years ago 
about a contemporary composer named Paule Maurice. Only a few 
people might know her – most of them maybe sax players – though some 
of her works have been recorded quite often and especially one: 
“Tableaux de Provence” which is a piece for alto saxophone and 
orchestra. A reduction for piano and sax also exist and this is the version 
of the piece that is mostly played around the world. Check out on 
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google.com for this piece, you can not miss it, it is everywhere on the 
web!  

Here is the story. One day, I was walking in Paris at the flea 
market at the “Porte de Cignacourt” and was taking time to look through 
old music scores on bookshelves to complete my collection. To my 
surprise, as I was looking through piles of old literature books and 
random stuff, I saw a piece of music manuscript flying through the air. It 
caught me by surprise, as it’s not so easy to find that kind of material 
these days except in auctions, and while turning around, I saw a bunch of 
bounded manuscripts and a couple of pedagogy books from the same 
author: Paule Maurice… 

I went through the music scores and discovered a symphony, a 
piano concerto, a violin concerto, light music pieces composed for the 
French national radio at her time (ORTF) and lots of miscellaneous 
manuscripts of her. I bought two or more manuscripts, I don’t exactly 
remember, and took them home with me to study them the same night. 
At my house , I checked in a couple of music directories and dictionaries 
but did not find her anywhere…Doubting if this music was of real 
interest, I went back the next day and bought all the scores from her 
which included sketches, manuscripts, printed music, lesson books, 
students compositions, personal letters and a couple of music autographs 
from famous French composers. There is more to come. I even found out 
in her papers all her sketches for the Concours de Rome plus newspaper 
reviews from that time. And now the icing on top of the cake…I even 
found in her archives the sketch of the cantata and the complete 4 voices 
fuga that Henri Dutilleux wrote for the concours de Rome in 1938 plus 
autographs from Henri Busser (who’s worked with Debussy), Henri 
Chalan (a very famous French teacher in composition and counterpoint) 
… 

After finding all this memorabilia, I started to search for Paule 
Maurice’s life and discovered that she actually taught sight-reading and 
composition at the  Conservatoire National de Paris for many years with 
her husband Pierre Lantier (you know the Pierre Lantier contact for 
string players in France? Don’t search further, it is him.) and wrote a 
harmony treatise. I haven’t really started to work on her output (some of 
her scores can be bought through Editions Lemoines in Paris) but I will 
do so when I have more time. Her output is quite large, around 100 
pieces for symphonic orchestra, chamber music, radio, concertos, ballets, 
light music, melodies... 

While researching for her, I have collected lots of information, 
her dates (1910-1957), who she was, her resume…If anybody has any 
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information about this French composer, please feel free to take contact 
with me.”   Mr. Freeze. 

Maurice and the Compositional Record 

Because these events and materials have no means of verification to date, it is 

difficult to calculate its possible impact on her life story. Of the nearly fifty 

compositions she wished to immortalize in her 1960 curriculum vitae, one has to 

remember there are still seven more years unaccounted for regarding composition. 

Maurice mentions there are more compositions in the process (saxame.org 2009). Her 

saxophone etude, Volio was assigned the year 1967, the year she died, and was recorded 

only once in 1974 by Dr. Jamal Rossi on his CD, Caprice. Dr. Rossi is Associate Dean 

and Professor of Woodwinds at the Eastman School of Music in Rochester, New York 

and has granted permission to upload his recording of Volio to the website 

www.studentsofpaulemaurice.ning.com, a companion site to www.paulemaurice.com. 

What compositions she penned during those years are uncertain given the facts 

about her life are scarce. If one is to believe what Mr. Freeze says in his post, one has a 

different story altogether of a much more prolific composer who was capable of many 

more aspects of composition than the documented record demonstrates. The academic 

database World Cat documents only seven compositions that are of note because they 

have been performed, recorded, donated, or studied at a university. Some of the entries 

are listed more than once because they include a piano reduction or were re-released at 

later dates.  

The list that Maurice leaves us illustrates many different aspects of her talents 

and abilities, but what else she composed one may never know. The Conservatoire 

National Supérieur de Musique de Paris library holds more listings that include her 

http://www.studentsofpaulemaurice.ning.com/
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contest pieces of the late thirties, but it does not have all the titles she speaks of in her 

curriculum vitae (saxame.org 2009). Where are all the manuscripts of the compositions 

she documents? It is known that publishers Lemoine, Le Duc, Durand, and Billaudot 

hold the rights to the compositions that are known, but what of the others?  

The website http://www.di-arezzo.com/france/partitions-de-Paule+Maurice.html 

sells only seven, and two other publications which are part of one book, Complement 

Du Traite D’Harmonie De Reber, the treatise on harmony written by Paule Maurice and 

her husband, fellow composer Pierre Lantier. This book will be discussed in more detail 

in another section. The titles of the compositions documented in World Cat are 

Tableaux de Provence: suite pour saxophone et Piano, Tableaux de Provence suite pour 

saxophone et Orchestre, Volio: étude pour saxophone alto mi b, Cosmorama: pièces 

deux pianos, Trois pièces pour violon et piano, Concerto pour piano et orchestre : 

Réduction á deux pianos, Memoires d’un Chat, Suite pour quatuor de flutes, and Valse 

du prince et de la belle from an anthology for piano students entitled, Les 

comtemporains du XXe siècle.  

This does not represent the total number of compositions Maurice documents. 

Of nearly fifty that are mentioned, it is difficult to calculate the number of compositions 

that deserve extended study given the abilities exhibited in such works as Tableaux de 

Provence. The criteria to follow in deciding such a task would depend on the 

individuals involved. Claude Delangle, world-renowned virtuoso saxophonist and 

professor of saxophone at the Conservatoire National Supérieur de Musique in Paris 

since 1988 stated that she was “not a prominent composer, but she wrote such beautiful 

pages (Personal Communication 2009).”  

http://www.di-arezzo.com/france/partitions-de-Paule+Maurice.html
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In fact, Claude Delangle recorded Tableaux de Provence with his wife Odile 

Catelin-Delangle, Professor of Piano at l’Ecole Normale de Paris in 2002 on the CD A 

la Francais, and again in 2007 on the CD Under the Sign of the Sun with a full 

orchestra. The duo have recorded many works together which have done nothing less 

than enrich the audio landscape. Delangle states in the notes of Under the Sign of the 

Sun, “Here, too, Paule Maurice’s talent as an orchestrator is displayed in all its 

refinement, including the radiant sparkling of the celesta which punctuates the final 

reprise of the main theme,” when describing the fourth movement, Dis Alyscamps. This 

statement alone is enough to hope that Mr. Freeze surfaces one day. 

Another issue that arises in analyzing the post written by Mr. Freeze is that 

Paule Maurice, an obscure figure in music history, seems an unlikely target of fraud. 

History has already done its job well.  If one wished to write for no reason at all, this 

would be a wonderful opportunity to do so, since most people, musicians included, 

know almost nothing about Maurice, thus falling on deaf ears.  

            By 2002, the internet was gaining ground as a source of information that 

beforehand was impossible to retrieve without traveling, writing, or exhaustive hours on 

the telephone. Two websites were in existence at the time of this post which are based 

in academia and reliable, www.musimem.com, established in 2000, and 

www.saxame.org, established in 2002, which would have been able to supply Mr. 

Freeze with information on Paule Maurice. To suggest this is where he got some of his 

information is impossible. Nowhere on these sites does it speak of Paule Maurice and 

French Radio (ORTF) or other minor aspects of his post.  
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            The only other source that mentions her work in radio, Radiodiffusion-

Télévision Française (ORTF), is in the 2000 Roncorp publication of Dr. James 

Umble’s, Jean-Marie Londeix: Master of the Modern Saxophone. This book is the most 

significant source of information concerning Paule Maurice and her music, but whether 

he knew of its existence is in question. There are three pages dedicated to Paule 

Maurice and Tableaux de Provence. It is the source of information with respect to Jean-

Marie Londeix, the classical saxophone, and music in general. It is certainly possible 

since Mr. Freeze appears to be musically knowledgeable based on what he says in this 

post. It is reasonable to assume that after recognizing the value of what he found, he 

began to study Paule Maurice and realized its significance. The post comes two years 

after his walk through the flea market giving him ample time to peruse the manuscripts.  

            An interesting point about the post by Mr. Freeze is that he seems genuinely 

delighted and surprised by his find. After all considerations of whether his post is a 

hoax, it seems unlikely given the anonymity of his subject. To the music historian’s 

dismay, confirming this information has proven fruitless since nothing has been heard 

from since this post and all attempts for contact have remained unanswered. One can 

only hope Mr. Freeze is still alive and the manuscripts continue to remain intact.  For 

one interested in Paule Maurice, this post can prove difficult to put away and ignore. 

Indeed, in order to further study how she came to compose what we do know, we must 

move forward and examine her educational background. 

Educational and Professional Life 

 Paule Maurice studied harmony at the Conservatoire National Supérieur de 

Musique de Paris with M. Jean Gallon from November 30, 1929 to 1933 winning first 
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prize in harmony. From 1933 to 1947 she worked as his assistant. According to Sophie 

Levy, archivist of the Conservatoire National Supérieur de Musique de Paris, Maurice 

studied counterpoint and fugue with his younger brother, M. Noël Gallon, Prix de Rome 

winner of 1910, from November 30, 1931 to 1935 winning second prize of fugue in 

1934 while continuing to study (Personal Communication 2009). 

 Paule Maurice studied composition from January 22, 1935 to 1939 with M. 

Henri Busser, winner of the 1893 Prix de Rome. According to records provided by 

Sophie Levy, in 1939 Paule Maurice won first prize in composition. It was a separate 

contest from the Prix de Rome but it is unknown if she was ever a candidate. There 

were two winners of the Prix de Rome in 1939 for composition, Pierre Maillard-Verger 

and Jean-Marie Grunenwald.  It was also the beginning of World War II, only a year 

away from the German occupation. These are the times in which Paule Maurice began 

her professional career.  

 After 1933, Jean-Marie Londeix states that Paule Maurice specialized in 

teaching Harmony (Umble 2000, 266). In 1942, Maurice was appointed Professor of 

Sight Reading at the Conservatoire National Supérieur de Musique (CNSMDP) and in 

1965 she was appointed Professor of Harmonic Analysis at  l’Ecole Normale de 

Musique de Paris holding these positions until her death. Maurice writes in her 

curriculum vitae that she taught many students who won the coveted Prix de Rome and 

after their studies, became professors at the Conservatoire National Supérieur de 

Musique de Paris.  

 In 1967, Paule Maurice died. It is not clear how she died, if it was sudden, or 

any circumstances surrounding her death. Sophie Levy states “I found that she left the 
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Conservatory in 1967 but I am not sure of this date” (Personal Communication 2009). 

Confusion surrounding this time is not unthinkable given the fact that she died 

relatively unknown as a composer. No one was able to foresee the contribution she 

would make to students of saxophone worldwide and the impact she would have on the 

genre of classical saxophone. It is possible that she did look ahead, and together with 

the success of “her Tableaux,” as Maurice lovingly refers to it in one of her letters to 

Jean-Marie Londeix, found reason to document her life and achievements in her 

curriculum vitae (saxame.org 2009).  

 Paule Maurice and Pierre Lantier were both educators and composers working 

with the same universities. Lantier, Grand Prix de Rome winner of 1937, composed 

more works than Paule Maurice, and his Sicilienne pour Saxophone Alto et Piano is the 

composition for which he is most frequently cited. It is not certain when the two were 

married. Two sources, www.musimem.com, and the liner notes of Nadine Shank’s 1991 

Classical Play-A-Long: Volume 1 CD suggest a date between 1936 and 1942, although 

nothing is certain. Nadine Shank is the Principal Orchestral Pianist with the Springfield 

Symphony Orchestra, Professor of Music in Piano, and Director of the Piano and 

Collaborative Piano Programs of the University of Massachusetts. One of the photos on 

www.musimem.com depicts the 1936 Prix de Rome candidates, and in that photo Paule 

Maurice is referred to as Mlle. Paule Maurice.  

 The liner notes of Nadine Shank’s CD quote an interview with Marcel Mule in 

which he remembers a time in 1942 when he asked Pierre Lantier, Maurice’s husband, 

to take his son Pol as a student. His schedule did not allow so he asked his “wife” to 

accept him, which she did (Shank 1982, 2). It was this juncture in their professional life 
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that likely led them to become family friends and nurtured the desire in Paule Maurice 

to write a composition for saxophone, particularly for Marcel Mule, named Tableaux de 

Provence.  

 In a letter to Jean-Marie Londeix dated November 29, 1960, Maurice states she 

wrote what was to become the fifth movement, Le Cabridan, twelve years earlier for 

Marcel Mule, before the first four movements were ever composed. She writes that he 

found it too easy, so she composed a cadenza between rehearsal numbers eleven and 

twelve to satisfy his virtuosic abilities (Saxame letters 1960, 1). Le Cabridan is 

frequently assigned a difficulty rating of grade seven, which is high, by the various solo 

and ensemble organizations, such as the Florida Bandmasters Association.  

 In 1942, another twist of fate that certainly nurtured this relationship to the 

saxophone, was that both Paule Maurice and Marcel Mule were appointed by Claude 

Delvincourt to the Conservatoire National Supérieur de Musique de Paris the same year. 

Marcel Mule was the first saxophone professor that had been hired since Adolphe Sax 

left in 1872, seventy years earlier. Mule is arguably the most influential saxophonist in 

history in commanding respect for the saxophone as a classical music medium. This 

point is most important when discussing one of the many reasons for the relative 

unknown status of Paule Maurice. Without his support of this composition, this thesis 

would most likely have been on a different subject.  

 Dr. William Street of the University of Alberta, Canada frequently performs and 

lectures with Jean-Marie Londeix at various universities, most recently at Wright State 

University on September 24, 2009 where one of the lectures included was on Tableaux 

de Provence. In A Comprehensive Guide To The Saxophone Repertoire by Jean-Marie 
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Londeix, the foreword written by Dr. Street brings to light a poignant fact in the history 

of composition and saxophone: 

A few remarkable tendencies that are notable are the substantial 
increase of female composers who have chosen to write for saxophone, 
Sweden’s extensive output of works utilizing saxophone, and composers 
from virtually all countries in the world are now writing prolifically for 
saxophone and including these pieces on their biographical works list, 
which was not always the case. It is not uncommon to find that writing 
for saxophone embarrassed composers of the mid-twentieth century and 
that the titles of some works that included saxophone were excluded 
from their official lists of publications, including that of Jacques Ibert! 

 

One cannot grasp the meaning of this last statement unless one knows who 

Jacques Ibert is and the importance of one of his saxophone compositions to the 

classical saxophone canon. Jacques Ibert was a French composer who won the Prix de 

Rome in 1919 and composed many works in various styles. “As a whole his work is 

stylistically difficult to define because the elements are, like the output itself, extremely 

diverse” (Londeix 2003, 182).  

Ibert held the position of Directeur de la Villa Médici á Rome from 1936 to 

1962 until he died. He composed eight pieces for saxophone, the most famous being 

Concertino Da Camera that was composed between 1935 and 1936 for German 

saxophonist Sigurd Rascher. This piece was premiered by Marcel Mule in 1936 in its 

final form and has since become an integral part of the classical saxophone canon. So 

for a composer so well known to hide such a significant composition depicts the 

needless shame that those who had nothing to lose composing for saxophone may have 

felt. 
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Indeed, one could conjecture that Maurice was free to compose for saxophone 

because no one else would admit to doing so. The problem we encounter with this idea 

is that it suggests she may not have taken herself too seriously as a composer or that 

what she composed did not have her full confidence. It is improbable to say. More 

probable is knowing how other composers felt, she was freer to compose for saxophone 

without expectation of the status quo, which fortunately for us, brought forth Tableaux 

de Provence. One may go further and say this was of no consequence and her path was 

chosen by her superb abilities to compose and integrate the sounds of the time given her 

proximity to the forefront of saxophone study. Maurice could not have imagined in 

1948 what impact on saxophone literature her composition would have during the next 

half of the century. One may never fully know of the conditions, which led to her 

passion for composing, but one can examine some of the facets of her adult life that 

allowed Maurice to be free enough to create such works and perhaps some conditions 

that hindered her output.  

Professional and Personal Life 

It is not known if Paule Maurice and Pierre Lantier had children, but Jean-Marie 

Londeix stated in a November 2, 2009 email correspondence that, “by consulting in 

particular the Lantier children, as well as the family documents, you will be better able 

to conceptualize the musical career of Paule Maurice” suggesting parenthood. The 

photos provided in the appendix from www.musimem.com are from the collection of 

Bernard Lantier, perhaps their son. For many women composers, raising a family took 

precedent over composing simply because of societal norms and allegiances to one’s 
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family. How this affected her compositional output is difficult to say, since the facts 

surrounding her personal life are to a great extent unknown. 

In her 1960 curriculum vitae, Maurice mentions all her accomplishments and 

prizes. In Pierre Lantier’s memoriam on www.musimem.com, no children were 

mentioned so privacy must have been a high priority or just not important to the article. 

What this meant for their professional lives of teaching, composition, and writing is not 

clear since both were active composers. It could explain the considerably smaller output 

of Paule Maurice as compared to her husband if she were the primary caretaker. Cecile 

Chaminade, a French woman composer (1857-1944) expressed the sentiment, “it is 

difficult to reconcile the domestic life with the artistic…. When a woman of talent 

marries a man who appreciates that side of her, such a marriage may be ideally happy 

for both” (Pendle 2001, 180). 

 Paule Maurice and Pierre Lantier collaborated on an important book published 

in 1950 entitled, Complément du Traité d'harmonie de Reber, commentaires et 

nombreux textes destinés à faciliter l'assimilation à l'écriture moderne: Debussy, Ravel, 

Strawinsky, etc. One might form opinions about their relationship when viewing the 

front cover of the book because Paule Maurice’s name is on top and Pierre Lantier’s 

name is underneath. Less confident men might not have fared well with this 

arrangement. It could also be that next to his name is the title Grand Prix de Rome. In 

either case, Pierre Lantier might be seen as a man secure in his abilities and one who 

holds his wife, author and composer Paule Maurice, in high esteem. Maurice states in 

her 1960 curriculum vitae that their book was widely used in France and other countries 

demonstrating obvious pride in their accomplishment. The preface and foreword of their 
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book contains the blessings of their former professors and illustrates the importance of 

their work. The French transcriptions will precede the English translations: 

                                                  PRÉFACE 

                                         de Jean  et Noël Gallon 

Professeurs au Conservatoire National de Musique de Paris 

 

Nous avons plaisir à signaler le grand intérêt qui s’attache aux 
notes rédigées par Madame Paule MAURICE et Monsieur Pierre 
LANTIER. 

Elles contribueront à metire à nouveau en lumière le célèbre 
Traité d’ Harmonie de REBER qui se trouve ainsi “rajeuni” de la facon 
la plus heureuse et aussi la plus profitable pour les élèves qui en 
entreprendront l’étude. 

Ces deux jeunes auteurs, aussi remarquables l’un que l’autre par 
une érudition solide et savante, étaient tout spécialement qualifies pour 
mener à bien ce travail minutieux et si précieux pour les harmonistes. 

Puissent ces derniers savoir lire et comprendre toutes les nuances 
de leurs subtiles et fines explications. 

Jean Gallon 

Noël Gallon 

 

PREFACE 

by Jean and Noël Gallon 

Professeurs au Conservatoire National de Musique de Paris 

 

We have the honor of calling attention to the great importance accorded 
to the work written by Madame Paule Maurice and Monsieur Pierre 
Lantier. 

They have contributed in bringing out once again the famous Treatise on 
Harmony by Reber, whose work has been “modernized” in a more 



21 

 

fortunate and beneficial manner for those students wishing to undertake 
its study. 

These two young authors, both equally remarkable in having a solid and 
scholarly foundation were especially qualified to successfully bring to 
conclusion this detailed and highly valuable study for harmonists, as they 
have the ability to read and understand all the nuances of their subtle and 
perceptive explanations. 

Jean Gallon 

Noël Gallon 

(Translated by Elsa Cantor, M.A. in French, Florida Atlantic University) 

Paule Maurice and Pierre Lantier were both able composers and educators who 

possessed the musical knowledge to warrant their historical place at the Conservatoire 

National Supérieur de Musique de Paris, and this treatise was a testament of their skills. 

They wrote an acknowledgement that states, “We would like to express our sincere 

gratitude to the late Georges Caussade, Simon Plé-Caussade, André Bloch, Jean Gallon, 

Noël Gallon and Henri Busser, our Masters who gave us the necessary knowledge to 

write this work.” Not even their Masters produced such a work, so their pride in them 

was obvious. In the forward, both Maurice and Lantier explain the nature of their work 

and how the student should use it:
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AVANT – PROPOS 

Ce “Complément” constitué d’un ensemble de commentaries, 
d’exemples et de lecons pratiques, est destine à adapter le remarquable 
Traité de Reber* aux necessities de la technique modern.  

En l’écrivant, nous avons poursuivi un double but: 

Donner à l’étudiant l’habitude d’une discipline indispensable. 

Lui faire connaître les possibilities d’un Art devenu à la fois plus 
riche et plus subtil depuis Claude Debussy, Gabriel Fauré. Maurice 
Ravel, Paul Dukas, pour ne citer que les grands Maîtres disparus. 

Sachant quelles difficulties soulève l’étude de la “Modulation”, 
nous avons insisté sur ce problem en montrant l’importance des rapports 
mélodiques et harmoniques ainsi que l’influence qu’ils exercent sur la 
tonalité. 

Notre dernier Chapitre comporte tout d’abord quelques notions 
succintes concernant l’emploi des Modes antiques, exotiques et libres; 
ensuite, les elements essentiels de construction de la fugue d’Ecole; 
enfin, les conseils à l’élève en vue de la realization des texts imposes aux 
Concours du Conservatoire National de Musique de Paris. 

Puissent le Traité de Reber et notre ouvrage, réunis, server de 
guide au jeune ne musician et l’inciter à entreprendre ensuite l’étude du 
Countrepoint et de la Fugue afin d’acquérir la plus complete maîtrise de 
son Art. 

                        P.M.  P.L. 

*Le Traité de Reber est demeuré jusqu’à nos jours l’un des plus 
grands modèles de l’enseignement harmonique et il servit à la formation 
de toute une génétation de musiciens,  

Les exercises contenus dans ce volume peuvant étre donnés 
comme supplement è tout Traité d’Harmonie. 
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FOREWORD 

This “Supplement” constitutes an ensemble of commentaries, examples, 
and practical lessons, destined to update Reber’s remarkable Treatise on 
Harmony to the standards of modern writing.  

We have written this guide with a two-fold purpose in mind: 

To help the student acquire the habit of an essential discipline. (To 
provide the student with the habit of an indispensable discipline).  

To make known the possibilities of an art, which has become richer and 
subtler since Claude Debussy, Gabriel Fauré, Maurice Ravel, Paul 
Dukas, to name just a few of the great departed Masters.   

Knowing full well the difficulties that accompany the study of  
“Modulation,” we have thus stressed the importance of melodic and 
harmonic relationships as well as their influence on tonality. 

Our last chapter contains, first of all, some succinct notions about the use 
of antique, exotic, and free Modes; second, the essential elements of 
construction for the school of Fugue; and lastly, advice to the student 
about performing/writing the texts used in (imposed by) the 
examinations at the Conservatoire National de Musique de Paris.  

In order to guide the young musician towards acquiring the most 
complete mastery of his Art possible, Reber’s treatise and our work can 
be combined to serve as such a guide and to encourage him/her to 
undertake the study of Counterpoint and Fugue.  

                                                                                 P.M.   P.L 

 

Reber’s Treatise on Harmony remains until this day one of the most 
important models for teaching harmony that has served to train a whole 
generation of musicians. 

The exercises included in this work can be used as a supplement to all 
treatises on harmony.  

(Translated by Elsa Cantor, M.A. in French, Florida Atlantic University) 

The book that was used until this point was Traité d'harmonie written by 

Napoléon Henri Reber in 1862, eighty-eight years prior. It did not address the issues 

that composers like Stravinsky, Debussy, and Ravel employed. Their book was intended 
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as an update to Reber’s treatise and meant to work in tandem with his work. There was 

no need to re-invent the rules of harmony, but they needed revision given the 

developments of the early twentieth century and by 1950, the rules were changing faster 

than ever. By the time of their publication, the post modern period was underway and 

John Cage was in full swing composing music with simple household items such as 

toasters and radios.  

The conclusion written by Maurice and Lantier addresses the issues facing the 

modern composer of their time, their students, and expresses the adage that one cannot 

know where one is going until one knows where one has been. This is certainly an 

interesting point to be made, since by the time of their publication in 1950, where music 

was going compositionally was a mystery to all. The conclusion reads as follows: 

CONCLUSION 

Au moment où le jeune musician vient de terminer ses études 
d’harmonie, il est souvent irrésistablement attire par les œuvres moderns, 
et nous comprenons fort bien son enthousiasme. Il ne faut cependant pas 
qu’il oublie, surtout s’il veut acquérir plus tar dune personnalité dans la 
composition, qu’il importe avant toute autre chose de connaître los 
grands classiques. Quels meilleurs precepts pouvons-nous lui donner que 
ceux que nous léguèrent nos Maîtres Henri Rabaud et Henri Büsser: 

«Entendre, travailler et jouer au piano, en tout 
premier lieu Gluck, Haydn, Mozart, Beethoven, Weber, 
Schubert, Mendelssohn, Schumann, Chopin, etc., ainsi 
que les compositeurs de musique de theater: Rossini, 
Verdi, Gounod, Bizet, Massenet, Puccini etc., se livre à 
une etude particuliére et approfondie de l’œuvre de J.S. 
Bach qui représente le medèle le plus pur de l’équilibre 
harmonique et contrapunctique» 

Tout cela représente un acquis primordial permettant à l’élève 
d’aborder ensuite l’analyse des œuvres de C. Franck, G. Fauré (plus 
spécialement les melodies et le Requiem) d’Em. Chabrier, de Cl. 
Debussy (Pelléas et Mélisande) de Paul Dukas, de Maurice Ravel, etc.  
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C’est seulement après s’être fortement pénétré de l’ensemble de 
ces chefs d’œuvre qu’il pourra satisfaire son désir légitime de connaître 
la literature musicale modern par l’etude des œuvres de nos Grands 
Maîtres actuels: Florent Schmitt, Stawinsky, Honneger, etc. 

Disons pour terminer qu’une assimilation complete de la 
technique harmonique, loin d’ètre néfaste comme d’aucuns le prétendent, 
à l’éclosion d’un talent ou d’un genie, dote le musicien du plus puissant 
moyen de contròle qu’il puisse mettre au service de son Art. 

                                          P. M. – P. L. 

 

CONCLUSION 

When the young musician has terminated his study of harmony, he is 
often irresistibly attracted to modern works, and we can very much 
understand his enthusiasm. However, he must not forget that an 
understanding of the great classics is essential if he wishes to someday 
excel in composition. What better precepts could we possibly give him 
than that which our Masters Henri Rabaud and Henri Büsser passed on to 
us: 

 Listen, work, and play piano – firstly the works of 
Gluck Hayden Mozart, Beethoven, Weber, Schubert, as 
well as the Opera composers: Rossini, Verdi Gounod, 
Bizet Massenet, Puccini. Secondly, engage in a specific 
and thorough study of the work of J.S. Bach, who 
represents the purest possible model of harmonic and 
contrapuntal equilibrium.  

All of these represent the essential foundation enabling the student to 
then take on the analysis of works by C. Franck, G. Fauré (in particular 
the melodies of the Requiem), Em. Chabrier, Cl. Debussy (Pelléas et 
Mélisande) Paul Dukas, and Maurice Ravel, etc.  

It is only after a serious and profound familiarity and study of the 
collection of these masterpieces that the student will be able to satisfy his 
legitimate desire to understand the literature of modern music through 
studying the works by our present-day great Masters: Florent Schmitt, 
Strawinsky, Honegger, etc.  

In conclusion, it should be said that a complete assimilation of technical 
harmony, far from being harmful, as others might claim (maintain), will, 
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in the dawning of talent or genius, provide the musician with the most 
powerful means of control that he can put into use in his Art.  

                            P. M. – P. L. 

(Translated by Elsa Cantor, M.A. in French, Florida Atlantic University) 

The true nature of their relationship is unknown, but in an article on Pierre 

Lantier’s death on www.musimem.com, the writer expresses the fact that he will “rejoin 

his wife, Paule Maurice,” suggesting he may not have remarried. The picture that 

emerges of their relationship is one that embodies mutual respect and pride in one 

another as a person and composer. These aspects of their life are impossible to confirm 

without testimony from living persons that knew them, and unfortunately, it was over 

forty years ago. If there are persons that knew them and wish to add to their story, they 

can contribute their recollections and memories to a website entitled 

www.paulemaurice.com and click on the main photo bringing them to the contribution 

page.  

Paule Maurice and Pierre Lantier were both composers with compositional 

legacies of their own. They produced a strong body of work as a married couple, which 

not only added to the saxophone repertoire, but to music in general. The Pierre Lantier 

International Competition in Paris is still in existence. Pierre Lantier was a professor at 

l’Ecole Normale de Musique and Director of the Conservatoire de Troyes de Paris. The 

Library of the Conservatoire National Supérieur de Musique de Paris catalogues fifty 

compositions for Lantier, but only one recording, Marcel Mule’s La Légende. World 

Cat documents fifty-four recordings, which include student recitals, graduate and 

doctoral, faculty recitals, professional recordings, and contest pieces. There are so many 
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exquisite talents walking the halls everyday in universities all over the world and to 

those that know them, study with them, and perform with them, respect is not lost to the 

mundane and unassuming. 
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Chapter 2 

The Internet 

The Rise of Paule Maurice 

One surprise, which arises from the information provided by Sophie Levy, 

archivist of the Conservatoire National Supérieur de Musique, was the length of 

Maurice’s full name, Paule Charlotte Marie Jeanne Maurice. All sources mention her as 

Paule Maurice. Some internet sources have mentioned her as Paul Maurice. In one case, 

she is mistaken for Swiss composer, Pierre Maurice, and given credit for nineteen of his 

compositions on a recording entitled, Flute of Jade/Melodies(5)Fugue by Ursula Wick, 

Gerard Wyss, and Hans Joerg Fisk and can be viewed at  http://www.amazon.ca/Flute-

Jade-Melodies-5-Fug/dp/B00005AMMW. Irony does not fall short in this example 

when realizing the internet has been integral in spreading Maurice’s name and 

accomplishments. Such websites as www.saxontheweb.net, www.saxame.org, 

www.musimem.com, and more recently, www.paulemaurice.com, have provided 

students of Paule Maurice a much-needed source of correct information.  

In researching Paule Maurice on the web, it is not uncommon to see posts 

wondering who she is and if anybody knows more about her. If one inputs Paule 

Maurice into Google’s search engine, over 40,000 entries will come up and almost all of 

them are cross-referenced with Tableaux de Provence. When one examines the 

frequency of recitals and recordings documented in World Cat, the increase 

http://www.amazon.ca/Flute-Jade-Melodies-5-Fug/dp/B00005AMMW
http://www.amazon.ca/Flute-Jade-Melodies-5-Fug/dp/B00005AMMW
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of interest in her music by the beginning of the 1990s and continuing steadily through 

the present demonstrating its importance to the saxophone curriculum at many 

universities is evident. This coincides with the dawning of the internet age.  

If one views www.youtube.com, many versions of various movements for 

Tableaux de Provence can be viewed performed by both professionals and students. In 

the past, one would have had to travel to a concert or visit a town far away in order to 

see such performances. YouTube has made available previously unknown and 

unavailable content viewable by the click of a mouse. Still, one has to be aware that 

such obscure content exists. Classical saxophone is not a common genre. An article 

written by music critic Will Crutchfield in the November 28, 1985 New York Times 

describing saxophonist Neal Ramsay’s performance of Tableaux de Provence illustrates 

this well: 

The coincidence is remarkable only because the saxophone is not 
one of the most usual instruments for solo recital. Although it was 
invented to join the expanding symphony orchestra, most 19th century 
composers were somewhat nonplussed by the wailing sound that found 
its home generations later in jazz. So “legitimate” classical repertory for 
saxophone is limited and little known. 

The website www.saxalliance.org/ is an organization that has furthered the 

pursuits of saxophone and composers such as Paule Maurice. If one needed to find 

information pertinent to the saxophone and its literature, this website facilitates this 

need, another factor in the rise of previously unknown music having an audience. When 

Maurice died, this would have been literally impossible to do without having express 

knowledge of what one needed and where to get it. If one visits www.youtube.com, 

there are scores of students posting videos performing Tableaux de Provence. Students 
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from around the world can share their experiences, compete, and learn by example in 

ways never imagined by Maurice for her music. A testament of her prowess as a 

composer is that young and old are moved by her music enough to learn and perform 

her compositions and post them.  

YouTube 

One performer who gives a testament of the power of the web in promoting the 

compositional gifts of Paule Maurice is Theodore Kerkezos. He performs all five 

movements of Tableaux de Provence with the National Bucharest Radio under the 

direction of Tiberiu Soare on www.youtube.com. Theodore Kekezos completed his 

studies at the Athens Conservatoire in Greece. He studied with Jean-Marie Londeix and 

Daniel Deffayet, Marcel Mule's successor and former student. In 1992 and 1993 

Kerkezos was awarded the Papaioannou Music Award. Tableaux de Provence was 

originally intended for saxophone and orchestra and some the most moving versions are 

those with an orchestra.  

Fortunately for the world of saxophone, one of Paule Maurice’s talents was 

piano reductions, which is what most students of this composition perform. In a 

September 2009 email correspondence with Theodore Kerkezos, he spoke of his 

admiration for her writing and specifically, Tableaux de Provence. Kerkezos believes it 

to be a pity that saxophone is not more a part of the orchestral arena and that it should 

be as important as the violin or piano. 

After his performance on www.youtube.com, Theodore Kerkezos stated in the 

same email that he performed Tableaux de Provence with the Thessaloniki State 

Orchestra conducted by Gunter Neuhold and will perform Tableaux de Provence on 
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February 5th, 2010 under the direction of Vladimir Fedoseyev on Tchaikovsky Moscow 

Radio. We can only wait for the new videos to appear to watch again the magnificence 

of this composition.  

His is not the only video posted on YouTube by a professional performer. Huub 

Claessens of Klosterneuburg, Austria posts all movements of Tableaux de Provence 

with an orchestra except movement four, Dis Alyscamps l’amo souspire. Huub 

Claessens studied saxophone at the Conservatory of Maastricht and his curriculum 

included music and drama. Since 1986 he has been a performing opera singer. The 

power of the web via YouTube has contributed significantly to the study and 

understanding of Tableaux de Provence and Paule Maurice. Alternatively, it has 

disseminated disinformation that Maurice has been prone to ever since she has become 

“known.” 

As of October 25, 2009, there were no less than ten videos of various 

movements of Tableaux de Provence incorrectly posted under the name Paul Maurice, 

indicative of the misunderstanding that is common, that she is a he. The name Paule to 

some audiences may not fall into the female category at first hearing and inadvertently 

give the impression that Maurice was a man. It is difficult to say. YouTube has been a 

useful tool in bringing Maurice to the listener. As of October 25, 2009, there were 

thirty-nine videos that listed her name correctly. 

The combination of professional videos and student recitals of Tableaux de 

Provence illustrates its importance as a composition for saxophone and is demonstrated 

by two videos posted, one a master class given by Jean-Marie Londeix, and a big band 

arrangement posted by Florencia Gonzales. The master class was a video posted after 
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Jean-Marie Londeix’s purported last visit to North America suggesting the timelessness 

of Maurice’s composition. The big band arrangement posted is testament to the 

versatility of her chordal and melodic structures that allow for transfer to another 

medium successfully. It is truly a work that demonstrates the composer’s high level of 

ability. 

Tableaux de Provence and Performance History 

The professional performance history behind Tableaux de Provence begins with 

the classical saxophone virtuoso, Jean-Marie Londeix, who recently lectured in the 

United States on September 24th at Wright State University in Dayton, Ohio. This was 

one in a series of university appearances that was announced on http://saxontheweb.net. 

What is remarkable about these lectures is that he is seventy-seven years old and 

premiered Tableaux de Provence over half a century ago on December 5, 1958 with the 

Orchestra Symphonique Brestois and still deems this composition important enough to 

include it in one of his recent master classes. Dr. William Street of the University of 

Alberta, Canada simultaneously translated his lecture. It was followed by a recital 

featuring Dr. Street on saxophone and Roger Admiral on piano.  

This series of master classes was advertised as Londeix’s final North American 

tour, certainly sad news for up and coming saxophonists in America (Wright State 

2009, 1). Dr. Shelley Jagow of Write State University stated in a September 2009 email 

that these lectures and recitals will be available sometime in 2010 on DVD. Jean-Marie 

Londeix released a compilation of his finest works in the 2006 release Portrait, which 

included a performance of Tableaux de Provence. Unfortunately for saxophonists 

worldwide, he retired his saxophone twelve years ago.  

http://saxontheweb.net/
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Much of what has been recorded concerning Paule Maurice is found in letters of 

correspondence between Jean-Marie Londiex and Paule Maurice, memorabilia 

surrounding the premiere of Tableaux de Provence, and her curriculum vitae which is 

published on www.saxame.org. These letters are part of a larger collection of 

memorabilia and reference materials regarding saxophone history and literature and 

were donated by Jean-Marie Londeix to the city of Bordeaux, France. In these letters, 

the trust and friendship that the composer and performer had for one another is clear. 

Paule Maurice held him in high esteem evidenced by such statements as seen in this 

letter to Jean-Marie Londiex:  

[Date Unknown] 1960  

My dear friend,  

In all haste I'm sending you this information - and my thanks as 
well for showing such an interest in my "Tableaux". I have no doubt 
that, when performed by you, they will win great success. 

My husband joins me in thanking you for your kind thoughts, and in 
expressing our warmest and most sincere wishes.  

Most amicably, 
Paule Maurice 

  

 There are more letters on www.saxame.org and the all are written with 

admiration and respect for him. It is interesting to note that on the letter dated 

May 21, 1959, Paule Maurice signed it P. Lantier Maurice, perhaps indicating 

she was not fully comfortable with their correspondence since all the following 

letters are signed Paul Maurice. It is difficult to say, given so little to discern.
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 Another letter gives us the true dates of creation for Tableaux de 

Provence. The majority of sources indicate 1954-1959, a year later than its 

premier. In a letter dated November 29, 1960, Maurice tells Jean Marie Londeix 

that she wrote the 5th Movement, Le Cabridan, for Marcel Mule twelve years 

ago making the date of composition 1948, four years earlier than most sources 

of information. She states that the other movements were written between 1952 

and 1955, four years less than most other sources, mainly internet sources. This 

kind of misinformation is commonplace for entries regarding Paule Maurice 

because she is conspicuously absent from the written record. It is safe to say that 

Tableaux de Provence was written between 1948 and 1955, four years before its 

world premiere.  We can thank the mindfulness of Jean-Marie Londeix for 

preserving any significant and documented record we have concerning Paule 

Maurice. 
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Chapter 3 

Album Notes and Letters 

The Descriptive Language of Tableaux de Provence 

 Tableaux de Provence has evoked many emotions in the performers who have 

played this composition and most have had something to say about it in the notes of 

their recorded releases. In the program notes of Claude Delangle’s 2002 release, A La 

Francais, each movement is described and life breathed into the composition as a 

whole: 

Another aspect of French Music of this period (the piece by Paule 
Maurice dates from 1956) is its interest in scenes and characters from 
folklore. The suite Tableaux de Provence for E flat saxophone and piano 
evokes Provence and, in more general terms, the south of France. The 
strong modal colouring and the simplicity of La Farandoulo di Chatouno 
(Farandole of the Young Girls) reflect its traditional, popular character. 
The song like Cansoun per ma mio (Song for my love) rises up sincerely 
and tenderly, with sweet saxophone sonorities. Paule Maurice’s music 
here recalls remarks that Bizet made about his own l’Arlésienne: 

“Only the saxophone could provide the 
tenderness, the passion, and yet with a hint of 
containment and restraint.”  

And yet one strange figure appears: La Boumiano (The Bohemian 
Woman), who, if we may judge from the violent quaver ostinato that 
characterizes this tableau, is impressive and with an ardent temperament. 
The Alyscamps featured in Dis Alyscamps l’amo souspire (The soul 
longs for the Alyscamps) are roads bordered by Gallic and Roman tombs 
at the gates of Arles. This lament evokes the recent passing of one of the 
composer’s friends, and is the only somber, funereal part of the suite. 
Lou Cabridan is an incessant whirlwind of semiquavers that covers the 
entire register of the saxophone. All of this effervescent music represents
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the “Cabridan,” a large bumble bee from the South of France. The bee 
buzzes around and suddenly breaks off its laborious gathering, the 
saxophone breaking into a brilliant buzzing. Finally the bee flies away, 
bringing these luminous Tableaux de Provence to a close (© Marie-
Laure Ragot 2002). 

 

 If we examine the original notes given by Paule Maurice, one finds explanations 

that are similar to her notes and others that are born of the listening experience 

(Saxame.org 2009). This suggests a clear ability to convey a feeling or image through 

composition and evidence of her gifted abilities. In a letter to Jean Marie-Londeix, she 

writes:  

29 November 1960 

Dear Sir, 

Don't think for a moment that I've forgotten you. I'm really very sorry to 
have been so late in writing to you. But, at this time, every day brings 
new responsibilities involving examinations and the reorganization of 
classes - what's more, we have also had quite a few problems within the 
family. 

Getting right to Tableaux de Provence, here are the essential details: Le 
Cabridan was written about twelve years ago for our friend Marcel Mule 
(who gave saxophone lessons to my husband while he was preparing for 
an examination as an assistant director). When Marcel Mule found the 
Cabridan to be too easy (!), it prompted me to add a small cadenza. The 
other movements were written between 1952 and 1955. My husband is a 
Southerner, and although I was born in Paris I'm Provençale at heart. I’ve 
been spending the summer months in the South for over 25 years. The 
movement Des Alyscamps l'âme soupire was written under a flood of 
grief and sorrow upon learning of the death of one of my husband's 
cousins, who was like a brother to us. He was a person that drew others 
to him - intelligent and cheerful. His life was shattered in 1914, when he 
was seriously wounded in the war. He then lived a secluded life deep 
inside Provence, in the midst of the vineyards, the peach and the olive 
orchards - his "country". Even today I'm still grateful to him for the 
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hours of poetry that we enjoyed in his company. It is thanks to him that I 
discovered the true charm of Provence, to love the shrill song of the 
cicadas, to appreciate the joy of finding a drop of water beneath a rock in 
a country where moisture is so precious. I cannot find the words to tell 
you how cruel his loss was to us. The movement that you like so much 
was written over a period of two days during this time. I’m very touched 
by the fact that you guessed that an emotional shock was behind its 
creation - your question was in no way indiscreet. 

I hope that your presentations are successful. With an artist such as you, 
it is virtually guaranteed. As always, thank you for expressing your 
interest in my Tableaux - my husband joins me in sending our warmest 
regards. 

Paule Maurice 

 

 Her original program notes are published on saxame.org in the original 

French transcription and are presented in both French and English on pages 264 

and 265 in Dr. Umble’s book, Jean-Marie Londeix: Master of the Modern 

Saxophone. Maurice describes in detail her vision and inspiration for Tableaux 

de Provence: 

1. Farandole des Jeunes-filles (Dance of the Young Girls) is written in 
the hypolydian mode. It expresses joys of youth. The solo instrument 
has most of the rhythmic interest, and shares a few interspersed 
dialogues with the oboe and flute. 

2.  Chanson pour ma mio (Song for my beloved) opens with notes based 
on guitar tuning pitches. The saxophone then introduces a tender and 
poetic phrase over an accompaniment reminiscent of a serenade. 

3. La Bohémienne (The Gypsy Girl): a strongly emphasized rhythm 
expresses the fiery temperament of the gypsy people. 

4. Des alyscamps l’âme soupire (From the graveyard Les Alyscamps. A 
Soul Sighs): The saxophone sings a plaintive, nostalgic melody. This 
piece is constructed on the form of a lied. A sonorous background of 
darker colors is created by the strings. The English horn’s 
melancholic timbre plays a dialogue with the solo instrument.  

5. Le Cabridan is the name of a large, buzzing insect native to the 
Provence region of France. The saxophone’s agility is well-suited for 
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presenting the rapid and swirling agitated figures found in this piece. 
It is written in the form of a perpetual motion work whose continuous 
motion is briefly interrupted by a short cadenza. The reprise of the 
theme, played in canon by the soloist and the orchestra, seems to 
depict the rapid escape of the insect, which disappears in a general 
diminuendo. 

 

The 1990 recording of Tableaux de Provence by saxophonist Pekka Savijoki, a 

student of Daniel Duffayet, entitled The French Saxophone is much shorter and again 

illustrates the result of inaccurate information due to Paule Maurice’s obscure place in 

music history. The notes refer to “one of its composers finest works.” By 1990, none of 

her other works had ever been recorded and information regarding them was virtually 

unknown, so it is difficult to ascertain the meaning of this statement. That she is the 

only woman composer on any album regarding classical saxophone is not unusual 

which is demonstrated in the following description of Paule Maurice:  

The only female composer on this record is Paule Maurice (1910-
1967). She is represented by Tableaux de Provence which was composed 
during the years 1954-59. This suite in five movements, which was 
composed for Marcel Mule, describes with sensitivity and great 
inspiration the rich atmosphere of this region of southern France. The 
contrasting movements are full of animation and charm and it is certainly 
one of its composer’s finest works. 

 

 One of the most unique descriptions of Tableaux de Provence can be found on 

the 1987 LP, Leo Potts, Saxophone, Jack Reidling, Piano. Unlike almost all recordings, 

it does not assign a date to this composition. It is unknown why this is so. One might 

believe that information regarding the date of creation may not have been readily 
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available. It does demonstrate some research into the meaning of each movement and 

gives the listener well defined programmatic images: 

Paule Maurice (1910-1967), a professor at the Paris 
Conservatoire, achieved national recognition for her outstanding 
compositions. In Tableaux de Provence, a composition in five 
movements, the composer musically describes her impressions of 
France’s Mediterranean border state, Provence. The first movement, 
Farandole des Jeunes Filles, celebrates the rhythmic Provencal round 
dance, the Farandole. The image of Chanson Por Ma Mie, the second 
movement, is that of young lover’s quest for eternal love. It is a serenade 
which, adapted for the piano and saxophone, recalls the wooing of a 
mariachi’s guitar.  

Transliterating the soliloquy into the language of music, La 
Bohemienne, the third in the series, expresses the conviction of a people 
bound to a religious purpose as they march in pilgrimage to St. Mark’s 
Cathedral. 

The fourth, Des Alyscamps l’Ame Soupire, is a lament of friends 
as they hover over the cemetery at Alyscamps. This movement 
poignantly expresses man’s sudden and complete comprehension of 
Death’s power over life. The mood is sad, regretful and nostalgic. 

Imagistically, Le Cabridan, the final movement, is a “great 
buzzing , flying creature.” Greater, though, than the musical picture of 
the creature itself is the composer’s impression of the creature’s 
essence—one embodying the struggle of life attempting to transcend its 
confinements. 

 

The most surprising of notes comes from the saxophone virtuoso and 

student of Marcel Mule, Dr, Eugene Rousseau. His life as a performer and 

educator is well documented as are his numerous recordings. Certainly a 

saxophonist one would hope to hear perform Tableaux de Provence 

unfortunately recorded only two movements. The liner notes of his 1968 LP, 
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Eugene Rousseau plays saxophone; with pianist Marion Hall, explain in part 

why this is so: 

Eugene Rousseau is a member of the faculty of the School of 
Music of Indiana University where he teaches saxophone exclusively. He 
holds the BME degree from the Chicago Musical College, the MM from 
Northwestern University, and the Ph.D. from the University of Iowa, 
where he was a pupil of Himie Voxman. His study also includes a year 
with Marcel Mule at the Conservatoire National de Paris on a Fulbright 
Grant. Dr. Rousseau has taught at Luther College, (Iowa), Central 
Missouri State College, and the University of Iowa. A conductor, 
arranger, woodwind clinician, and saxophone soloist, he was appointed 
musical representative for the U.S. Trade Fair in Conakry, Guinea, West 
Africa (1963). He has published numerous articles on various phases of 
music, as well as a Method for Saxophone. His clinic and solo 
appearances are made at all educational levels.  

"The wife of well-known French composer, Pierre Lantier (best 
remembered by saxophonists for his Sicilienne), Paule Maurice has 
vividly portrayed five "Scenes from Provence," a region bordering the 
Mediterranean Sea. Recorded are movements II and III, which make an 
excellent solo for saxophone and piano without placing extensive 
demands upon technical facility." 

 

The description of what he was involved in at the time certainly explains why he 

might not have had the opportunity to record all five movements, to the dismay of the 

listener. In an October 2009 phone interview, when asked why he never recorded all 

five movements, Dr. Rousseau stated “so many things came up that there was no time,” 

and laughed when read the album cover, stating, “It was a long time ago.” It was forty-

one years ago to be exact, and Dr. Rousseau has provided the world of saxophone and 

music a lifetime of special service and musical treasures not soon to be forgotten. 
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Marshall Taylor         

 Marshall Taylor, a student of Marcel Mule and Frederick Hemke is Lecturer of 

Saxophone at Temple University’s Boyer College of Music and Dance in Philadelphia, 

Pennsylvania and a seasoned performer. Taylor shared his letter from Paule Maurice 

and donated its content to a website dedicated to Maurice, www.paulemaurice.com. He 

was more than forthcoming with information and provided the album notes for Le 

Saxophone. The letter he received was in response to his inquiry wanting to know more 

about Tableaux de Provence after his encounter with her husband, Pierre Lantier, who 

came to see him perform. It gives another description of Tableaux de Provence by the 

composer. The French and English transcription was provided by Marshall Taylor. The 

letter demonstrates how mail was a valuable source of communication and means of 

promotion: 

10 Juin 66 
 
 Cher Monsieur, 

 
 C’est en revenant de voyage que je trouve votre letter et m’empeche 
 d’y répondre pour vous féliciter de tous les concerts que vous donnez,et 
vous remercier de vous intéresser aussi vivement à mes “Tableaux de 
Provence.” Voici l’explication des titres provençaux:  

Farandoulo di Chatouno veut dire Farandole des jeunes filles — La 
farandole est une ronde provençale, de caractère joyeux et bien rythmé 
— toujours avec accompangnement de tambourin— Celle-ci est écrite 
dans le 4ème mode (avec la 4te augtie) qui est particulièrement gai – 

Cansoun per ma mio — (Chanson pour ma mie) est une sérénade — le 
début estétabli sur l’accord de la guitar  
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La Boumiano (la bohémienne) danse très rythmée, souligne les 
personnages de Gitans qui se tendent en pèlerinage aux Stes Maries de la 
Mer 

 
Dis Alyscamps l’amo souspire (Des Alyscamps l’âme soupire) veut 
traduire la complainte des âmes planant sur le cimetière des Alyscamps 
(en Arles):nostalgie, tristesse, regrets 
 

Lou cabridan (Le cabridan) En Provence le cabridan est une sorte de 
grosse abeille bourdonnante — tournant allant et venant rapidement — 
se posant parfois sur les fleurs puis reprenant son vol et fuyant.Si vous 
désirez d’autres renseignements, faites le moi savoir, ou si vous le 
préferez téléphonez-moi, un soir de préférence. 
 
Mon maric, Pierre Lantier, se joint à moi pour vous exprimer nos 
sentiments les plus distingués. 
 

Paule Maurice 

 

 
June 10, 1966 
Dear Sir, 
 
It’s on returning from travel that I find your letter and hasten to answer it 
in order to congratulate you on all the concerts you are giving, and to 
thank you for your lively interest in my Tableaux de Provence. Here is 
the explanation of the Provencal titles:  
 
Farandoulo di Chatouno means Farandole of the Girls. The farandole is 
a Provencal round of a joyous and very rhythmic character, always with 
the accompaniment of a tabor. It is written in the 4th [Lydian] mode 
(with the raised 4th) which is particularly gay. 
 
Cansoun per ma mio (Song for my Ladylove) is a serenade and the 
introduction is established on the open strings of the guitar. 
 
La Boumiano (The Gypsy Woman), a very rhythmic dance, underlines 
the characters of the gypsies who go on pilgrimage to Saintes-Maries-de-
la Mer.  
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Dis Alyscamps l’amo souspire (The Soul of Alyscamps sighs) expresses 
the complaint of the souls soaring over the cemetery of Alyscamps (in 
Arles), nostalgia, sadness, regrets.  
 
Lou cabridan (The Bumblebee). In Provence the cabridan is a sort of 
large bumblebee, turning, going and coming rapidly and resting at times 
on the flowers, then continuing its flight and departing. 
 
If you wish more information, let me know, or if you prefer, telephone 
me, preferably in the evening. My husband, Pierre Lantier, joins me in 
sending you our best wishes, 
 
Paule Maurice 
 

In an October 2009 email, Marshall Taylor writes about his experience studying 

Tableaux de Provence, its peculiarities and differences in the published version, and 

writes about what he knew regarding Paule Maurice. It reveals some of the future plans 

of Paule Maurice and Pierre Lantier that sadly never came to fruition: 

When I studied the Tableaux with Marcel Mule, he told me that 
this movement, which I think he considered the best of the five, was 
written by Paule Maurice after the death of a young relative of hers, a 
niece or cousin and was the most personal for her. Maurice doesn’t 
mention this connection in her letter; perhaps it was still too close. 

Lou Cabridan is, of course, the saxophonists Flight of the 
Bumblebee. Mule told me that when Paule Maurice gave him the 
manuscript of the piece, it had no articulations and she had asked him to 
indicate articulations as he saw fit. Whereas in the printed edition this 
final movement has sixteenth notes articulated predominantly in a slur-
two, tongue-two pattern alternating with four notes under one slur, Mule 
said that his subsequent thought was that in the interest of a faster tempo, 
he would eliminate most single note articulations and have more slurs. 
Thus the markings I have from that lesson replace the slur-two, tongue-
two pattern with slur-two, slur-two, and retain the four-note slurs. 
Maurice wasn’t comfortable indicating woodwind articulations herself, 
so what we have in the printed edition is Mule’s articulation which he 
later second-guessed in this last movement. 
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Tableaux de Provence is the only piece of music by Paule 
Maurice that seems to be published, available and known. Marcel Mule’s 
advocacy in recording it has made the piece and her name well-known, 
at least among saxophonists and their audiences. It’s one of the finest 
works of the French saxophone repertoire, I think, transcending mere 
virtuosity for its own sake and embodying a special and very musical 
atmosphere. Its five movements’ titles memorialize this ancient and 
fascinating region of Provence, adopted and loved by Maurice and her 
husband, Pierre Lantier. The couple purchased a house or villa in 
Sanary-sur-Mer, on the Mediterranean, as a place to spend summers and 
later their retirement, a plan subsequently followed by their good friends, 
Marcel Mule and his wife, whom I twice visited there after his retirement 
from teaching at the Conservatoire in Paris. 
 

Though I never met Paule Maurice, I did meet her husband, 
Pierre Lantier, who came to one of my concerts when I was a student in 
Paris. I had discovered that these composers whose names I knew from 
the works they had written for Mule were in the Paris telephone directory 
and I invited several of them to concerts in which I played their music. I 
had programmed Lantier’s Euskaldunak for that particular concert and I 
played his Sicilienne as an encore. I have his signature on my copy of 
Euskaldunak, which is actually a copy of the manuscript that Mule had 
very kindly lent me over the summer between my two years with him. I 
photocopied it and extracted the saxophone part before returning it. (This 
was some time before the piece was published.) 

 
 

Album Notes Perspective 

 Nearly all significant performers and pedagogues of classical saxophone 

have taught, performed, or recorded this composition. The first to do so was 

Marcel Mule for Decca Records in 1957 on an album entitled, Le Saxophone 

Vol. 6, with Solange Robin on piano. Another album, entitled Marcel Mule, 

recorded by Selmer, is documented on page 146 of Dr. Eugene Rousseau’s 

book, Marcel Mule, His Life, and the Saxophone but does not show a date and 

suggested speaking with Thomas Liley, Professor of Music at Joliet Junior 

College because of his expertise in these matters. The earliest known possible 
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date for a recording of Tableaux de Provence is 1948 as documented in World 

Cat, which reports it as a recital (Appendix 2009, 137, 138). The fifth 

movement, Le Cabridan, was written in 1948 and given to Marcel Mule to play, 

so this is entirely possible (Saxame Letters 2009). The album notes on the back 

cover of Le Saxophone are as follows: 

Paule Maurice, the composer of the Tableaux de Provence, is a 
professor at the Conservatoire National de Paris, the composer of a 
symphony and other orchestral pieces, and a piano concerto which 
earned the award of the Concert Referendum des Concerts Pasdeloup. 
The present suite written in 1952 draws for its inspiration on the antique 
and the exotic. Farandoulo di Chatouno (A Farandole for young girls) is 
in 6/8 time and in the form of a classical rondo; Cansoun per ma mio 
(Song for my darling) is an imitation of a song sung to a guitar 
accompaniment, the song of a young girl of 20; La Boumiano (The 
Bohemian) is a harmonic exercise; Dis Alyscamps l'amo souspire (The 
soul of Alyscamps breathes)Alyscamps is a road lined with tombstones 
near Arles in Provence, and this is a magnificent song remembering 
Arles in earlier centuries; Lou Cabridan, the saxophone like a great bee 
(Le Cabridan) rumbles and hovers, an exhibition of virtuosity, then a 
short cadenza and a reprise bringing to mind the beautiful flowers of 
Provence. 

 

 Professor Liley is Director of Scholarly Publications for the National Saxophone 

Alliance. Both professor Liley and World Cat confirmed the 1957 date of the Le 

Saxophone LP. Professor Liley suggests the pianist on the undated record, Marcel Mule, 

is most likely Solange Robin and part of volume VI of the Selmer series (Personal 

Communication, 2009). Unfortunately, no other musician is mentioned on the record or 

sleeve to alleviate doubt. The selections on side A are Sonata by Paul Creston and 

Tableaux de Provence by Paule Maurice. Side B is Divertissement by Pierre-Max 

Dubois, Goyescas by Enrique Granados, Valse-Caprice by Paule Bonneau, Giration by 
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Henri Tomasi, and Caprice by Eugene Bozza. Each one of these names represents 

significant twentieth century composers, and among them, is Paule Maurice.  

 This fact illustrates not just professional allegiance, but also confidence in the 

caliber of her composition. When Mule retired in 1968, there were many compositions 

written for him which he never found time to study and perform, yet he recorded 

Tableaux de Provence (Rousseau 1982, 109-110). There were other women composers 

who wrote for saxophone during these times, and earlier, but to have the blessing of 

Marcel Mule at that time, or any time, was significant.  

Paule Maurice and the Written Word      

 Jean-Marie Londeix writes in a 2009 email correspondence that Maurice was 

not the first woman to write for saxophone, and others, such as “Nadia Boulanger, 

Fernande Dercruck-Breilh (1930), Elizabeth Lutyens (1940), Elizabeth Barraine (1947), 

Yvonne Desportes and Jeanine Rueff (1950…), and Adrienne Clostre (1954…)” 

composed for saxophone before Paule Maurice (Personal Communication 2009). In his 

book, A Comprehesive Guide To The Saxophone Repertoire, 1844-2003, there are many 

entries by women composers. The difference between these composers and Paule 

Maurice is that her piece has become a standard of the classical saxophone canon that 

can be found on recordings included with other significant composers such as Jacques 

Ibert, Paul Creston, Alexander Glazunov, Darius Milhaud, Paul Bonneau, Pierre Max-

Dubois, Claude Delvincourt, and Paul Hindemith. It is rare to find a CD of classical 

saxophone without her name being present. She has inspired a generation of 

saxophonists, both men and women.  
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One of those women is Sarah Field of Great Britain. Field studied saxophone 

and trumpet receiving her degrees in performance, becoming the only musician in her 

class to graduate in the fields of both woodwinds and brass. Field studied at the Royal 

Northern College of Music and The Royal Academy of Music under John Wallace and 

John Harle. She has premiered over 40 contemporary works and continues to be active 

in both academic and performing circles.  

Sarah Field wrote a three page article in the 2001 British journal entitled 

Clarinet and Saxophone detailing the life and accomplishments of Paule Maurice while 

offering her view of how to practice Tableaux de Provence, the emotions it should 

evoke in the listener and specific examples of the score in each movement. The article is 

very detailed and reveals her respect and admiration for Paule Maurice and this 

composition. Sarah Field stated in a phone interview that she had performed this 

composition many times and was appalled at the lack of information on Paule Maurice.  

Her article is one of the more substantial treatments of Maurice and Tableaux de 

Provence since Dr. Umble’s 2000 book, Jean-Marie Londeix: Master Of The Modern 

Saxophone. M. Londeix speaks in detail about Paule Maurice, the premiere of Tableaux 

de Provence, her other known compositions, and a detailed lesson according to his 

experience, including little known articulation markings. Sarah Field was not aware of 

this publication at the time she was writing her article. 

Explanations like these are not uncommon when reading LP or CD inserts 

containing a recording of Tableaux de Provence. Most information that is found in these 

CD inserts is in part directly lifted from the program notes written by Paule Maurice, 

which can be viewed online at www.saxame.org under topics and themes.  
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Fields article includes an excerpt from a review of Harvey Pittel’s 1997 release, 

Moving Along: with Harvey Pittel, written by music critic Peter Bates on classical.net 

reviews in 1998 in which Bates holds nothing back about how this piece moves him: 

Paule Maurice's Tableaux de Provence is sprightly and languid, 
terpsichorean and funereal. A series of nostalgic musical snapshots of 
rural France, it encompasses many aspects of a deceptively simple life. I 
particularly like the minute-long La Bohemienne, which hoisted me from 
my desk and threw me into a mad gigue with my lover. That and the 
buzzing, dizzy Le Cabridan sent my soul whirling. Record companies of 
the world, please give us more of this composer! 

 

Mr. Bates is an obvious fan of Tableaux de Provence and there are many more 

like him growing everyday in young saxophone students and classical music 

aficionados. There are those who differ in their opinion of her place in history, however. 

In a 2000 review written by Dr. David Wright, composer and musicologist, published 

on http://www.musicweb-international.com/classrev/2001/oct01/Pastorale_sounds.htm 

Dr. Wright states, “Paule Maurice’s Suite for a quartet of flutes is full of colour. But she 

is not a composer of the same stature as her husband Pierre Lantier whose Piano 

Concerto is a very good piece (Appendix, p 137).” It is true that he composed more 

compositions than his wife and individual critics vary in their assessments. Music critic 

Paul Serotsky differs in an undated article on http://www.musicweb-

international.com/programme_notes/maurice_tableaux.htm remarking:  

Far from taking my life in my hands like the critic who 
pronounced [Maurice] is not a composer of the same stature as her 
husband Pierre Lantier (particularly as the latter is himself hardly a 
household name!), I shall take cowardly refuge behind the skirts of a 
misquotation of Richard Strauss: “Do you know what a 'woman 
composer' is? I don't. There are only good and bad composers.”  

http://www.musicweb-international.com/classrev/2001/oct01/Pastorale_sounds.htm
http://www.musicweb-international.com/programme_notes/maurice_tableaux.htm
http://www.musicweb-international.com/programme_notes/maurice_tableaux.htm
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A more scathing review came from the music journal Notes in March, 1958 by 

operatic composer, pianist, and music critic, Jack Beeson. Professor Beeson won the 

Prix de Rome in 1948 and is currently a MacDowell Professor Emeritus of Music at 

Columbia University. The review described her 1956 composition, Concerto pour piano 

et orchestra: Reduction a deux pianos in a very unflattering light: 

It is a glib but shallow work, well made in its way, but not to be 
distinguished from a number of similar copies made in imitation of the 
original creations of Ravel, Poulenc, and Honegger.  Librarians should 
be certain they own the originals before purchasing copies –however 
well made (Beeson, 256-257). 

 

There are no recordings of this composition and it is held by only three libraries. 

Northwestern University holds a copy of the full orchestral score and the University of 

Quebec holds the score that Professor Beeson found so “glib and shallow.” The 

Conservatoire De Musique in Paris holds the piano reduction only. One wonders what 

might be revealed if Concerto pour piano et orchestra: Reduction a deux pianos were 

studied at this point in history. Is it possible that this review put a stop to any chance 

Maurice had to be heard in America?   

The 1950s experienced changes that were unprecedented in the history of music. 

Classical music was being composed together with jazz, rock-n-roll, electronic music, 

alternative scoring and perhaps egos that were not conducive to sharing the musical 

landscape. What could we learn by dusting off the score? Could being a woman at this 

time in history be a factor affecting his judgment of this composition or is this piece 

truly unworthy of the time in which it was composed? Are the two even related? Marcia 
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J Citron, author of Gender and the Musical Canon, quotes a reviewer’s synopsis of 

Cécile Chaminade’s Concertstück which illustrates this possibility: 

...a work that is strong and virile, too virile perhaps, and that is  
the reproach I would be tempted to address in it.  For me, I almost  
regretted not having found further those qualities of grace and  
gentleness that reside in the nature of women, the secrets of which she  
possesses to such a degree...[her music] has a certain feminine  
daintiness and grace, but it is amazingly superficial and wanting in  
variety...But on the whole this concert confirmed the conviction held  
by many that while women may someday vote, they will never learn to  
compose anything worthwhile.  All of them seem superficial when they  
write music.   
 

Professor Jack Beeson is an educated successful composer who has the ability to 

give an educated opinion of a musical composition. What might stimulate him to write 

such an awful review? Did he know Paule Maurice? Did he even know she was a 

woman? This question was answered by Professor Beeson in a phone interview on 

October 13, 2009. He stated that it was over a half century ago and that he really does 

not remember what he wrote or the piece that is in question. He stated that while he 

remembers many things, unfortunately this was not among them. Professor Beeson is 

eighty-eight and was fully cognizant and receptive to this call and its research.  

As stated earlier, many may not have known Maurice was a woman, so it is 

possible that Beeson did not know, softening doubt about any form of sexism with 

respect to his review. A copy of the article was sent to him together with a letter of 

appreciation for fielding such a call about something so long ago. He did not recall who 

Paule Maurice was or what she had composed. He did remember the Mordechai 

Sheinkman composition Konzert für Klavier und Orchester. 
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His review exemplified his exquisite musical knowledge and he used it to 

eloquently analyze each work he was reviewing, but when he reviewed Maurice, her 

composition was dismissed quickly. The possibility exists that it was not a great work. 

It may be time to re-examine his point of view. In the article, Beeson mentions that he is 

discerning between the European sensibility and the American idea of compositional 

prowess when he writes, “Of the three works reviewed here, the Sheinkman concerto is 

likely to be of the most interest to American musicians (Beeson 1956, 257).”   

This is not an insignificant statement since America was forging its own legacy 

in classical composition with such composers as Charles Ives and Henry Cowell, who 

were responsible for fostering new music almost single handedly with their publication, 

The New Music Quarterly. The changing face of the twentieth century composer may 

not have had room for what Eugene Rousseau eloquently states in The Cambridge 

Companion to the Saxophone in chapter four quoted by Thomas Liley in reference to 

the saxophone repertoire: 

If the saxophone has a future as an instrument, it will be because 
of its melodic use and not because of avante-garde pieces, great as they 
may be. The basic human spirit responds emotionally to melody. With 
the other music we might say the music is “interesting” or that we were 
“on the edge of our seats,” but we’re not sure if we want to hear that 
piece again or not. Or maybe we do hear it again and then we’re sure we 
don’t want to hear it anymore, or maybe we want to hear it many times. 
Regardless of the final decision, the music still doesn’t evoke the same 
response (Kelton 1983, 16).  

 

 A statement like this one gives credence to the notion that perhaps the critics of 

the past too hastily judged the music and compositional skills of Paule Maurice because 

she composed away from the tenets of the avante-garde. This was the age of Boulez 
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picketing concerts of the music of the Second Viennese School, screaming “Schoenberg 

est mort!” Even one of her great champions, Jean-Marie Londeix, expressed in Dr. 

Umble’s Book a description that is respectful, but contained, of her most famous work, 

Tableaux de Provence: 

Tableaux de Provence is a fine example of music written largely for 
entertainment purposes. It is a series of musical postcards depicting 
picturesque and attractive images. 

The goal of this genre—a sort of instrumental bel canto—is to convey a 
particular setting or mood musically, while avoiding any uncharacteristic 
elements that could hinder this clear musical communication and 
enchantment. It is a charming genre of music, common especially at the 
end of the nineteenth and beginning of the twentieth century. This genre 
of music was very popular with virtuoso performers who were seeking to 
attract and appeal to large audiences. 

 This piece can be considered as being in a category of works 
called genre pieces, due to its short, descriptive movements with titles 
suggestive of scenes or short stories. Additionally, the influence of song 
and dance that is so evident here, as well as the descriptive language, the 
colorful orchestration, and the work’s entertaining character all place it 
in this category. Because of its touching simplicity, the fourth movement 
seems to fall outside of this category. 

 

While this is in no way comparable to earlier commentaries such as Professor 

Beeson’s review of Maurice’s Concerto pour piano et orchestre, it seems to underscore 

the assumption that commonality is somehow inferior or less creative. The description 

that is given is detailed and complimentary, but almost hints at the trite.  

A similar description is given by New York Times music critic Will Crutchfield 

when describing a November 28, 1985 performance of Tableaux de Provence by 

saxophonist Joseph Wytko. He writes, “And he was most winning in a lightweight 

virtuoso suite, “Tableaux de Provence,” by Paule Maurice. Mr. Wytko knows how to 
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take a potentially trite “cute” ending and play it with such charm that one smiles in spite 

of oneself (Crutchfield, 1985, C21). 
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Chapter 4 

A Composer is a Composer 

The Plight of Women in Composition 

 A discussion of women composers can be difficult if one thinks there is an 

inherent difference between men and women regarding composition. One of the most 

recorded, and performed, composers of modern times is Dr. Libby Larsen, who recently 

premiered her newest work, Encircling Skies on October 10, 2009 at Florida Atlantic 

University. Dr. Larsen does not address the issue of women composers. Dr. Heather 

Coltman, Professor and Music Department Chair of Florida Atlantic University, who 

has worked closely with Dr. Larsen, stated that this is a non-issue for her and that Dr. 

Larsen works within the framework that a composer is a composer.   

 Dr. Carolyn Bryan is Professor of Music and Director of Music International 

Studies at Georgia Southern University and earned her DMA in Performance from 

Indiana University studying under Dr. Eugene Rousseau. Dr. Bryan’s dissertation, An 

Annotated Bibliography of Music for Saxophone by Women Composers of the United 

States, addresses such issues and gender difference in composition. In an October 2009 

email correspondence, Dr. Bryan speaks of a recent conversation with colleague Dr. 

Sandra McClain of Florida Atlantic University and her approach as a saxophonist: 

I don't approach Maurice, Shrude or Gotkovsky any differently than 
Creston or Ibert because they are women. I hope we are past the point 
where women need separate venues for performance. Both women 
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composers and women performers are well-represented at North 
American Saxophone Alliance (NASA) conferences and the World 
Saxophone Congress. 

 

Noted earlier in Dr. Street’s forward of Dr. Umble’s book was the increase of 

women composers who write for the saxophone. This applies to most musical mediums 

at this time. To be a woman composer is to be a composer. One might argue differently 

given the history of music and the under-representation of women. A modern female 

composer certainly may feel at times her gender has played a role in her professional 

life, but not so much as those women who came before them. One of the more poignant 

examples of the struggle of women composers is written in the book Women in Music 

edited by Karin Pendle states:  

 Women creators of music in the written tradition did not emerge 
until rather late in the early modern period. Some of the reasons for this 
are easy to find. The emphasis on improvised singing to lute 
accompaniment as court entertainment meant that writing down a piece 
of music had no particular superiority in circles where women with 
sufficient musical education might have done so. Also, as with classical 
education, so with musical training: its availability to girls depended in 
large part on their families attitudes toward education. Even under the 
best circumstances a girls training might not have extended to theory and 
composition (Pendle 2001, 84). 

  

 Elizabeth Jacquet de la Guerre (1665-1729) was a female composer who was an 

exception in her time and described by eighteenth-century historian, John Hawkins, as 

“an excellent composer, who possessed such a degree of skill, as well in the science as 

in the practice of music, that but few of her sex have equaled her.” Whether this is a 

complement or not depends on how one views a complement. Certainly one must 
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acknowledge the context in which it is said, but it underscores the level of gender 

consciousness available to men of his time.  

 Clara Schuman (1819-1896) suffered and triumphed at the hand of her father 

who deprived her of a general education, but instilled in her a highly specific set of 

skills which she used brilliantly for the rest of her life. She is an exception in every way 

one can analyze. Her exquisite abilities on piano dazzled listeners for more than a half 

century, all while married with eight children. Her family life was tragic from childhood 

through her adult life, and her father’s notably cold nature played out its role in her 

parenting skills. Regardless of these personal setbacks, Clara Schumann was a woman 

of the highest artistic integrity, but one who could not escape the societal notions of her 

time. In one of her letters expressing doubts about her skills and ability to grow, she is 

quoted as saying, “that is, as much mastery as a woman is capable of” (Bowers and Tick 

1986, 256).  

 These examples demonstrate both the inner struggles that women had to endure 

if they were to be a part of the artistic expressions of their culture and the idea of 

exceptional talent as reason for their ability. When the Conservatoire National de 

Musique de Paris was founded in 1795, it was the understanding of the time that women 

would be among the student population (Pendle 2001, 149). In France the political 

climate was changing due to the Revolution, and so were attitudes toward women in 

musical circles. By the turn of the 19th century, women had begun to be admitted to the 

Conservatoire National Supérieur de Musique culminating in the first woman, Lili 

Boulanger, to be awarded the 1913 Prix de Rome. Her older sister, Nadia Boulanger, 

took second prize in 1908 becoming the first women to be nominated. This process took 
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over a hundred years, demonstrating the difficulty women faced in the field of 

composition, not the quality of their creative potential. 

Inroads to Composition 

It has not been an overnight transition on the road to professional equality. 

Conservatory classes in England, France, Germany, and Italy were opening up to 

women by the 1870s, but even when they were finished with their studies, very little 

opportunity existed to get paid for their work (Pendle 2001, 149). If they did get paid, it 

was not equal to what a man could command at the time, and would not be for a very 

long time. However, many women were successful such as Clara Schumann, Josephine 

Lang, Fanny Hensel, and Pauline Viardot (Pendle 2001, 152). Pendle points out that in 

many cases these women were the sole or main earners of the family. 

The quality of education was also an issue since in some institutions, as in 

Leipzig, men and women received different degrees of education. Classes in 

composition for men were a three year program, but for women, it was only two years 

(Pendle 2001, 150). This underscores the difficulty women faced in proving their talents 

were not just the result of the exceptional, but of the norm, given the opportunity to 

learn. Women either had to be exceptional, or daughters of the well-to-do, since having 

a daughter who was musically trained allowed for better upward social mobility.  

How any of this affected the early life of Paule Maurice is uncertain, since to 

date, nothing is known about her early family life. One can assume that no one grows 

up in a vacuum and because the twentieth century brought more changes to the lives of 

humanity than ever before, the roles of men and women were being slowly remodeled. 

Paule Maurice grew to know that a female composer had won the Prix de Rome, that 
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women were active in the field of composition, taught in major conservatories, and 

were published composers. She did not have to jump these hurdles. Maurice lived 

through two world wars and the effects on her life will never be fully known unless 

more is brought forward concerning her personal life. All we know is that she began 

studying at the Conservatoire National Superior de Musique de Paris in 1929 at the age 

of nineteen and the rest is history. If one believes in the idea that perception is reality, it 

could be said that without evidence of Maurice directly suffering from sexist 

manifestations, Maurice chose to live as an independent and strong example of what lies 

in store for women of music. 

Possible Early Influences 

Without further knowledge of her early years, we are unable to say anything for 

certain. However, there is a little known Swiss composer named Pierre Maurice who 

came to the Conservatoire National Supérieur de Musique de Paris in 1891 to study 

composition (Maurice 2001, 1). He studied with Gabriel Fauré and Jules Massenet and 

produced many works. Maurice found success in Germany and moved there in 1900 

because of his affinity for Wagner (Maurice 2009, 1). He died Christmas day in 1936 

having returned to Switzerland in 1917 at the onset of war. There does not seem to be 

any information about his personal life other than the mention of a grandson, Francois 

Maurice. To date, attempts to contact him have not been returned. 

If one examines a couple of interesting facts similar to both Paule and Pierre 

Maurice, a possible link begins to emerge that, unfortunately, is purely circumstantial. 

One point that is brought to the forefront in the opening of his biography is that he is the 

“Scion of a Provencal family that had been settled in Geneva since the 16th century” 
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(Wick 2009, 1). Under normal circumstance this might have no meaning, except for a 

statement in a letter to Jean-Marie Londeix where Maurice explains that part of her in 

much the same way, and one has to wonder why. In what way, or in which way, is she 

of that nature and who supports her studies at the Conservatoire? Even at the turn of the 

twentieth century, a woman still had to be of good means to go study at a conservatory. 

In a letter dated November 29, 1960, Maurice writes to Jean-Marie Londeix concerning 

the program notes of Tableaux de Provence and states, “My husband is a Southerner, 

and although I was born in Paris I'm Provençale at heart.” Why is she Provencale at 

heart? No one can say except for those that knew her, and there does not seem to be 

anyone alive to date willing to share information regarding these issues. 

Paule Maurice studied counterpoint and fugue with M. Noël Gallon, who won 

the Prix de Rome the year she was born, 1910, and in 1934 took second prize in fugue. 

She went on to write a sophisticated book on harmonic analysis with Pierre Lantier that 

included substantial sections on counterpoint and fugue. In the biography of Pierre 

Maurice, the author writes: 

Never during his composing career did Pierre Maurice tackle the 
major instrumental forms - symphony, sonata, quartet and so forth. It is 
especially regrettable that he did not venture into chamber music, which 
would, it appears, have suited his predilection for the intimate very well. 
He did, however, write Two short pieces in fugal style, op. 19, for two 
pianos, composed around 1900 and entitled, respectively, L’âme inquiète 
(with the annotation “how to cope with the serious problems in life”) and 
Le bon vivant ( marked “laughing and merry”). Like his friend, the 
composer Charles Koechlin, Maurice was able to work all his sensitivity 
and musicality into the austere form of a fugue. These qualities are if 
anything more apparent in the fine Fugue for string instruments, op.20, 
dating from 1901, whose classicism in no way detracts from the 
delicately elegiac writing (Wick 2009, 1). 
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While this is in no way DNA evidence, one must wonder whether there is a 

familial connection given the limited facts. Although Pierre Maurice settled in Germany 

in the early 1900s, it does not exclude the possibility of travel to Paris. Maurice studied 

at the Conservatoire and it is reasonable to assume he made friends and colleagues 

during his tenure as a student.  

 Indeed, one has to wonder who was influential in her life considering her long 

association with the Conservatoire National de Musique de Paris as a professor and 

composer. Her talents must have presented themselves at an earlier age, so who may 

have influenced her musical ability is paramount in any study of Paule Maurice. Given 

what is known regarding the history of women in music, availability of compositional 

knowledge, and the prevailing attitudes towards women even into the early twentieth 

century, Paule Maurice is an example of talent and perseverance. 

Gender, Canons, Theory, and Creativity 

 Martha J Citron, author of Gender and the Musical Canon, contends there are 

four elements that are necessary for a composer’s work to be included in the arbitrary 

concept known as the musical canon. These are creativity, professionalism, creation, 

and reception. Each category is many faceted and one must consider their effects when 

studying the role of women in composition.  

 Stated earlier was the unfortunate difference in length of time studied at the 

Liepzig between men and women for composition classes. Dr. Kenneth Keaton of 

Florida Atlantic University points out in his course, Women Composers, that “with the 

exception of a few works, the canon is largely fictitious. Indeed, it may be responsible 

for the decline in concert attendance in the West. Can we go on performing the canon 
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without any revision or revitalization? I don’t believe we can.” This is illustrated well if 

we consider music coming from Europe to America in the early twentieth century when 

America was trying to find its musical voice. The tenets of what many thought to be 

“classical” music was changing rapidly and more students were choosing to study at 

home instead of traveling to Europe as evidenced in one of America’s more famous 

compositional pioneers, Charles Ives. 

 Citron begins with creativity, stating that until recently, women were not 

allowed access to necessary musical training. Dr. Keaton uses the example of 

contemporary composer, Nancy van de Vate taking on the FSU music program. 

According to Dr. Keaton’s notes, Van de Vate professed frustration with the fact that 

since she graduated in the sixties, only two women by 1997 were awarded Doctor of 

Musical Arts degrees in composition. Is this truly representative of what women are 

capable of regarding composition? Obviously not, but this example illustrates the 

difficulty women have encountered in securing the education necessary to work at an 

equal footing. Does this mean one must have a classic education to be creative and 

produce great works? It only means that one must have the time and financial means 

from which to work.  

When examining the ideas surrounding theories of creativity, many thoughts 

have arisen regarding why humanity has a need to create and who those individuals are 

for different reasons in history.  An interview with Professor Bady Quintar, Ph.D., 

ABPP of Nova Southeastern University illustrates some of the ideas that have surfaced 

regarding this issue. Dr. Quintar is Director of Training and Clinical Supervision of the 

Intensive Psychodynamic Psychotherapy Clinic at Nova and his expertise is 
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Psychodynamic Psychotherapy. During an interview with Dr. Quintar, he addressed the 

question of creativity and the different ways some have chosen to view its process: 

Men and women have always aspired to be as attractive, strong, 
and immortal as the Greek Gods. Alfred Adler, the great Austrian 
psychiatrist, stated that one of the ways people achieve immortality is by 
creating the here-after, giving birth to children, or leaving works of art 
and literature.  

Throughout history, we observe that men have created greater 
works of art, literature, scientific achievements, and practically all areas 
of endeavor. The question which needs to be answered at this point is 
why there is such a differential between men and women?  

Many who rely on or adhere to psychoanalytic interpretations 
hypothesize that by giving birth to a child, women achieve a great 
creative act, an act which fulfills a very basic need in her life. Men, by 
being unable to procreate as women do, sublimate that urge by creating 
works of art, music, literature, and science, to name a few.  

One archetypical example of man’s sublimated act of creativity 
may be exemplified by the virgin birth of Athena. The Greek myth tells 
us that Zeus, the supreme Olympic God, developed a very painful 
headache which upon splitting emerged Athena, the Hellenistic 
representative of wisdom and Western culture.  

In our day-to-day verbal expressions, we use the metaphor of 
conceiving an idea, creating a new work of art, literature, or other artistic 
forms. Indeed, it is not unusual to hear a man saying, “I conceived an 
idea, I’ll let it gestate for a while, before I will proceed to act upon it, or 
to deliver it, i.e. to give birth to it.” There may be other valid and 
plausible interpretations.   

Because “anatomy is destiny (Freud),” men are unable give birth 
to a being, so they give birth to an idea as a way of compensating for that 
incapacity.  

 

It is that incapacity which may have driven men to suppress the potential of 

women’s creative capacity in order to maintain their own relevance unnecessarily. 

Ironically, the entire concept of creativity is more reminiscent of childbirth than any 

other anatomical attribute. The pervading intellectual atmosphere and the theories 
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regarding the creative potential of men and women during the time in which Maurice 

lived, composed, and died were unfortunately biased away from women. While one 

needs to understand that all theoretical discussions have valid points, one must question 

any theories that support creativity as a function of sublimation related to birthing 

capabilities. Is it improbable to say that creativity is just a function of the human spirit 

separate from physical anatomy?    

Only in the latter part of the twentieth century has the road to gender equality, 

including artistic endeavor, seen a glimmer of hope in creating the foreground necessary 

to level the playing field, and there is still more that must unfold. Authors such as 

Nancy Chodorow, Jean Baker Miller, and Ellyn Kaschak, among others, revisited 

female development and gender identity formation in a society which viewed women as 

weaker, and overall less capable and prepared to deal with issues outside of the 

domestic world.  They attributed the differences between men and women not to the 

anatomy but rather to their gender role socialization. Women’s destiny as exclusively 

that of mothers, caretakers of relationships, and dependent on their fathers and husbands 

in the patriarchal family was examined. The male-centric belief system and tradition 

that permeated the twentieth century was challenged; women’s development and 

capabilities were conceptualized as different, not less than those of men, thus 

challenging the idea of “anatomy is destiny.” 

The next tenet that Marcia J. Citron professes to be necessary is professionalism, 

meaning having one’s music published, performed, written about, taught, or 

anthologized. Dr. Keaton writes that because the vast majority of music critics have 

traditionally been men, historically it was difficult for women because music 
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performance demanded they be seen, unable to avoid the stigma of being a woman at 

the mercy of a man’s pen. An example he cites that worked for some composers in 

getting published were shortening one’s name, as in the case of Nancy van de Vate, 

who went by N. van de Vate. Shalumit Ran did not have to do anything because her 

name was culturally neutral. A famous example of this kind can be found in the 

nineteenth century English author, Mary-Anne Evans, better known by her pen name, 

George Elliot. 

Number three on the list is creation. In order to create a work, one must have 

time and means, inspiration, and ability to pen the work from one’s mind to the page. 

This is no small task if one is busy with other issues such as children and household 

duties that take time away from composing. These are not by themselves inappropriate 

events in one’s life, but obstacles to the road of creation. Clara Schumann had eight 

children, yet she managed to compose. Her family may not have fared well, but was that 

the result of her highly refined artistic mind? It could be said that such a question is not 

fair or appropriate. 

Reception is the last of these principles. How is the music received by the 

audience and critics? A bad review can shelve a composition, a play, a new record, or 

any medium that depends on a review. Who are these people that profess to be 

purveyors of what is art or what is worthy of one’s interest. Thus, one can argue the 

changing nature of the musical canon is an arbitrary concept born of the whims of those 

that are held up as knowledgeable. In the sense that one tells another of a particularly 

wonderful movie only to believe their money was wasted in the end exemplifies the 

different perspectives that can occur. 
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All the facets of Martha J. Citron’s cornerstones of the canon and Dr. Keaton’s 

notes regarding her writings find their way into the life and works of Paule Maurice in 

both positive and negative ways. As seen earlier, Professor Jack Beeson’s unfavorable 

review of Paule Maurice’s Concerto pour piano et orchestra may single handedly be 

the reason why only three libraries own this composition worldwide, assuming Mr. 

Beeson wielded that much power. One can only hope that this manuscript is resurrected 

as a result of this research, since one of Citron’s tenets includes the idea that a piece 

needs to be written about. 

Paule Maurice in Perspective 

Paule Maurice’s education resulted in many prizes and professional positions 

that she utilized successfully for over twenty-five years at the Conservatoire National de 

Musique de Paris and l’Ecole Normale de Musique. Other than the prizes listed for the 

Conservatoire, Maurice writes about more prizes received in her Curriculum Vitae.  

They are Prix HALPHEU (Composition), Prix du Congrès Marial de Boulogne pour 

une Cantate, Prix pour l’ensemble de la composition feminine, Prix du public et du Jury 

aux Concerts PASDELOUP, and the Prix Georges HUE pour la mélodie.  

Paule Maurice composed more compositions that still need to be reviewed. Her 

education afforded her the professionalism that was not overlooked by one of the most 

important musicians, Marcel Mule. His endorsement of Tableaux de Provence helped 

put Maurice on the compositional map. None of her other compositions are played and 

studied with such regularity, as worthy as they may be. Only her composition, Suite 

pour quatour de flutes, has enjoyed any notable attention. 
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The creativity demonstrated in Tableaux de Provence is evident in almost every 

recording’s notes describing her compositional style. In the examples stated earlier, we 

see a pattern emerging of respect and reverence for how Maurice utilizes composition to 

depict such things as a bumble bee’s journey in movement five, Le Cabridan. Marshall 

Taylor describes Le Cabridan as the Saxophonist’s Flight of the Bumble Bee. A better 

compliment can hardly be paid. 

Tableaux de Provence has attracted the attention of the world’s most exquisite 

saxophone talents. It has been received time and again as a composition to be applauded 

for its virtuosic possibilities and its artistic colorings as evidenced by how it is 

continually described. One wonders how this can be the only piece that deserves 

attention. Maurice composed more than one composition and her contribution to the 

musical canon may still have much to offer before understanding her true legacy.  

 When one examines Paule Maurice from all perspectives, a picture begins to 

emerge of a talented and dedicated individual who has been overlooked by the passage 

of time. For many composers, this is not unusual since the world is teaming with raw 

talent, but the difference is the body of work left behind by Maurice and her 

contribution to the literary world of music. Her relative anonymity goes far beyond the 

confines of saxophone music and extends into the general population of unknown 

composers as a whole. If one were to ask what compositions Paule Maurice wrote, most 

replies would be, who is Paule Maurice? The next question would invariably be, “There 

is classical saxophone?” Hers is a story that is yet to unfold. 
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Chapter 5 

Compositional Record 

Documented vs. Undocumented 

Her untimely death at fifty-seven leads one to wonder what might have been if 

she had lived longer. Certainly, as depicted in Marshall Taylor’s letter, she would have 

retired with her husband to Sanary, France where they purchased a villa for retirement. 

How might the success of Tableaux de Provence have affected her output and 

publishing record? Would she have written another masterpiece for saxophone, or at 

least another worth mentioning? Maurice composed the saxophone etude Volio that is 

attributed to 1967, the year she died. Did she plan to harmonize this work? An answer is 

partially satisfied by Dr. Jamal Rossi, Executive Associate Dean and Professor of 

Woodwinds at the Eastman School of Music and the only saxophonist known to record 

Volio. In a May 2009 email correspondence, Dr. Rossi stated, “To my knowledge, Volio 

was written as simply as an Etude for saxophone. I am not aware of an 

accompaniment.”  

Most of the written record concerning Paule Maurice is based on the success of 

Tableaux de Provence. While they are many, and its impact on classical saxophone well 

documented, one must turn to the other compositions which are known or documented 

by the composer in order to construct a true picture, or tableaux, of her 

accomplishments. Beginning with her prize winning compositions as a student in the 

1930s to the release of Cosmorama in 1983 by Lemoine, Maurice has exhibited the 

qualities of an accomplished and creative individual. To understand why this holds true, 

one must examine her other compositions together with the little information that is 
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available. Most of this information is held in only a handful of university libraries; the 

most complete records are found in the Conservatoire National Supérieur de Musique 

de Paris and all others are reported in the academic database, World Cat. 

 Maurice’s compositional record begins in 1935 with an entry that is only 

identified as Fugue, choeur: Concours de Rome 1935. She is documented as having 

composed the same for 1936, 1937, and 1938, but not for 1939 when, according to 

Sophie Levy, archivist of the Conservatoire National Supérieur de Musique de Paris, 

Maurice won first prize in composition. Unfortunately, the name of that piece is a 

mystery. Sophie Levy’s records indicate that in 1934, Maurice received second prize in 

fugue. Again, the visible library records do not state the names of these compositions so 

it is difficult to match them to the records written by Maurice in her curriculum vitae. 

A fantastic source of information on women composers is Aaron I Cohen’s 

International Encyclopedia of Women Composers. Published in 1987, it is arguably the 

most comprehensive source concerning this subject and included more information on 

Maurice than any other source at the time of its publication. Not until Dr. Umble’s book 

in 2000 was there as much information available detailing her life and 

accomplishments. It remains one of the most valuable sources regarding apparent dates 

of compositions, not publications. Still, the date for Tableaux de Provence is incorrect 

illustrating the difficulties encountered when documenting Paule Maurice.  The entry is 

as follows: 

Paule Maurice  

French lecturer and composer. b. Paris, September 29, 1910; d. 
Paris, August 18, 1967. She studied harmony under the Gallon 
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brothers and H. Busser and taught sight reading at the Paris 
Conservatoire from 1943. 

Compositions:  

ORCHESTRA: Symphony (1937), Tableaux de Provence (a-sax 
and orch; also a-sax and pf) (1954), Two piano concertos (1950, 
1955) 

CHAMBER: Volio (sax) (1967) 

PIANO: Nine pieces (2 pf) (1955), Melodies (1939),                         
Preludes (1942) 

VOCAL: Cantata (1938) 

BALLET: Cosmorama (1954) 

Publications  

Treatise on Harmony. With her husband. 

Ref. 9, 76, 563, 622 

 

The known and documented professional record for Paule Maurice begins in 

1939 with the publication of light piano pieces entitled Melodies by publisher Noel. In 

1942 there were two compositions. Mémoires d'un chat: 6 pièces pour piano was 

published by Durand and Cie of Paris and is nineteen pages. The website www.di-

arezzo.co.uk shows this composition as still available and its “six pieces,” or 

movements, are Danse, Minet ronronne et sommeille, Course à la souris, Patte de 

velours, Song devant l’aquarium, and Pirouettes. The only known library to hold this 

manuscript is the Conservatoire National Supérieur de Musique de Paris. World Cat 

reports another edition was released in 1961 by Durand and Cie. There is no record of 

this composition being recorded. There is a wonderful description of Mémoires d'un 

chat: 6 pièces pour piano in a book by Dr. Pamela Youngdahl Dees entitled Piano 
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Music By Women, Volume II: Women born after1900. Its description is included in a 

later section of this document. 

The second composition of 1942 entitled Trois piéces pour violon et piano was 

published by Girard Billaudot and is sixteen pages. Its three movements include 

Berceuse, Pavane, and Tarantelle. The library at the Conservatoire National Supérieur 

de Musique de Paris does not catalogue this composition. The University of Illinois, the 

University of Sydney, and Carlton University are the only libraries which report Trois 

piéces pour violon et piano. There is no record of this composition being recorded. 

In 1948, Cents dictées musicales à 1 voix: faciles et de moyenne force was 

published by P. Naudin, Paris and is thirty-one pages. It is the only work that lists both 

Paule Maurice and Pierre Lantier together as authors. This was not the only work for 

that year. The fifth movement of Tableaux de Provence was composed in 1948 for her 

friend and colleague, Marcel Mule. The library of the Conservatoire National Supérieur 

de Musique de Paris is the only library known to catalogue Cents dictées musicales à 1 

voix: faciles et de moyenne force. 

 In 1950, Paule Maurice and Pierre Lantier became published authors with their 

book, Complément du Traité d’Harmonie de Reber published by Gallet and Sons, Paris. 

In the same year, Maurice’s two page Valse du Prince et de la Belle was published in an 

anthology of beginning piano pieces entitled Les contemporains: premier recuiel; 

pièces faciles pour le piano collationnées et annotées, Vol. 1 edited by Madame Brigitte 

Bouthinon-Dumas. It was first released in a series of six publications and, in 2000, 

released in a new edition. This publication lists Paule Maurice in the same book as 

Francis Poulenc, something unimaginable to Jack Beeson at the time of his review of 
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Maurice. Another student publication was released in 1956 by A. Zurfluh, Paris, which 

included a composition entitled 7 petites pièces très faciles pour clarinette: avec acc. de 

piano and is twelve pages. The only library which catalogues this composition is the 

Conservatoire National Supérieur de Musique de Paris.  

The ill fated Concerto: pour piano et orchestre: réduction à deux pianos was 

published in 1956 by H. Lemoine, Paris and is fifty pages. It is important to remember 

that this is the composition that Jack Beeson held to be “glib and shallow.” Outside the 

Conservatoire National Supérieur de Musique de Paris, Concerto: pour piano et 

orchestre: réduction à deux pianos exists in only one other library, the University of 

Quebec. The only library that reports the full orchestral score is Northwestern 

University in Chicago. There is no record of this composition being performed or 

recorded since Jack Beeson’s review. It is not clear if he heard the composition 

performed or just examined the score. 

The Beginnings of Success 

It was the year 1960 that would commence the road to success for Paule 

Maurice regarding composition and critical acclaim. One has to remember the context 

in which this is said. It was the year Tableaux de Provence was first published by H. 

Lemoine, Paris after the successful 1958 premiere by Jean-Marie Londeix. There have 

been other editions published in 1963, 1990, 1991, 2004, and 2007 being the most 

recent. One can search the internet for Tableaux de Provence and over 200,000 results 

will show including reviews, biographies, sales, performances, and recordings.  

It is her most successful work and the one responsible for bringing her name to 

the forefront of classical saxophone history. The piano reduction is present in 140 
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university libraries worldwide. The University of Quebec and Université Laval, Quebec 

are only two libraries that catalogue the full orchestral score. The Conservatoire 

National Supérieur de Musique de Paris does not catalogue the orchestral score. This 

does not seem possible since Claude Delangle, professor of saxophone for the last 

twenty years at the Conservatoire National Supérieur de Musique de Paris recorded 

Tableaux de Provence with an orchestra in 2007 on the CD, Under the Sign of the Sun 

with the Singapore Orchestra.  

The publishing record for Paule Maurice becomes more interesting from this 

point forward. Nothing new was published until 1967, and it is not clear if it happened 

before Maurice died. One has to consider that Pierre Lantier died in 1998, thirty one 

years after her death. It is possible he played a part in getting other compositions 

published because a few of them were released after she died, and one, possibly two, 

were published the same year. This question will be addressed in the next section. 

Suite: pour quatuor de flutes was published in 1967 by G. Billaudot, Paris and is 

twenty-four pages. It is the second most popular composition by Paule Maurice and is 

found in nineteen Libraries worldwide. There are three documented recordings of this 

composition. Quatour Linos (1989) comprised of Marie-Andrée Benny, Danièle 

Bourget, Heather Howes, and Virginia Spicer, Pastorale Sounds (2000) by the 

Massachusetts High School Choir, and Impressions Francais (2002) by Jacques 

Castérède. Pastorale Sounds is the recording reviewed by music critic Peter Bates in 

which he writes, “Maurice is no Pierre Lantier.”  

Volio, a two page saxophone etude, has conflicting dates assigned by reliable 

sources. Jean-Marie Londeix’s, A Comprehensive Guide to the Saxophone Repertoire, 
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gives a 1967 date to Volio but there is a 1974 date on the score published by G. 

Billaudot. It may have been published in 1967 initially. The one recording of Volio is 

found on the 1995 CD, Caprice: Solos for Saxophone, by Jamal Rossi. The score is 

catalogued by fourteen libraries worldwide.  

Paule Maurice documents two ballets in her 1960 curriculum vitae, Cosmorama 

and Idylle Exotique. There is no information concerning Idylle Exotique. Only 

Cosmorama is documented and states that it was “Commande de l’Etat,” commissioned 

by the state.  It was published in 1983 by G. Billaudot and is sixty-four pages. Five 

libraries worldwide catalogue Cosmorama. It is the last and most recent of her 

compositions to be published. It is comprised of nine suites depicting various 

destinations. They are La Rioja, Vienne, Kou-Kou-Nor, Florence, Guayaquil, Tolede, 

Harlem, Delhi, and Ile de France. Each one is two to three minutes in length. Russian 

pianist Julia Fedoseeva performed two suites from this composition, Florence and 

Vienne, as recently as November 12, 2008 at Sheremetevsky Palace Museum of Music 

in Saint Petersburg.  

While no program notes exist to date, it is possible that these may be 

destinations that she and Pierre Lantier visited. Maurice explains in one of her letters to 

Jean-Marie Londeix that she had been “travelling abroad,” and offers her apologies for 

replying so late (See Appendix). During the Harlem Renaissance, French artists were 

drawn to Harlem. It is possible that Maurice may have traveled to the United States to 

visit Harlem thus providing inspiration for one of the suites of Cosmorama. Dr. Edward 

Turgeon of Florida Atlantic University, Professor of Piano and Director of 

Collaborative Studies describes this Cosmorama as being neo-classical and substantial.  
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These are the compositions that can be verified because they have been 

recorded, published, and documented in World Cat or a University Library. 

Undocumented compositions attributed to Paule Maurice include Tambour et 

Trompettes-Poupeed d’Amerique-Mah Jong and Melodica, a saxophone quartet entitled 

Aurore, and Melodica and are sold by online sheet music distributor Di-Arezzo.com. 

Melodica is priced at over three hundred dollars. Attempts to purchase Melodica and 

Aurore were unsuccessful because the scores were consequently reported as no longer 

available and removed from the site. They are not on the list written by Paule Maurice. 

If one turns their attention to the list that Maurice documented in her curriculum vitae, 

one finds more to tell about who she was as a composer.   

Reading down her list of compositions, one arrives at the entries entitled 

Musiques de Scène, music for stage. Maurice includes four titles in this category, Les 

Caprices de Marianne, On ne badine pas avec l’amour, Watheau, and Patounet. Les 

Caprices de Marianne is a play written in 1833 by French playwright Alfred de Musset, 

which became an opera in 1954 composed by Henri Sauguet. In 1958 Les Caprices de 

Marianne became a theatre production directed by Jean Vilar. On ne badine pas avec 

l’amour is play written in 1834 by Alfred de Musset, which eventually became a TV 

movie. Jean-Antoine Watteau (1684-1737) is a French rococo painter. Perhaps there 

was a production based on his life. This clearly suggests that Paule Maurice may have 

scored for theatre. This is not surprising given a segment written in the conclusion of 

Complement du Traite d’Harmonie de Reber:  

Listen, work, and play piano – firstly the works of Gluck Hayden 
Mozart, Beethoven, Weber, Schubert, as well as the Opera composers: 
Rossini, Verdi Gounod, Bizet Massenet, Puccini.  
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Maurice lists the Poème symphonique, or symphonic poem, entitled 

L’Embarquement pour Cithère that she reports was also Commande de l’Etat, 

commissioned by the state. There is no record of this composition anywhere. 

Unfortunately only a few of Maurice’s compositions are extant. The others are missing 

at this point in time. Even some of the ones that are known are difficult to verify. 

Maurice shows that four publishers hold six of her compositions but only one can be 

identified, Trois pièces pour violon published in 1942 by G. Billaudot. It can still be 

purchased. Cinq pièces pour piano (Editions Durand), Neuf pièces pour piano (Leduc), 

Six pièces pour piano (P. Noel), and Cinq preludes pour piano have publishers but it is 

unclear if they were ever released.  

Another problem in determining how many compositions Maurice actually 

composed can be understood by examining Trois pièces pour violon. She wrote the 

words three pieces for violin. The three pieces, Berceuse, Pavane, and Tarantelle are 

part of the single publication, Trois pièces pour violon. If one continues along this line 

of reasoning, the pieces mentioned earlier are only four in total and the number given to 

describe them are the number of movements or suites of each composition. This 

significantly reduces the total number of compositions penned by Paule Maurice. One 

must remember that the total number of compositions is not indicative of the 

significance of her contribution, but it does give a better understanding of her output.  

If one examines the information she gives for Cosmorama, it is not clear that it 

is a composition for nine suites. It only states it is a ballet and that it was “Commande 

de l’Etat.” Maurice shows that Leduc catalogued Neuf pieces pour piano, but nothing to 
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date exists with this title.  Cosmorama was published post-mortum by Éditions Henri 

Lemoine in 1983 and has nine suites. Are these the same suites as Suite for deux pianos 

(9 pièces) or does Cosmorama truly have its own suites? There is no way to tell. Was 

this an editing decision by the publishers? These types of problems arise when trying to 

analyze the content and total number of compositions.  

Trois Suites d’Orchestre, like the two ballets Cosmorama and Idylle Exotique, is 

assigned the titles, Quartier latin, Tourisme, and Night Club chez Belzébuth in 

parentheses. Is one to assume that all three constitute one composition or three separate 

ones like Cosmorama and Idylle Exotique. Where is Idylle Exotique? Many questions 

arise in trying to reconcile the facts regarding Paule Maurice and her compositional 

record. Just what manuscripts may be in the closet of any of the publishers that Maurice 

mentions in her curriculum vitae is unknown. Unfortunately, even with the success of 

Tableaux de Provence, she is still a relatively unknown composer that would not be 

able to command the extra effort needed to search their attics and basements, yet.  

Looking at the number of piano compositions Maurice displays, it is evident she 

has a penchant for piano, especially piano and orchestra. The list shows, Concerto pour 

piano et orchestre, Concerto Giocoso (piano et orchestra), and “in preparation,” Suite 

pour deux pianos et orchestra. It is unknown if Trois pièces pour orchestra included 

piano. The listing for Cosmorama states nothing that leads us to believe it has nine 

suites but the 1983 publication has nine suites. It is not unreasonable to wonder if the 

Suite for deux pianos et orchestra in preparation at the time of this document is part of 

Cosmorama. Again, without the manuscripts in front of one’s eyes, there is no way to 

be certain of anything. 
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Maurice mentions only one other entry for saxophone other than Tableaux de 

Provence and does not allude to a singular composition. She only writes Pièces pour 

saxophone. As illustrated earlier, the number in front of the title most likely represents a 

number in reference to movements or suites. Volio, her two page saxophone etude, has 

two conflicting dates, 1967 given in Jean-Marie Londeix’s book, and 1974 given by 

publisher Billaudot. It is probable that 1967 is the date of creation and 1974 is the 

publishers date. She does not mention this piece by its published name. Is this part of 

Pièces pour saxophone or was this a different composition for saxophone altogether 

bringing her total number of compositions for saxophone to three, not just the two that 

are known.  

Problems of Documentation 

It is important to note that for the purposes of this document, numbers have been 

spelled out rather than numerically represented as Maurice did in listing her 

compositions. She documents Pièces pour clarinette. The only clarinet composition that 

is documented is catalogued in the Conservatoire National Supérieur de Musique de 

Paris library, 7 petites piéces très faciles pour clarinette: avec acc. de piano. She does 

the same for the flute listing writing only, Pièces por flute.  

 The rest of the entries, Choeurs Mélodies, Quatuor à cordes, Mélodies, Trio à 

cordes, Variations pour piano, and Symphonie provide even less information other than 

what form they may be. Given the abilities displayed in the orchestral version of 

Tableaux de Provence, it is a pity that one is deprived of the experience of another one 

of Maurice’s symphonic works. One can only imagine what Symphonie might sound 
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like, but chances are, her style would become apparent as the piece unfolded giving the 

listener more of what made Tableaux de Provence the masterpiece it is. 
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Chapter 6 

Conclusion 

Still Today 

 Paule Maurice was a twentieth century composer who wrote many works that 

need to be revisited and played through the hands of up and coming musicians seeking 

to understand the music of a composer who helped define the classical saxophone 

canon. Beginning with “Le Maître,” Marcel Mule, generations of saxophonists have 

performed and recorded Tableaux de Provence and held it to be of the highest quality. 

Picking the recording that is one’s favorite is almost impossible given the caliber of 

musicians who have recorded Tableaux de Provence. One of the many notable 

recordings is that of Julia Nolan who approaches the fifth movement, Le Cabridan, with 

a rubato timing before the cadenza in such a way that one feels the cumbersome flight 

of the big bee Maurice may have envisioned. 

 A partial list of saxophonists who have recorded Tableaux de Provence includes 

Marcel Mule, Jean-Marie Londeix, Cecil Leeson, Daniel Duffayet, Paule Brodie, 

Eugene Rousseau (Mvts II & III), Harvey Pittel, Pekka Savijoki, Claude Heraud, Neal 

Ramsay, Leo Potts, Joseph Wytko, Lynn Clock, Jean-Yves Fourmeau, Julia Nolan, 

Griffin Campbell, Pierpaolo Iocopini, Claude Delangle, Nobuya Sugawa, Wataru Sato, 

Ray Smith, Clifford Leaman, Scott Turpen, Matt Pivec, and The College of New Jersey 

Wind Ensemble.  
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On every one of these recordings, Paule Maurice is included with all the 

heavyweights who composed for saxophone, such as Jaques Ibert, Paule Creston, Paul 

Bonneau, Pierre-Max Dubois, Pierre Lantier, Thierry Alla, Eugene Bozza, Darius 

Milhaud, Charles Koechlin, Claude Delvincourt, and countless others. Tableaux de 

Provence is a timeless recording that has helped in elevating the saxophone to its 

present day position in the classical music genre.  

When one looks to the present day to examine how Maurice is presented given 

the evidence of her contribution to the music world, there are still remnants of 

inaccurate portrayal of who she is and her legacy. In a book published in 2004 entitled 

Sax, Mule & co: Marcel Mule ou L'éloquence du son: entretiens by author Jean-Pierre 

Thiollet, we find the unfortunate description of Maurice in such a way that denies, 

however unintended, her rightful place as composer in her own right. If we examine the 

passages describing Maurice, it is clear how subtle: 

Née en 1910 et décédée en 1967, elle fut un brillante étudiante du 
Conservatoire national supérieur de musique de Paris qui, après avoir 
remporté les premiers prix de théorie musicale et de composition, passa 
la majeure partie de sa vie professionnelle à enseigner. Epouse du 
compositeur Pierre Lantier, elle est  cependant l’auteur des Tableaux de 
Provence, por saxophone et piano. A elle seule, cette œuvre de grande 
beauté mélodique et très attachante, souvent programmée dans les 
concerts de saxophone, lui vaut de passer à la postérité. Ecrite en 1954—
d’abord avec accompagnement au piano puis en version orchestrale--, 
elle fut immédiatement adoptee par Marcel Mule qui l’inséra dans son 
repertoire. Pierre Lantier et Paule Maurice ont entretenu de solides 
relations d’amitié avec Marcel Mule et son épouse. 

 

Born in 1910 and deceased in 1967, she was a brilliant student at the 
Conservatoire, who after having won the first prizes for music theory and 
composition spent the majority of her professional life teaching.  Wife of 
the composer Pierre Lantier, she is however, the author of Tableaux de 
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Provence, for saxophone and piano.  To her alone, this work of 
impressive melodic beauty and very moving, often included in 
saxophone concerts, earned her the fame to go down in history.  Written 
in 1954 – first with a piano accompaniment, then in an orchestral 
version, it was immediately adopted by Marcel Mule and inserted into 
his repertory. Pierre Lantier and Paule Maurice maintained a strong close 
friendship with Marcel Mule and his wife. 

(Translated by Elsa Cantor, M.A. in French, Florida Atlantic University) 

While Thiollet’s description is most complimentary, he chooses to use the word 

composer for Pierre Lantier only, even in the original French version. When describing 

Maurice, Thiollet uses the term author and does not take into account all of the other 

works Maurice composed. It is true that auteur (author) and compositeur (composer) 

can be used interchangeably, but it illustrates the blurred vision at work here. She was a 

gifted professor and composer. The description, written in 2004, only five years ago, 

reports the date of creation as 1954 for Tableaux de Provence. It is unfortunate that this 

type of misrepresentation continues when mentioning Paule Maurice in the written 

record. Any book describing the merits of Marcel Mule is a desirable one, so one can 

only applaud Thiollet’s primary motive.  

This excerpt illustrates the difficulty in setting the record straight where Paule 

Maurice is concerned. Until all the facts surface about her life, the misrepresentation 

will continue. It is the hope of this research that someday what has been revealed here 

will only be a footnote in her story. It must be said that all of the individuals who 

included Paule Maurice in their writings and recordings should be applauded for 

recognizing her contribution.  
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One publication that comes very close to setting the record straight is entitled 

Piano Music by Women Composers Born After 1900, Vol. II, also published in 2004, by 

Dr. Pamela Youngdahl Dees of Saint Louis University. It is has the most detailed 

description of a composition written by Maurice anywhere other than Tableaux de 

Provence and her husband’s name is conspicuously not mentioned.   

In a phone interview November 2, 2009, Dr. Dees stated that there were only so 

many words that could go into each of the composer’s descriptions so she wanted to get 

in as much information as possible and that is most likely why she did not include 

Pierre Lantier as her co-author. She writes in a brief style but reveals more than most 

entries anywhere and information previously unknown such as her description of 

Memoire d’un Chat: 

Maurice, Paule (1910-1967) France 

Teacher, composer; st. Gallon, Busser; taught sight reading, Paris 
Conservatoire; co-authored Treatise on Harmony, with her husband. 
Works: Orchestra, chamber, piano, voice, ballet. 

Memoire d’un Chat (Durand 1942) 19p. Six enjoyable impressionistic       

sketches; tonal/modal, quartal, added-tone chords, grace notes, leaps. 
Danse: 3/4, a waltz. Minuet Ronronne et Someille [Minuet purring and 
dozing]: 9/8, slow, then animated. Course a la Souris [Chasing a mouse]: 
2/4, lively and graceful. Patte de Velours [Velvet paws]: 4/4, without 
haste, tenderly. Songe Devant l’Aquarium [Dreaming in front of the 
aquarium]: 3/4, without slowness. Pirouettes: 6/8, lively spinning 
arpeggios, trill figures. Late Int. 

Danse Hindoue in “Magie du Clavier,” Bk. 2 (Lemoine). 

Tambour et Trompettes in “Les Plaisirs de la Musique” (Lemoine). 

Valse du Prince et de la Belle in Les Contemporains, Bk.1, comp. 
Descaves (Noel/Billaudot 1950/ILL) Elem. 
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Also for teaching: Il Était une Fois (Billaudot); Melodies (1939); Le 
Music Hall des Marionettes (Leduc); Preludes (1942). 

[Cohen, FrMKassel, KOM] 

 

The incredible difference in description and depth of information illustrated in 

these two publications is astonishing. Both were published in 2004, yet tell a very 

different story of the abilities and qualifications of their subject in roughly the same 

amount of words. Both can be viewed as being surveys of different composers, however 

one walks away with a completely different understanding of who Paule Maurice was 

and her place in music history. How can such a disparity exist between them? If we go 

back to the discussion concerning intellectual attitudes toward women in the twentieth 

century, it is not difficult to imagine how a world submerged in male interpretation 

could have serious effects on the historical record, in this case, the musical record.  

The genre of classical saxophone was populated by male performers and 

composers until recently as evidenced  in the foreword by Dr. William Street in Jean-

Marie Londeix’ book A Comprehensive Guide to the Saxophone Literature. Paule 

Maurice was likely a progressive woman who refused to be influenced by the societal 

norms and predominance of patriarchal ideology, however unassuming. Pierre Lantier 

must have been a progressive personality in order to have had a successful relationship 

with such a talented woman.  

According to the registration list of the Conservatoire National Supérieur de 

Musique de Paris, her mother did not take her father’s name. Paule Maurice did not take 

her husband’s name, at least professionally. There were changes taking place at a rapid 

pace in her lifetime and the women who came before Maurice must have inspired her to 
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succeed. Women of music who came after can only honor her memory as one of those 

who paved the way for them. Women like Paule Maurice exemplify for all musicians 

the dedication and commitment it takes to be a composer and educator. Phone calls 

made to l’Ecole Normale de Musique de Paris inquiring about Paule Maurice and Pierre 

Lantier confirmed the idea of their unassuming nature. This is further supported by a 

November 1, 2009 email correspondence from Jean-Marie Londiex: 

Les difficultés d'écriture d'une biographie de Paule MAURICE sont 
précisément là, dans le fait qu'il s'agit d'un simple professeur  
d'harmonie, du Conservatoire comme il y en a des dizaines.  

Cette excellente musicienne est morte sans que les journalistes 
spécialisés s'en émeuvent de façon particulière... En quelque sorte, sauf 
pour ses proches, dans l'anonymat que 
>génère les grandes métropoles... 

Ce n'est qu'en travaillant directement sur le sujet, sans passer par de  
très rares articles déjà écrits, en consultant en particulier les enfants 
LANTIER, ainsi que certains documents de famille, que vous pourrez 
vous faire une idée de la carrière musicale de Paule MAURICE. Son 
nom ne figure dans aucun des nombreux ouvrages que je possède 
consacrés à la musique du XX° siècle. Cela n'a rien d'étonnant. Et je 
doute que vous trouviez grand chose dans "la Presse" pour qui cette 
musicienne sans éclat médiatique ou significatif de son époque, 
"n'existait pas"... 

 

The difficulties in writing a biography about Paule Maurice are exactly 
that, in the sense that we are dealing with a simple professor of harmony 
at the Conservatory of which there are many. 

This excellent musician died without the journalists being moved in any 
particular way, except for those close to her, given the anonymity 
experienced in large metropolitan cities. 

It is only through working directly on the subject, rather than consulting 
the rare articles already written, by consulting in particular the Lantier 
children, as well as the family documents that you will be able to 
conceptualize the musical career of Paule Maurice.  Her name does not 
figure among the numerous works that I possess associated with the 
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music of the twentieth century.  That is not at all surprising. And I doubt 
that you will find anything significant in the “Press” for whom this 
musician was not in the limelight or significant in her time, it simply did 
not “exist.”  

(Translated by Elsa Cantor, M.A. in French, Florida Atlantic University) 

 

The liner notes of the CD entitled Milhaud, Maurice, Forsyth, Sowande with 

Julia Nolan on saxophone and the CBC Vancouver Orchestra conducted by Mario 

Bernardi describe each movement in much the same way that others do, perhaps more 

dramatic, but illustrate the story of Maurice quite well, aside from the date assigned to 

Tableaux de Provence: 

Besides composing, Paule Maurice taught sight reading at the 
Paris Conservatoire and published a treatise on harmony with her 
husband; otherwise she is invisible in music dictionaries. And, but for 
her five Tableaux of Provence (from 1954), she is all but inaudible to 
posterity, known mostly to repertoire-hungry saxophonists by the piano 
reduction of her Tableaux. These pictures look like vivid postcards from 
a city woman who spent her holidays in a rustic sanctuary. 

The first of these is a veritable tableau vivant, though neither still 
nor silent: apparently the young girls who dance this Farandole can whip 
around the Maypole at the speed of light. The Song for my Love which 
follows, is a lamenting serenade, owing more to the rustic simplicity of 
Provence than to the historical allusions to the ancient French chanson. 
The third movement, Boumiano, is a country-dance Scherzo, a vigorous 
dance for real Bohemians, and not the kind who’ve moved to Paris to 
live the dissolute life. 

The fourth movement, Dis Alyscamps, gets its eerie mood from 
the ancient Roman cemetery at Arles – stone caskets, trees and the ruins 
of a road. The saxophone expels a deeply human sigh, a curiously 
archaic expression for this typically modern instrument. The finale, a 
conventional perpetual motion exercise, depicts a great bee. It is, to 
quote the composer herself, “a great, buzzing, flying creature, turning 
and bustling…who poises on the flowers, then, watching his chance, 
flees his narrow valley. 
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An example of the tides turning for Paule Maurice can be found in the 2005 

release by The Israel Flute Ensemble entitled Impressions Francaises. The ensemble’s 

members include Uri Soham, Er’ella Talmi, Lior Eitan, and Eyal Ein-Habar, who 

perform Suite pour quatour de flutes, the second most performed composition of 

Maurice. They are all accomplished instrumentalists and the CD features prominent 

composers of classical saxophone such as Eugene Bozza, Pierre Max Dubois, Jacques 

Castérède, Florent Schmitt, and Paule Maurice. The CD notes describe the biographical 

information of Maurice in much the same way as the others but offer a different view 

not based on Tableaux de Provence:  

Paule Maurice Suite (1967) 

Parisian composer Paule Maurice studied with Jean Gallon and 
Henri Busser at the Paris Conservatory. She became Gallon’s 
assistant at the age of 23 and was appointed professor at the 
conservatory in 1942. She trained many students, some of which 
won the Prix de Rome and became teachers at the conservatory 
as well. Together with her husband, composer Pierre Lantier, she 
published a book on harmony, an important educational work that 
is in use in France and abroad. Paule Maurice composed an 
impressive number of compositions for different instruments but 
remained quite unknown to the general public. Her “Suite” for 
four flutes is a treasure to the flute repertoire and demonstrates 
the capability of an accomplished composer, sensitive, 
imaginative, expressive and technically very competent. 

 

What must be remembered is that to be discussed in any way is evidence of 

one’s impact in a particular field. All of the factors that may or may not have 

contributed to the relative anonymity Maurice dubiously enjoyed are part of “herstory” 

as a composer of the twentieth century. What the future holds for Paule Maurice is a 

matter that ought not to be left to “his” story, but of our story, the story of all the facts. 
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Paule Maurice is a story of perseverance, dedication, intelligence, and talent, something 

far more than that of a composer.
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" Paule MAURICE, née à Paris en 1910. 

Études musicales au Conservatoire National Supérieur de Paris.  

Maîtres :  

Jean GALLON (Harmonie),  
Noël GALLON (Contrepoint et Fugue),  
Henri BUSSER (Composition) 

Répétitrice de Jean GALLON dès l’âge de 23 ans. A formé de nombreux élèves dont 
certains sont titulaires du Grand Prix de Rome. Plusieurs sont déjà professeurs au 
Conservatoire. 

Titulaire d'une classe de déchiffrage depuis 1942. 

Auteur avec Pierre LANTIER, son mari, d’un traité d’harmonie, important ouvrage 
pédagogique qui est en usage dans un grand nombre d’écoles françaises et étrangères. 

 
Principales œuvres musicales : 

Symphonie  
Concerto pour piano et orchestre  
Concerto Giocoso (piano et orchestre)  
2 ballets (" Cosmorama " Commande de l’État- ; " Idylle exotique ")  
Poème symphonique (" L’Embarquement pour Cithère " Commande de l’État-) 
Tableaux de Provence, suite pour saxophone 
Quatuor de flûtes  
Quatuor à cordes  
Trio pour anches  
3 Suites d’orchestre (" Quartier latin ", " Tourisme ", Night Club chez Belzébuth " 
Suite pour 2 pianos (9 pièces)  
Variations pour piano  
5 Pièces pour piano (Ed. DURAND) 
9 Pièces pour piano (LEDUC)  
6 Pièces pour piano (P. NOËL) 
5 Préludes pour piano (FONGÈRES) 
3 Pièces violon piano (NOËL)  
Mélodies (NOËL)  
Musiques de scène (" Les Caprices de Marianne ", " On ne badine pas avec l¹amour ", 
Watheau ", " Patounet " ) 
Pièces pour flûte, 
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Piècespour saxophone, 
Pièces pour clarinette  
Chœurs Mélodies.  

En préparation : Suite pour 2 pianos et orchestre. 

Plusieurs œuvres ont été primées.  
Prix HALPHEU (Composition) ;  
Prix du Congrès Marial de Boulogne pour une Cantate ;  
Prix pour l’ensemble de la composition féminine ;  
Prix du public et du Jury aux Concerts PASDELOUP ;  
Prix Georges HUE pour la mélodie. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

Tableaux de Provence program notes from Paule Maurice (saxame.org) 
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Tableaux de Provence 

Composés au début de 1958, et dédiés au prestigieux saxophoniste Marcel MULE qui 
les a enregistrés [avec piano, en 1963]. 

Joués en première audition à Brest par Jean-Marie LONDEIX, sous la direction de 
Pierre LANTIER. 

La Farandole des Jeunes filles, écrite dans le mode hypolydien exprime la joie de la 
jeunesse. Le rythme est le plus souvent confié à l’instrument soliste avec quelques 
dialogues entre le hautbois et la flûte. 

La Chanson pour ma mie débute par des harmonies établies sur les notes de l’accord de 
guitare ; puis, le saxophone expose une phrase tendre et poétique dont 
l’accompagnement rappelle celui d’une sérénade. 

La Bohémienne d’un rythme fortement scandé exprime l’ardent tempérament gitan. 

Des Alyscamps l’âme soupre chante avec nostalgie, par la voix du saxophone, une 
mélodie semblable à une plainte. Cette pièce est construite dans la forme d’un lied. Son 
ensemble repose sur un fond sonore, tout en demi-teintes, exposé par les cordes. Le 
timbre mélancolique du cor anglais répond à l’instrument soliste. 

En Provence, le Cabridan est une grosse abeille bourdonnante. L’agilité du saxophone 
se prête admirablement à l’agitation tourbillonnante de cette pièce, écrite dans la forme 
d’un mouvement perpétuel, seulement interrompu par une courte cadence. La reprise, 
en canon entre soliste et orchestre semble traduire la fuite rapide de l’insecte, qui 
disparaît dans un diminuendo général. 

 

 

 

 

 

 

 

 



Program notes of the premiere of Tableaux de Provence (saxame.org) 
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Program notes cover (saxame.org) 
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Letters to Jean-Marie Londeix from Paule Maurice (Saxame.org) 
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18 mars 1960.  

Prestissimo !!   

Cher Monsieur, 

Votre lettre arrive à l’instant. Je venais justement de commencer une lettre à votre 
intention pour vous remercier de la bonne nouvelle pour Bordeaux. Merci doublement 
puisqu’il s’agit maintenant de La Rochelle. Pour Monsieur CURAUDEAU, s’agit-il de 
la partition d’orchestre ou du piano conducteur ?  

Je croyais vous avoir envoyé la partition d’orchestre l’année dernière à la fin des 
vacances ? La deuxième et chez l’éditeur. Si vous n’avez pas l’autre, j’enverrai celle qui 
est chez LEMOINE. Mais seulement après avoir reçu votre réponse. 

J’espère que Monsieur LEMOINE hâtera l’édition des Tableaux après tout ce que vous 
lui avez dit ! Encore merci. Dans l’attente de vous lire je vous adresse mon bien amical 
souvenir ainsi que celui de mon mari  

Paule MAURICE  

top 

 
18 March 1960  

Prestissimo!  

Dear Sir,  

Your letter just arrived. In fact, I was just about to start a letter to you to thank you for 
your good news about [your performance with the orchestra in] Bordeaux. Thank you 
twice as much for [the performance at] la Rochelle - does Mr. Curandeau require the 
orchestral score or the piano reduction?  

I believe I sent you the orchestral score last year at the end of the holidays? A second 
copy is with the publisher - if you don't have the other one, I'll send the score that's with 
Lemoine - but only after I've heard back from you Ð  

I hope that Mr. Lemoine will hurry along the publication of the Tableaux after all 
you’ve told him! Thanks again - in looking forward to hearing back from you, I send 
you my warmest regards, as well as those of my husband. 

Paule Maurice  
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21/5/59.  

Quelques lignes pour vous faire savoir que Marcel MULE joue 3 des Tableaux de 
Provence dimanche prochain (24) à 19h.40, sur France 3, dans l’émission de Paul 
BONNEAU. Je n’ai pas encore pu récupérer ma partition qui est à la radio ! 

Mon mari se joint à moi pour vous exprimer nos sentiments les plus sympathiques  

P.LANTIER MAURICE 

top 

 

21 May 1959 

Dear Sir, 

Just a few lines to let you know that Marcel Mule is playing 3 movements of the 
Tableaux de Provence next Sunday (24) at 7:40pm on France 3 - on Paul Bonneau’s 
program - I haven't yet been able to recover my score from the radio station! 

My husband joins me in expressing our best wishes. 

P- Lantier Maurice 

Translation by Alfredo Mendoza, William Street, and Jennie Wood, University of 
Alberta  
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[Non datée]  

Bien cher Ami,  

En toute hâte, je vous envoie ces quelques renseignements [ci-dessous], et vous 
remercie encore de vous intéresser ainsi à mes " Tableaux ". Je ne doute pas que 
défendus par vous, ils remportent beaucoup de succès. 

Mon mari se joint à moi pour vous remercier de vos bons v’ux et pour vous exprimer 
tous les souhaits sincères et chaleureux que nous formons à votre intention. 

Bien amicalement,  
Paule MAURICE  

top 

 

[Date Unknown] 1960  

My dear friend,  

In all haste I'm sending you this information - and my thanks as well for showing such 
an interest in my "Tableaux". I have no doubt that, when performed by you, they will 
win great success. 

My husband joins me in thanking you for your kind thoughts, and in expressing our 
warmest and most sincere wishes.  

Most amicably, 
Paule Maurice  

Translation by Jennie Wood and William Street, University of Alberta 
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29 novembre 60.  

Cher Monsieur,  

ne croyez pas que je vous ai oublié. Je suis désolée d’avoir tellement tardé à vous écrire. 
Mais à cette époque, chaque jour apporte une charge nouvelle avec les concours et la 
réorganisation des classes. De plus, nous avons eu beaucoup de soucis familiaux. 

Pour en venir aux Tableaux de Provence, voici l’essentiel : Le Cabridan a été composé 
il y a 12 ans environ pour notre ami Marcel MULE (qui avait donné des leçons de 
saxophone à mon mari lorsque celui-ci préparait le concours des Sous-chefs). Marcel 
MULE ayant trouvé le Cabridan trop facile (!) cela m’a incitée à y ajouter une petite 
cadence. Les autres pièces ont été écrites entre 1952 et 1955. Mon mari est méridional, 
et quoique native de Paris, je suis Provençale de c’ur. Il y a d’ailleurs plus de 25 ans que 
je passe les mois d’été dans le Midi. La pièce " Des Alyscamps l’âme soupire " a été 
écrite sous le coup d’une émotion très douloureuse, en apprenant la mort d’un cousin de 
mon mari, que nous considérions comme un frère. C’était un être très attachant, bon, 
intelligent et gai. Sa vie avait été  brisée en 1914 ; il avait été très grièvement blessé. Il 
vivait retiré en pleine Provence, au milieu des vignes, des pêchers et des oliviers, dans 
sa " campagne ". Aujourd’hui encore je lui suis reconnaissant pour les heures de poésie 
que nous avons passées en sa compagnie. C’est grâce à lui que j’ai appris à goûter le 
vrai charme de la Provence, à aimer le chant strident des cigales, à apprécier la joie de 
trouver un filet d’eau sous une roche dans un pays où elle est si rare. Je ne peux trouver 
de mots pour vous dire combien sa disparition a été cruelle pour nous. La pièce que 
vous aimez a été écrite en deux jours à cette époque. Je suis très sensible au fait que 
vous ayez deviné qu’un choc émotionnel se trouvait à son origine. Il n’y a aucune 
indiscrétion dans votre demande. 

J'espère que vos conférences auront beaucoup de succès. J’en suis d’ailleurs persuadée 
avec un interprète tel que vous ! Merci de vous intéresser toujours à mes Tableaux. Mon 
marie se joint à moi pour vous exprimer nos sentiments bien amicaux.  

Paule MAURICE.  

top 

 

29 November 1960 

Dear Sir, 

Don't think for a moment that I've forgotten you. I'm really very sorry to have been so 
late in writing to you. But, at this time, every day brings new responsibilities involving 
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examinations and the reorganization of classes - what's more, we have also had quite a 
few problems within the family. 

Getting right to Tableaux de Provence, here are the essential details: Le Cabridan was 
written about twelve years ago for our friend Marcel Mule (who gave saxophone 
lessons to my husband while he was preparing for an examination as an assistant 
director). When Marcel Mule found the Cabridan to be too easy (!), it prompted me to 
add a small cadenza. The other movements were written between 1952 and 1955. My 
husband is a Southerner, and although I was born in Paris I'm Provençale at heart. I’ve 
been spending the summer months in the South for over 25 years. The movement Des 
Alyscamps l'âme soupire was written under a flood of grief and sorrow upon learning of 
the death of one of my husband's cousins, who was like a brother to us. He was a person 
that drew others to him - intelligent and cheerful. His life was shattered in 1914, when 
he was seriously wounded in the war. He then lived a secluded life deep inside 
Provence, in the midst of the vineyards, the peach and the olive orchards - his 
"country". Even today I'm still grateful to him for the hours of poetry that we enjoyed in 
his company. It is thanks to him that I discovered the true charm of Provence, to love 
the shrill song of the cicadas, to appreciate the joy of finding a drop of water beneath a 
rock in a country where moisture is so precious. I cannot find the words to tell you how 
cruel his loss was to us. The movement that you like so much was written over a period 
of two days during this time. I’m very touched by the fact that you guessed that an 
emotional shock was behind its creation - your question was in no way indiscreet. 

I hope that your presentations are successful. With an artist such as you, it is virtually 
guaranteed. As always, thank you for expressing your interest in my Tableaux - my 
husband joins me in sending our warmest regards. 

Paule Maurice 

Translation by Alfredo Mendoza, William Street, and Jennie Wood, University of 
Alberta 
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6/9/63.  

Cher Monsieur,   

Retour d’un voyage à l’Étranger, nous venons seulement de prendre connaissance de 
votre lettre adressée le 19 août dernier. 

Vous êtes extrêmement gentil de penser à nous pour votre nouvelle formation de 
Sextuor à vent, et nous vous en remercions. 

Nous n’avons pas, hélas, d’uvre de cette formation. Ce n’est pas le désir qui nous 
manque d’écrire quelque chose dans ce sens, mais sutout le temps. Nous espérons que 
les circonstances pourront nous permettre de le faire dans un avenir proche. L’idée nous 
plait beaucoup, non seulement pour l’originalité de la formation, mais aussi à cause de 
la haute qualité des interprètes. Nous savons ce que l’on peut attendre des membres du 
corps professoral de notre grande École de Musique. 

Il nous est difficile de vous faire une promesse ferme pour une date assez précise, mais 
le projet d’écrire pour vous est séduisant, et nous espérons bien vivement profiter un 
jour de la tranquillité d’esprit nécessaire, et du loisir que pourra nous accorder notre 
profession bien absorbante, pour nous mettre à l’ouvrage. 

Veuillez croire, cher Monsieur et Ami, en nos sentiments bien fidèlement cordiaux et 
dévoués. 

Paule MAURICE  

top 

 

6 September 1963  

Dear Sir,  

Returning from a trip abroad, we have only just now received your letter dated April 19.  

You are very kind to think of us [ED NOTE: in searching for repertoire] for your new 
type of wind sextet, and we are very grateful. 

Alas, we don't have anything written for that specific ensemble [ED NOTE: woodwind 
quintet plus saxophone]. It is not a lack of desire that keeps us from composing 
something, however - it's above all a lack of time. We hope that circumstances will 
allow us to pursue this sometime in the near future. The idea pleases us greatly, not only 
because of the uniqueness of the group, but because of the high quality of the artists 
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involved. We know what we can expect from the professional players of your great 
school of music.  

It's difficult for us to promise you an exact date, but the prospect of writing for you is 
enticing, and we sincerely hope that one day we will benefit from the necessary 
tranquility of spirit and free time that will allow us to truly devote ourselves to 
composing such a piece. 

Please believe, dear sir (and dear friend), in our most cordial and devoted sentiments.  

Paule Maurice  

Translation by Jennie Wood and William Street, University of Alberta 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

Paris  
5 August 1966 

[Envoyé de Paris à Vichy. Festival International]  
IMMOBILISEE PARIS SUIS TOUT CUR AVEC VOUS SOUHAITE SUCCES 
AMICALEMENT = PAULE MAURICE 

Paris  
5 August 1966  

Stuck in Paris. We wish you success with all our hearts.  

Your friend,  
Paule Maurice  

Translation by Jennie Wood and William Street, University of Alberta 
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Mr. Freeze 

http://www.pianostreet.com/smf/index.php?topic=229.msg407345#msg407345 

Piano Forum 

Piano Board => Repertoire => Topic started by: Mr_Freeze on 
August 14, 2002, 04:06:06 AM 

 

Title: Does anybody know Paule Maurice ? 
Post by: Mr_Freeze on August 14, 2002, 04:06:06 AM  

Hello everyone ... 
 
I would like to share what happened to me a couple of years 
ago about a contemporary composer named Paule Maurice.  
 
Only a few people might know her -most of them maybe sax 
players- tough some of her works have been recorded quite 
often and especially one : "Tableaux de Provence" witch is a 
piece for alto saxophone and orchestra. A reduction for piano 
and sax alto also exist and this is the version of the piece that 
is mostly played around the world. Check out on Google.com 
for this piece, you can not miss it, it is everywhere on the web 
! 
 
Here is the story. One day, I was walking in Paris at the flea 
market at the "Porte de Cignancourt" and was taking time to 
look trough old music scores on bookshelves to complete my 
collection. To my surprise, as I was looking trough piles of old 
litterature books and random stuff, I saw a piece of music 
manuscript flying in the air. It caught me by surprise, as it not 
so easy to find that kind of material these days except in 
auctions, and while turning around, I saw a bunch of bounded 
manuscripts and a couple of pedagogy books from the same 
author : Paule Maurice ...  
 
I went trough the music scores and discovered a symphony, a 
piano concerto, a violin concerto, light music pieces composed 
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for the french national radio at her time (ORTF) and lots of 
miscellanious manuscripts of her. I bought two or more 
manuscripts, I don't exactly remember, and took them home 
with me to study them the same night. At my house, I 
checked in a couple of music directories and dictionnaries but 
did not find her anywhere ... Doubting if this music was of real 
interest, I went back the next day and bought all the scores 
from her witch included scketches, manuscripts, printed 
music, lesson books, students compositions, personal letters 
and ... a couple of music autographs from famous french 
composers. There is more to come. I even found in her papers 
all her scketches for the Concours de Rome plus newspapers 
reviews from that time. And now the icing of top of the cake 
... I even found in her archives the scketch of the cantata and 
the complete 4 voices fuga that Henry Dutilleux wrote for the 
Concours de Rome in 1938 plus autographs from Henri Busser 
(who's worked with Debussy), Henri Chalan (a very famous 
french teacher in composition and conterpoint) ...  
 
After finding all this memorabilia, I started to search for Paule 
Maurice's life and discovered that she actually taught sight-
reading and composition at the Consevatoire National de Paris 
for many years with her husband Pierre Lantier (you know the 
Pierre Lantier contect for string players in France ? Don't 
search further, it is him) and wrote an harmomy treatise. I 
haven't really strated to work on her output (some of her 
scores can be bought trough Edition Lemoines in Paris) but I 
will do so when I'll have more time. Her output is quite large, 
around 100 pieces for symphonic orchestra, chamber music, 
radio, concertos, ballets, light music, melodies ... 
 
While researching for her, I have collected lots of information, 
her dates (1910-1957), who she was, her resume ...  
 
If anybody has any information about this french composer, 
please feel free to take contatc with me. 
 
Mr Freeze. 

 

Title: Re: Does anybody know Paule Maurice ? 
Post by: insearchofpaulemaurice on September 15, 2009, 
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05:52:02 PM  

Hi,  
 
    If this post is true, I would love to speak with you. My name 
is Anthony Moore and my number is 305-905-6578. My email 
address is saxophonegypsy@yahoo.com. I could not believe 
what I read so please, forgive my excitement. I have created a 
website dedicated to her: 
 
www.studentsofpaulemaurice.com 
 
                                                      Best Regards, Tony 
Moore 
 

Title: Re: Does anybody know Paule Maurice ? 
Post by: elfish on September 18, 2009, 07:29:02 PM  

The link doesn't seem to work...?..?.. 
 

Title: Re: Does anybody know Paule Maurice ? 
Post by: insearchofpaulemaurice on September 21, 2009, 
01:03:52 AM  

This post is driving my curiosity mad! Anybody that knows Mr. 
Freeze, please let him know I wish to speak with him about 
Paule Maurice. 305-905-6578. My name is Tony Moore. 
Thanks 
 

Title: Re: Does anybody know Paule Maurice ? 
Post by: insearchofpaulemaurice on September 21, 2009, 
01:16:33 AM  

Hi,  
 
      I almost forgot to let you know of this website dedicated 
to Paule Maurice. 
 
www.studentsofpaulemarice.ning.co 
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http://www.studentsofpaulemarice.ning.co/


CNSMDP Holdings for Paule Maurice 

21 documents correspondent à votre recherche 
 

 

 
    

 Titre (s) : Under the sign of the sun : french works for saxophone & orchestra / 
Jacques Ibert, Henri Tomasi, Maurice Ravel.. [et al.] ; Claude Delangle, sax. ; Singapore 
symphony orchestra ; Lan Shui, dir. 
Publication : Akersberga : Bis records, P 2007 
Description matérielle : 1 disque compact (1 h 13 min 49 s) 

 
    

 Titre (s) : 7 petites pièces très faciles pour clarinette : avec acc. de piano 
Présentation : Partition et partie 
Publication : Paris : A. Zurfluh, 1956 
Description matérielle : 12 p. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Cents dictées musicales à 1 voix : faciles et de moyenne force / Maurice 
Paule et Pierre Lantier 
Publication : Paris : P. Naudin, 1948 
Description matérielle : 31 p. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Complément du traité d'harmonie de Reber : commentaires et nombreux 
textes destinés à faciliter l'assimilation à l'écriture moderne / Maurice Paule et Pierre 
Lantier 
Publication : Paris : Gallet et fils, 1950 
Description matérielle : II‐156 p. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Concerto : pour piano et orchestre : réduction à deux pianos 
Publication : Paris : H. Lemoine, 1956 
Description matérielle : 50 p. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Cosmorama : [9 pièces pour deux pianos] 
Présentation : Partition 
Publication : P. Maurice, s.d. 
Description matérielle : 9 fasc. 
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 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Fugue, choeur : Concours de Rome 1935 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Fugue, choeur : Concours de Rome 1936 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Fugue, choeur : Concours de Rome 1937 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Fugue, choeur : Concours de Rome 1938 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Mémoires d'un chat : 6 pièces pour piano / Paule Maurice 
Publication : Paris : Durand, 1942 
Description matérielle : 19 p. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Mémoires d'un chat : 6 pièces pour piano / Paule Maurice 
Publication : Paris : Durand, 1961 
Description matérielle : 19 p. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Suite : pour quatuor de flûtes 
Présentation : Partition et parties 
Publication : Paris : M.‐R. Braun / G. Billaudot, 1967 
Description matérielle : 1 partition (26 p.) 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Tableaux de Provence / Paule Maurice 
Dans 
Titre (s) : Marcel Mule 
Publication : Selmer, 
Description matérielle : 33 t. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Tableaux de Provence / Paule Maurice 
Dans 
Titre (s) : Le saxophone : Paul Bonneau, A. Tcherepnine, Paule Maurice, Pierre 
Vellonnes, J. Semler‐Collery, R. Clérisse, F. Decruck, Ed. Gaujac 
Publication : Fidélio, 
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Description matérielle : 33 t. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Tableaux de Provence / Maurice Paule 
Dans 
Titre (s) : A la française 
Publication : Akersberga : Bis records, P 2002 
Description matérielle : 1 disque compact 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Tableaux de Provence : suite pour saxophone et piano 
Présentation : Partition et partie 
Edition : Edition originale 
Publication : H. Lemoine, 1960 
Description matérielle : 1 partition (32 p.) 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Tableaux de Provence : suite pour saxophone et piano 
Présentation : Partition et partie 
Publication : H. Lemoine, 1989 
Description matérielle : 32 p. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Volio : étude pour saxophone alto mib 
Publication : Paris : G. Billaudot, 1974 
Description matérielle : 2 p. 

 
    

 Titre (s) : Marcel Mule, la Légende 
Publication : Association des saxophonistes, 
Description matérielle : 2 CD 

 
    

 Titre (s) : The french saxophone 
Publication : ARCADE, 
Description matérielle : 1 CD 
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CNSMDP Holdings for Pierre Lantier 

 

51 documents correspondent à votre recherche 
 

 

 
    

 Titre (s) : 7 petites pièces très faciles pour clarinette : avec acc. de piano 
Présentation : Partition et partie 
Publication : Paris : A. Zurfluh, 1956 
Description matérielle : 12 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : 10 Leçons de solfège progressives sur 2 clés : (avec piano) : facile à moyenne 
force 
Publication : Paris : H. Lemoine, 1984 
Description matérielle : 19 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : 2e quatuor a cordes 
Présentation : Partition 
Publication : Paris : G.Billaudot, 1967 
Description matérielle : 35 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : 3 pièces brèves pour orgue 
Publication : H. Lemoine, [1984] 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : 3 pièces pour flûte 
Publication : G. Billaudot, [1967] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Allegro, arioso et final : pour saxophone et piano 
Présentation : Partition et partie 
Publication : H. Lemoine, 1963 
Description matérielle : 16 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Allegro arioso et final 
Publication : H. Lemoine, [1968] 
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 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Andante et allegro : pour tuba et piano 
Présentation : Partition et partie 
Publication : H. Lemoine, 1964 
Description matérielle : 14 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Andante et final : pour saxophone alto : avec accompagnement de piano 
Présentation : Partition et partie 
Publication : Paris : Combre, 1994 
Description matérielle : 10 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Chat perché : pour piano 
Publication : Paris : Philippo, 1958 
Description matérielle : 2 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Concert en trois parties : pour trompette ut et piano (ou orchestre) 
Présentation : Partition et partie 
Publication : Paris : H. Lemoine, 1957 
Description matérielle : 20 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Concertino pour piano 
Publication : A. Leduc, [1954] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Concertino : pour piano et orchestre restreint : réduction pour deux pianos 
Présentation : Partition 
Publication : Paris : A. Leduc, 1954 
Description matérielle : 36 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Concerto : pour piano et orchestre : réduction pour deux pianos 
Présentation : Partition 
Publication : Paris : H. Lemoine, 1953 
Description matérielle : 70 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Concerto 
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Publication : H. Lemoine, [1954] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Concertstuck : pour piano 
Publication : Paris : Gallet, 1947 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Concert 
Publication : H. Lemoine, [1957] 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Danse bouffonne 
Publication : A. Leduc, [1949] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Danse bouffonne : pour basson et piano / P. Lantier 
Présentation : Partition et partie 
Publication : Paris : A. Leduc, 1952 
Description matérielle : 4 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Danse magique : (pour piano et chant sans paroles) 
Présentation : Partition chant et piano 
Publication : Paris : Ste intercontinentale de musique, 1946 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Danse sur un thème lydien 
Publication : G. Billaudot, [1942] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Danse sur un thème lydien : pour flûte et piano 
Présentation : Partition et partie 
Publication : Paris : P. Noël, 1942 
Description matérielle : 8 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Diptyque 
Publication : Chappell, [1971] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Diptyque : pour alto et piano 
Présentation : Partition et partie 
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Publication : Paris : Chappel, 1971 
Description matérielle : 9 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Euskaldunak 
Publication : G. Billaudot, [1967] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Euskualdunak : sonate pour saxophone alto et piano 
Présentation : Partition et partie 
Publication : Paris : M.R. Braun, 1967 
Description matérielle : 24 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Fugue, choeur : concours de Rome 1934 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Fugue, choeur : concours de Rome 1935 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Fugue, choeur : concours de Rome 1936 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Fugue, choeur : concours de Rome 1937 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Introduction romance et allegro : pour trombone basse et piano (ou 
violoncelle et piano) 
Présentation : Partition et partie 
Publication : Paris : H. Lemoine, 1965 
Description matérielle : 12 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Légende : pour violoncelle et piano 
Présentation : Partition et partie 
Publication : Combre, 1993 
Description matérielle : 9 p. 
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 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Le ménétrier : mouvement concertant : pour violon et piano 
Présentation : Partition et parties 
Publication : Paris : M. Eschig, 1954 

javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl23','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl23','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl24','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl24','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl24','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl25','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl25','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl25','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl25','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl25','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl26','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl26','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl27','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl27','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl28','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl28','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl29','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl29','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl30','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl30','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl30','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl30','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl30','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl30','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl31','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl31','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl31','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl31','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl31','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl32','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl32','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl32','')
javascript:__doPostBack('_ctl0$_ctl4$RECH_LISTENOTICES_1_1_1$_ctl32','')


Description matérielle : 16 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Le ménétrier 
Publication : M. Eschig, [1954] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Promenade au zoo : pour piano 
Publication : Paris : L. Philippo, s.d. 
Description matérielle : 7 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Quatre pièces : pour quintette de cuivres 
Présentation : Partition et parties 
Publication : Paris : G. Billaudot, 1994 
Description matérielle : 14 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Quatuor à cordes pour 2 violons, alto et violoncelle : partition in‐16 / Pierre 
Lantier 
Présentation : Partition de poche 
Publication : Paris : Durand, 1939 
Description matérielle : 86 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Quatuor à cordes 
Publication : Durand, [1939] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Quatuor : pour trombones : 3 trombones ténor, tr. basse ou tuba 
Présentation : Partition et parties 
Publication : Paris : G. Billaudot, 1982 
Description matérielle : 17 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Sicilienne 
Publication : A. Leduc, [1944] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Sonate : pour clarinette en si bémol et piano 
Présentation : Partition et partie 
Publication : Combre, 1994 
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Description matérielle : 19 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Sonate : pour trompette en ut et piano 
Présentation : Partition et partie 
Publication : Paris : Combre, 1995 
Description matérielle : 18 p. 

 
    

 Auteur : Lantier, Pierre louis (1910‐1998) 
Titre (s) : Sonate 
Publication : M. Combre, [1995] 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Sonate : pour alto et piano : degré supérieur 
Présentation : Partition et partie 
Publication : Paris : M. Combre, cop. 1991 
Description matérielle : 1 partition (23 p.) 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Trois pièces brèves : pour orgue / Pierre Lantier 
Publication : Paris : H. Lemoine, 1984 
Description matérielle : 14 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Trois pièces : pour flûte seule 
Publication : Paris : G. Billaudot, 1967 
Description matérielle : 4 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Vingt Leçons de solfège progressives : à changement de clés sur toutes les 
clés 
Publication : Paris : H. Lemoine, 1984 
Description matérielle : 25 p. 

 
    

 Auteur : Lantier, Pierre (1910‐1998) 
Titre (s) : Vingt Leçons de solfège rythmique 
Publication : Paris : H. Lemoine, 1970 
Description matérielle : 35 p. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Cents dictées musicales à 1 voix : faciles et de moyenne force / Maurice 
Paule et Pierre Lantier 
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Publication : Paris : P. Naudin, 1948 
Description matérielle : 31 p. 

 
    

 Auteur : Maurice, Paule (1910‐1967) 
Titre (s) : Complément du traité d'harmonie de Reber : commentaires et nombreux 
textes destinés à faciliter l'assimilation à l'écriture moderne / Maurice Paule et Pierre 
Lantier 
Publication : Paris : Gallet et fils, 1950 
Description matérielle : II‐156 p. 

 

 

 
    

 Titre (s) : Marcel Mule, la Légende 
Publication : Association des saxophonistes, 
Description matérielle : 2 CD 
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Review of Concerto pour piano et orchestre by Jack Beeson 

 from 1958 Journal Notes  
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http://www.classical.net/music/recs/reviews/c/crt00655a.php 

CD REVIEW 

Moving Along 

 

Works and Transcriptions for Saxophone & Piano 

• Paul Creston: Sonata for Alto Saxophone 
• Ingolf Dahl: Concerto for Saxophone 
• Sergei Rachmaninoff: Vocalise 
• Jacques Ibert: Concerto da Camera 
• Paule Maurice: Tableaux de Provence 
• Tomaso Albinoni: Concerto "Saint Marc" 

Harvey Pittel, saxophone 
Jeff Helmer, piano 
Crystal Records CD 655  

 
The saxophone sonata is the rarest of birds, so I was glad to hear this collection of 
pieces by known and unknown composers, and even a transcription of a baroque 
composer. The selections are richly varied. Paul Creston's Sonata for Alto Saxophone 
(1937) has a deceptively simple style, yet embedded in its languid rhythms are complex 
harmonic passages. His debt to George Gershwin quivers underneath, but doesn't poke 
through the work. Ingolf Dahl's Concerto for Alto Saxophone (1953), later adapted to a 
sonata (but never renamed) is full of dotted rhythms, stray dissonances, and meandering 
themes. Its Passacaglia may be moody, but it lacks heart. Except for the perky rondo 
march in III, I don't care much for this work. I find it cold and formalistic, as if Dahl is 
imitating Igor Stravinsky (whom he admired) on an off-day. Saxophonist Harvey Pittel's 
transcription of Sergei Rachmaninoff's famous Vocalise works beautifully. Pittel holds 
its gushy romanticism in check with his splendid sense of timing and articulation. Its 
portion is just small enough (3.5 minutes) to leave you hungering for more. Jacques 
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Ibert's Concertino da Camera (1935), originally written for orchestral accompaniment, 
is the most engaging piece on this disc. The harmonies are oval and opulent, inventive 
yet not chaotic. The rhapsodic Larghetto prepared me for the expressive Animato molto, 
with its naughty virtuosic strains. Toward the end, there is even a jazz-like cadenza. 
Helmer plays a charming, not-too-quirky piano, particularly during the sparkling coda. 
This piece has inspired me to obtain one of the half dozen orchestral versions listed in 
the Schwann catalogue. Paule Maurice's Tableaux de Provence is sprightly and languid, 
terpsichorean and funereal. A series of nostalgic musical snapshots of rural France, it 
encompasses many aspects of a deceptively simple life. I particularly like the minute-
long La Bohemienne, which hoisted me from my desk and threw me into a mad gigue 
with my lover. That and the buzzing, dizzy Le Cabridan sent my soul whirling. Record 
companies of the world, please give us more of this composer!  

There has to be something perverse, even sacrilegious, about adapting Tomaso 
Albinoni's Eighteenth Century Concerto "Saint Marc" for the saxophone. Nevertheless, 
Pittel does it completely seriously, from the reverential Grave in I to the sunny Venetian 
strains in IV. Such a rendition may alarm the purists, but so what? I much prefer it to 
the creaky violin/continuo version.  

Copyright © 1998, Peter Bates.  
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http://www.musicweb-international.com/classrev/2001/Sept01/Downes_Pastorale.htm 

    

   

Classical Editor: Rob Barnett                               Founder Len Mullenger: Len@musicweb-international.com  

  

  

PASTORALE SOUNDS 
Music for flute choir 

Massachusetts High School Flute Choir/Danielle Alyssa Boudrot 
rec Massachusets 2000 
no cat number supplied 2 CDs. 
Available from Lynwood Music, 2 Church Street, West Hagley, West Midlands, DY9 ONA 
015 628 86625 
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This first disc opens with a simply sensual arrangement of Holst’s I’ll love my love. It is a 
beautiful melody and played to perfection; a splendid start to any CD. 

The Three Children’s Dances of Luigi Zaninelli are fine. The central item, the Melancholy 
Dance, introduced by the bass flute, is quite something and the final dance is remarkable and, 
would you believe it, percussive: wild trills and flutter tonguing. The first dance, Gay Dance, 
is not that gay but very well written. Some of the harmonies and the spacing of the flutes are 
brilliantly judged. I love the bright sound. Engaging music and well played. Can you imagine 
the beautiful sounds of the piccolo? 

Charles Threatte comes from Atlanta. His Pastorale dates from 1988 and is scored for six 
flutes and alto flute. It is not one of those idyllic, uneventful pastorales but one which 
demands technique and a high emotional content. The flute is a very sensual human 
instrument. It can convey a wide range of emotion and colour and, my goodness, how well 
these young players excel themselves! 

The brief four movement Sextet of Matt H. Doran follows. He was born in Kentucky in 1921 
and has ten operas, six symphonies and six concertos to his name as well as 67 pieces 
involving the flute. I know his Sonatine for flute and cello. This little Sextet is simple, direct 
and effective. It is not ostentatious and this is why it is a success. It does have a few clichés 
but it is very pleasing music and receives a good performance. The balance and sound are 
exemplary. After the luscious andante comes an allegro scherzando which says in 99 seconds 
what some composers take ages to do. Brevity can be very effective. This is what makes 
Webern a genius! Another andante follows but it relies on too much unison work. It is better 
which the music diverges. There is a final allegro which isn’t merry! 

Two pieces by Raimundo Pineda follow. He hails from Venezuela and was born in 1967 and 
is closely linked with this ensemble. The Latin rhythms will appeal to some but whether it 
works aesthetically I doubt. The first piece, Polo Oriental, has little to say and the second 
piece, Las Piruetas de Mariana sounds very banal. Oh dear! It simply does not work. It 
sounds like a constipated hurdy-gurdy! Dreadful music! 

The second disc consists of music by two composers. Paule Maurice’s Suite for a quartet of 
flutes is full of colour. But she is not a composer of the same stature as her husband Pierre 
Lantier whose Piano Concerto is a very good piece. 

The opening of this quartet is called a preambule. Indeed. The second is called a 
divertissement but I did not find it so. The pavane, fughette, arioso and rondo movements are 
all anachronistic. It is ‘living in the past music’ which often betrays a composer's inability to 
write original music and music of our time. One movement sounded like a take off of a 
popular musical number. 

Andrew Downes’ Fantasia for alto, bass and flute choir is a substantial piece and clearly a 
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labour of love. It is not my favourite among Andrew’s works but is beautifully played. 

It is his Sonata for flute choir Op 58 that completes this second disc. It is a very fine piece 
showing influences from Renaissance music to music of Africa and North America. There 
are some very telling moments and both the slow third and fifth movements are truly 
memorable as is this performance. The terrific contrasts in this composer's works sets him 
apart. This is a very important and unusual work and deserves attention. It is not merely a 
curiosity but music that is often very special indeed. I loved the performance. 

David Wright 
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http://www.musicweb-international.com/programme_notes/maurice_tableaux.htm 

Paule Maurice (1910-67) - Tableaux de Provence, for Saxophone and 
Orchestra  

Maurice was French. More pointedly, Paule Maurice was 
a French woman composer, which immediately impales 
me on a cleft stick of Political Correctness. If I suggest 
that this is in any way remarkable, I risk condemnation 
for being “patronising”, and if I don’t I risk accusations of 
glossing over the achievements of women! Far from 
taking my life in my hands, like the critic who 
pronounced “[Maurice] is not a composer of the same 
stature as her husband Pierre Lantier” (particularly as the 
latter is himself hardly a household name!), I shall take 
cowardly refuge behind the skirts of a misquotation of 
Richard Strauss: “Do you know what a 'woman composer' 
is? I don't. There are only good and bad composers”.   

So, which is it? Her career credentials are impeccable. 
She studied under Henri Busser and the frères Gallion, 
winning a first prize in composition and harmony. She 
became a respected educator, professor of sight-reading at 
the Paris Conservatoire (1943), then of harmony and 
analysis at the Normal School of Music (1967). As a 
composer, her main claim to fame was to foster the 
reputation of the saxophone, hitherto disdained as a crude 
jazz instrument or at best regarded as a “special effect”. 
Motivated by her friend Marcel Mule, a pioneer of the 
“classical” saxophone, she set about producing music to 
demonstrate its capability of “serious” musical 
expression. I am tempted to enquire, “Do you know what 
a 'classical instrument' is? I don't. There are only good and 
bad instruments.” So, which is it? Listen, and decide for 
yourselves!   

Tableaux de Provence crept into being between 1954-9, 
during which period Charlie Parker died, and Brubeck’s 
Take Five was born. This protracted gestation is partly 
because Maurice was not especially prolific but, I suspect, 
more because it grew out of the Lantiers’ and Mules’ 
shared family holidays in that special part of southern 
France, a region whose shimmering pastoral beauty has 
understandably inspired umpteen artists. The 
juxtaposition of evocative scenery and M. Mule’s 

http://www.musicweb-international.com/programme_notes/maurice_tableaux.htm


saxophone may have been the source of Maurice’s 
inspiration, but the music also constitutes a real challenge, 
to composer and performer alike: to express the 
quinessentially pastoral through a medium that is 
essentially urban, both in origin and association.   
   
   

1. Farandole des Jeunes Filles (Dance of the Young 
Girls)  
2. Chanson Pour ma Mie (Song for my Love)  
3. La Bohemienne (The Bohemian Girl)  
4. Des Alyscamps L'Ame Soupire (The Sigh of the Soul 
for the Alyscamps)  
5. Le Cabridan (The Big Bee [presumed translation!])  

   

[I am indebted to the saxophonist Sarah Field for 
providing a vital fund of information, without which this 
note would never have got off the ground!]  
.  

Return to Programme Index 
 

© Paul Serotsky  
29, Carr Street, Kamo, Whangarei 0101, Northland, New Zealand  
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Sarah Field Article in the Clarinet and Saxophone Journal 

Autumn 2001 
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 Recital II  
story teller.  

Marcel Mule;  Solange Robin;  Paul Creston;  Paule Maurice;  Pierre Lantier;  
Amable Massis;  Fernande Decruck;  Henri Tomasi;  Eugène Bozza;  Paul 
Bonneau;  Claude Pascal 

2007, 1948  
No Linguistic Content  Sound Recording : Music : Multiple forms : 

 Compact disc 1 sound disc : digital, Dolby Pro Logic surround ; 4 3/4 in.  
[Laurel, Md. : Bryan Kendall,  

 GET THIS ITEM

Availability: Check the catalogs in your library.  
•  Libraries worldwide that own item: 2  
•   Search the catalog at Florida Atlantic University 

External Resources: •   * Find It @ FAU  
•  Send Request to ILLiad  
•   Cite This Item

 FIND RELATED

More Like This: Search for versions with same title and author | Advanced options ...

Find Items About: Mule, Marcel, (max: 12); Creston, Paul, (max: 78); Lantier, Pierre. (1); 
Tomasi, Henri, (max: 22); Bonneau, Paul. (3); Pascal, Claude, (max: 1)

Title: Recital II 
story teller.

Author(s): Mule, Marcel, 1901-2001.  (Instrumentalist) 
Robin, Solange. ; (Instrumentalist) 
Creston, Paul,; 1906-1985. ; Sonatas,; saxophone, piano; op. 19. 
Maurice, Paule,; 1910-1967. ; Tableaux de Provence. 
Lantier, Pierre. ; Euskaldunak. 
Massis, Amable. ; Études-caprices. 
Decruck, Fernande,; 1896-1954. ; Sonata,; saxophone, piano,; C.; 
Andante. 
Decruck, Fernande,; 1896-1954. ; Sonata,; saxophone, piano,; C.; 
Fileuse. 
Tomasi, Henri,; 1901-1971. ; Concertos,; saxophone, orchestra; 
Giration;; arr. 
Bozza, Eugène,; 1905-1991. ; Improvisation et caprice,; saxophone. 
Bonneau, Paul. ; Caprice en forme de valse,; saxophone. 
Pascal, Claude,; 1921- ; Sonatinas,; saxophone, piano. 

Publication: [Laurel, Md. : Bryan Kendall,

Year: 2007, 1948

Description: 1 sound disc : digital, Dolby Pro Logic surround ; 4 3/4 in. 

146 

 

www.aaa.com�
http://firstsearch.oclc.org/WebZ/FSPage?pagetype=return_frameset:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:entityframedurl=http%3A%2F%2Fworldcat.org%2Foclc%2F82214454%3Fpage%3Dcitation:entityframedtitle=WorldCat:entityframedtimeout=30:linktype=addlink-citation:entityopenTitle=:entityopenAuthor=:entityopenNumber=:�
http://firstsearch.oclc.org/WebZ/FSFETCH?fetchtype=holdings:entityholdingsortpage=normal:holdinglimittype=default:next=html/holdings.html:bad=error/badfetch.html:format=FH:numrecs=1:resultset=3:recno=52:entitylibrarycount=2:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0
http://firstsearch.oclc.org/WebZ/FSPage?pagetype=return_frameset:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:entityframedurl=http%253A%252F%252Ffa.catalog.fcla.edu%252F%253FNtk%253DKeyword%2526N%253D20%2526Nty%253D1%2526Ntt%253D82214454:entityframedtitle=Search+the+catalog+at+Florida+Atlantic+University::entityopenTitle=Recital%20II%20story%20teller.:entityopenAuthor=Author%253A%20Mule,%20Marcel:entityopenNumber=:entityframedtimeout=30:clearopen=false:linktype=opacoclcnum
http://firstsearch.oclc.org/WebZ/FSSimplePage?&url=http%3A%2F%2Fsfx.fcla.edu%2Ffau%3Fsid%3DFirstSearch%3AWorldCat%26title%3DRecital%2BII%2Bstory%2Bteller.%26date%3D2007%26aulast%3DMule%26aufirst%3DMarcel%26id%3Ddoi%3A%26pid%3D%3Caccession%2Bnumber%3E82214454%3C%2Faccession%2Bnumber%3E%3Cfssessid%3Efsapp5-40119-fzu6of6v-csl8rv%3C%2Ffssessid%3E%26url_ver%3DZ39.88-2004%26rfr_id%3Dinfo%3Asid%2Ffirstsearch.oclc.org%3AWorldCat%26rft_val_fmt%3Dinfo%3Aofi%2Ffmt%3Akev%3Amtx%3A
http://firstsearch.oclc.org/WebZ/FSSimplePage?&url=http%253A%252F%252Ffau.illiad.oclc.org%252Filliad%252Filliad.dll%252FOpenURL%253Fsid%253DFirstSearch%253AWorldCat%2526title%253DRecital%252BII%252Bstory%252Bteller.%2526date%253D2007%2526aulast%253DMule%2526aufirst%253DMarcel%2526id%253Ddoi%253A%2526pid%253D%253Caccession%252Bnumber%253E82214454%253C%252Faccession%252Bnumber%253E%253Cfssessid%253Efsapp5-40119-fzu6of6v-csl8rv%253C%252Ffssessid%253E%2526url_ver%253DZ39.88-2004%2526rfr_id%253Dinfo%253Asid%252Ffirstsearch.oclc.org%253AWorldCat%2526rft_val_fmt%253Dinfo%253
http://firstsearch.oclc.org/WebZ/FSPage?pagetype=return_frameset:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:entityframedurl=http%3A%2F%2Fworldcat.org%2Foclc%2F82214454%3Fpage%3Dcitation:entityframedtitle=WorldCat:entityframedtimeout=30:linktype=addlink-citation:entityopenTitle=:entityopenAuthor=:entityopenNumber=:
http://firstsearch.oclc.org/WebZ/FSQUERY?sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=html/records.html:format=BI:numrecs=10:searchtype=titleauthor:dbname=WorldCat:indexh1=ti=:termh1=%22Recital+II%22:indexh2=au=:termh2=%22Mule%2C+Marcel%2C%22
http://firstsearch.oclc.org/WebZ/MoreLikeThis?sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:recno=52:resultset=3:next=html/morelikethis.html:bad=html/record.html
http://firstsearch.oclc.org/WebZ/FSQUERY?sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:indexh1=su%3D:termh1=Mule%2C+Marcel%2C:indexh2=su%3D:termh2=1901-2001.:searchtype=moreaboutauthor:dbname=WorldCat:numrecs=10:format=BI:next=html/records.html:bad=html/records.html
http://firstsearch.oclc.org/WebZ/FSQUERY?sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:indexh1=su%3D:termh1=Creston%2C+Paul%2C:indexh2=su%3D:termh2=1906-1985.:searchtype=moreaboutauthor:dbname=WorldCat:numrecs=10:format=BI:next=html/records.html:bad=html/records.html
http://firstsearch.oclc.org/WebZ/FSQUERY?sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:indexh1=su%3D:termh1=Lantier%2C+Pierre.:searchtype=moreaboutauthor:dbname=WorldCat:numrecs=10:format=BI:next=html/records.html:bad=html/records.html
http://firstsearch.oclc.org/WebZ/FSQUERY?sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:indexh1=su%3D:termh1=Tomasi%2C+Henri%2C:indexh2=su%3D:termh2=1901-1971.:searchtype=moreaboutauthor:dbname=WorldCat:numrecs=10:format=BI:next=html/records.html:bad=html/records.html
http://firstsearch.oclc.org/WebZ/FSQUERY?sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:indexh1=su%3D:termh1=Bonneau%2C+Paul.:searchtype=moreaboutauthor:dbname=WorldCat:numrecs=10:format=BI:next=html/records.html:bad=html/records.html
http://firstsearch.oclc.org/WebZ/FSQUERY?sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:indexh1=su%3D:termh1=Pascal%2C+Claude%2C:indexh2=su%3D:termh2=1921-:searchtype=moreaboutauthor:dbname=WorldCat:numrecs=10:format=BI:next=html/records.html:bad=html/records.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Mule%5C%2C+Marcel%5C%2C:indexh1=pn%3D:termh2=1901-2001.:indexh2=pn%3D:operatorh1=AND:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Robin%5C%2C+Solange.:indexh1=pn%3D:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Creston%5C%2C+Paul%5C%2C:indexh1=pn%3D:termh2=1906-1985.:indexh2=pn%3D:operatorh1=AND:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Maurice%5C%2C+Paule%5C%2C:indexh1=pn%3D:termh2=1910-1967.:indexh2=pn%3D:operatorh1=AND:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Lantier%5C%2C+Pierre.:indexh1=pn%3D:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Massis%5C%2C+Amable.:indexh1=pn%3D:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Decruck%5C%2C+Fernande%5C%2C:indexh1=pn%3D:termh2=1896-1954.:indexh2=pn%3D:operatorh1=AND:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Decruck%5C%2C+Fernande%5C%2C:indexh1=pn%3D:termh2=1896-1954.:indexh2=pn%3D:operatorh1=AND:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Tomasi%5C%2C+Henri%5C%2C:indexh1=pn%3D:termh2=1901-1971.:indexh2=pn%3D:operatorh1=AND:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Bozza%5C%2C+Eug%E8ne%5C%2C:indexh1=pn%3D:termh2=1905-1991.:indexh2=pn%3D:operatorh1=AND:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Bonneau%5C%2C+Paul.:indexh1=pn%3D:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=Pascal%5C%2C+Claude%5C%2C:indexh1=pn%3D:termh2=1921-:indexh2=pn%3D:operatorh1=AND:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
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Language: No Linguistic Content

Series: The legendary saxophonists collection ;; CD 21 
Music Type: Concertos; Multiple forms; Sonatas; Waltzes

Standard No: Publisher: CD 21; Bryan Kendall

Contents: Sonata op. 19 / Paul Creston -- Tableaux de providence / Paule Maurice 
-- Eskualdunak sonata / Pierre Lantier -- Six etudes-caprices / Amable 
Massis -- Sonata en do diese. Andante and fileuse / Maurice Decruck -- 
Concerto. Giration / Henri Tomasi -- Improvisation and caprise : d'apres 
Biancou (two versions of the Caprise) / Eugene Bozza -- Caprice en 
forme de valse / Paul Bonneau -- Sonatine / Claude Pascal. 

 SUBJECT(S) 

Descriptor: Sonatas (Saxophone and piano)  
Saxophone and piano music.  
Saxophone music.  
Concertos (Saxophone) -- Excerpts -- Solo with piano.  

Note(s): Principally for saxophone and piano; the 4th, 7th, and 8th works for 
unaccompanied saxophone./ Title from container./ At head of title: 
Marcel Mule./ Compact disc./ Participants: Marcel Mule, saxophone ; 
Solange Robin, piano./ Recorded ca. 1948.

Class Descriptors: LC: M5.M85

Other Titles: Recital two; Story teller; Storyteller; Title appears as:; Marcel Mule 
recital II :; story teller

Material Type: Musical recording (msr); CD audio (cda)

Document Type: Sound Recording

Entry: 20070207

Update: 20080430

Accession No: OCLC: 82214454

Database: WorldCat
 

 

 

http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotsubjects:format=BI:numrecs=10:dbname=WorldCat::termh1=%22Sonatas+%28Saxophone+and+piano%29%22:indexh1=su%3D:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotsubjects:format=BI:numrecs=10:dbname=WorldCat::termh1=%22Saxophone+and+piano+music.%22:indexh1=su%3D:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotsubjects:format=BI:numrecs=10:dbname=WorldCat::termh1=%22Saxophone+music.%22:indexh1=su%3D:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?searchtype=hotsubjects:format=BI:numrecs=10:dbname=WorldCat::termh1=%22Concertos+%28Saxophone%29%22:indexh1=su%3D:termh2=%22Excerpts%22:indexh2=su%3D:operatorh1=AND:termh3=%22Solo+with+piano.%22:indexh3=su%3D:operatorh2=AND:sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=error/badsearch.html
http://firstsearch.oclc.org/WebZ/FSQUERY?sessionid=fsapp5-40119-fzu6of6v-csl8rv:entitypagenum=65:0:next=html/records.html:bad=html/records.html:format=BI:numrecs=10:indexh1=:termh1=lc%3AM5.M85:dbname=WorldCat:searchtype=hotlc
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June 1966 letter to Marshall Taylor from Paule Maurice 
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The following 4 photos are by permission of www.musimem.com: 

 

 

 

 

Chàteau de Fontainbleau, 1936, concours d’assai au Prix de Rome, 
premier repas En commun (30 avril): assis autour de la table, de gauche à 
droite: Abed (non candidat, 1er prix d’harmonie, élève de Busser, à la 
veille de partir fonder une École francaise à Constantinople). Pierre 
Maillard-Verger, Marcel Stern, Mlle Paule Maurice, Pierre Lantier, 
Henri Dutilleux, Gaston Litaize et sa femme qui l’accompagne, Jean-
Jacques Grunenwald, Henri Challan, Victor Serventi (de dos), Michel 
Boulnois (de dos) et Rémy (de dos) (www.musimem.com 2009). 

 

 Photo Agence Fulgur (Le Guide Musicale, avril 1936), coll. Denis Havard de la Montagne / 
www.musimem.com 
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Chàteau de Fontainbleau, 1936, Concours d’essai au Prix de Rome,  
Arrive des candidats (30 avril): de gauche à droite: Mlle Lucienne 
Pauly (future Mme Flipo), Victor Serventi, Abed (non candidat, 1er prix 
d’harmonie Élève de Busser, à la veille de partir fonder une École 
francaise à Constantinople), Henri Dutilleux (2e plan), Pierre Lantier (3e 
plan), Marcel Rémy, Mlle Paule Maurice (Photo Agence Fulgar, Le 
Guide Musical, avril 1936, coll. D.H.M.) (www.musimem.com 2009). 

 

 Photo Agence Fulgur (Le Guide Musicale, avril 1936), coll. Denis Havard de la Montagne / 
www.musimem.com 
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The next three photos are courtesy of the archives of the Conservotoire National 
Superieur de Musique 

 

 

 

Undated photo with Paule Maurice seated at the far left corner 

 

Archives du CNSMDP. Droits réservés 
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Paule Maurice with class in 1966 seated in back of student on the left 

 

Archives du CNSMDP. Droits réservés 
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Paule Maurice in photo with her class in 1967 seated behind her students 

 

Archives du CNSMDP. Droits réservés 
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Paule Maurice                                               Pierre Lantier 
(1910-1967)                                                  (1910-1998) 
Photo Anthony's, Paris, collection                           Photo Anthony's, Paris, collection 
Bernard Lantier / www.musimem.com                Bernard Lantier / www.musimem.com 
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