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While there is a plethora of music for solo saxophone, saxophone with piano,
and saxophone quartet, the repertory for saxophone in a mixed chamber ensemble is
still very limited. This document provides a formal analysis and brief harmonic
analysis for two important pieces for mixed chamber ensemble: Worlds Beyond by
Daniel Schnyder and Pit Band by William Albright. It also includes performance
techniques for the saxophone player, as well as rehearsal techniques for the full
ensemble.

This document includes an interview with the composer Daniel Schnyder as
well as biographical information on William Albright. Both composers have written
numerous works for the saxophone, and they view the saxophone from opposite ends
of the compositional spectrum.

The purpose of this project is to gain insight and experience in the
performance of modern chamber ensemble music. It also provides important

performance information to others who wish to perform these pieces.
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CHAPTER 1
INTRODUCTION

The focus of this document is to bring to light two really interesting and
exciting contemporary pieces that are still somewhat obscure. By providing an
analysis and performance techniques for two pieces for saxophone trio, I hope to
encourage other saxophonists to take up these works.

There are a few reasons that these two pieces have not been performed often.
First, they both have a unique instrumentation. Pit Band, by William Albright is
written for alto saxophone, bass clarinet, and prepared piano, while Worlds Beyond
Suite is scored for soprano sax, bass trombone, and piano. The next challenge is
actually finding players that are capable of the difficulty of this music. Both pieces
are advanced literature and require advanced techniques discussed in later chapters.
Finally, both pieces require vast amounts of rehearsal time, both individually and as
an ensemble. These factors should not deter performers from working on these
pieces; they should only be seen as challenges to performing two fantastic pieces for
chamber ensemble.

Historically, the 20™-century has seen an increased output in chamber music,
especially for wind instruments. This was caused by a number of reasons. First,
using smaller ensembles, performances and rehearsals became a more viable option.
Second, it allowed composers an option that rejected the 19"-century traditions of
Romanticism." It also provided a drastic increase to the number of timbres available.

These factors contributed to a number of interesting and odd instrument combinations

1 Christina Bashford, Chamber Music, vol. 5 of The New Grove Dictionary of Music and
Musicians, 2M ed. Edited by Stanley Sadie (London: Macmillan Publishers Limited, 2001), 444-
445,



