
Florida State University Libraries

Electronic Theses, Treatises and Dissertations  The Graduate School

2017

Extended Techniques in Unaccompanied
Works for Solo Tuba Written between
1965-1973 and 2002-2013
Michael James Casey

Follow this and additional works at the DigiNole: FSU's Digital Repository. For more information, please contact lib-ir@fsu.edu

http://diginole.lib.fsu.edu/
mailto:lib-ir@fsu.edu


FLORIDA STATE UNIVERSITY 

COLLEGE OF MUSIC 

 

 

 

 

 

EXTENDED TECHNIQUES IN UNACCOMPANIED WORKS FOR  

SOLO TUBA WRITTEN BETWEEN 1965-1973 AND 2002-2013   

 

 

By 

MICHAEL JAMES CASEY 

 

 

 

A Treatise submitted to the 
College of Music 

in partial fulfillment of the  
requirement for the degree of  

Doctor of Music 
 
 
 
 

2017 
 
 
 
 



 ii 

Michael James Casey defended this treatise on May 8, 2017. 
 
The members of the supervisory committee were: 
 
 
 
 
 
 

 

 

 

 

Paul Ebbers 

Professor Directing Treatise 

 
Steven Kelly 

University Representative 

 
John Drew 

Committee Member 

 
Christopher Moore 

Committee Member 

 
 
 
 
 
 
 
 
 
 
 
 
The Graduate School has verified and approved the above-named committee members, and 

certifies that the treatise has been approved in accordance with university requirements.  

    



 iii 

TABLE OF CONTENTS 

 
LIST OF FIGURES ....................................................................................................................... iv 
 
ABSTRACT .................................................................................................................................. vii 
 
INTRODUCTION AND DEFINITION OF EXTENDED TECHNIQUES ...................................1 
 
CHAPTER ONE - WORKS 1965-1973 ..........................................................................................3 

 
 Mirum (1965) ..............................................................................................................................3 

 Encounters II (1966) ...................................................................................................................5 
 Six Likes (1967) .........................................................................................................................10 
 Five Studies for Tuba Alone (1968) ..........................................................................................12 
 Patterns III (1969) ....................................................................................................................14 
 Magniloquentia (1971) .............................................................................................................18 
 Midnight Realities (1972) .........................................................................................................20 

 Canto VII (1972) .......................................................................................................................25 
 Three Essays (1973) ..................................................................................................................29 
 Incon-Sequenza (1973) .............................................................................................................31 
 Three for Barton (1973) ............................................................................................................35 
 Musik für Tuba Solo (1973) ......................................................................................................37 

   
CHAPTER TWO - WORKS 2002-2013 .......................................................................................40 
 

 Fnugg (2002) .............................................................................................................................40 

 Sweet Dances (2002) .................................................................................................................41 
 Tuba-Tabu I (2003) ...................................................................................................................43 
 Six-Pack (2007) .........................................................................................................................47 
 Boom! (2009) ............................................................................................................................50 
 The Grumpy Troll (2013) ..........................................................................................................51 
 Edges of Consciousness (2013) .................................................................................................54 
 
CONCLUSION ..............................................................................................................................58 
 
APPENDIX - TABLE OF EXTENDED TECHNIQUES .............................................................60 
 
BIBLIOGRAPHY ..........................................................................................................................63 
  
BIOGRAPHICAL SKETCH .........................................................................................................68 

 

 

 



 iv 

LIST OF FIGURES 

 

Figure 1.1: Kagel, Mirum, page 3, right column, line 9 ..................................................................4 

Figure 1.2: Kagel, Mirum, page 4, right column, line 10 ................................................................4 

Figure 1.3: Kagel, Mirum, page 5, left column, line 2, measure 2 ..................................................5 

Figure 1.4; Kagel, Mirum, page 5, left column, line 7, mm. 2-3 .....................................................5 

Figure 1.5: Kraft, Encounters II, measure 33 ..................................................................................7 

Figure 1.6: Kraft, Encounters II, mm. 35-36 ...................................................................................7 

Figure 1.7: Kraft, Encounters II, mm. 81-83 ...................................................................................7 

Figure 1.8: Kraft, Encounters II, measure 48 ..................................................................................8 

Figure 1.9: Kraft, Encounters II, mm. 38-41 ...................................................................................8 

Figure 1.10: Kraft, Encounters II, mm. 77-80 .................................................................................9 

Figure 1.11: Antoniou, Six Likes, movement 1, line 1 ...................................................................11 

Figure 1.12: Antoniou, Six Likes, movement 3, measure 3 ...........................................................11 

Figure 1.13: Antoniou, Six Likes, movement 3, mm. 22-26 ..........................................................11 

Figure 1.14: Antoniou, Six Likes, movement 4, line 1 ...................................................................12 

Figure 1.15: Antoniou, Six Likes, movement 5, line 2 ...................................................................12 

Figure 1.16: Antoniou, Six Likes, movement 5, line 3 ...................................................................12 

Figure 1.17: Reck, Five Studies, movement 4, line 6 ....................................................................13 

Figure 1.18: Reck, Five Studies, movement 5, line 4 ....................................................................14 

Figure 1.19: Reck, Five Studies, movement 4, line 10 ..................................................................14 

Figure 1.20: Fulkerson, Patterns III, page 1, line 1 .......................................................................15 

Figure 1.21: Fulkerson, Patterns III, page 1, line 2 .......................................................................16 



 v 

Figure 1.22: Fulkerson, Patterns III, page 1, center of line 2 ........................................................16 

Figure 1.23: Fulkerson, Patterns III, page 1, end of line 2 ............................................................16 

Figure 1.24: Fulkerson, Patterns III, page 2, line 1 .......................................................................17 

Figure 1.25: Fulkerson, Patterns III, page 2, line 6 .......................................................................17 

Figure 1.26: Fulkerson, Patterns III page 3, line 3 ........................................................................17 

Figure 1.27: Fulkerson, Patterns III, page 3 ..................................................................................18 

Figure 1.28: Fulkerson, Patterns III, page 1, line 5 .......................................................................18 

Figure 1.29: Smith, Magniloquentia, movement 1, measure 24 ....................................................19 

Figure 1.30: Smith, Magniloquentia, movement 2, mm. 16-21 ....................................................19 

Figure 1.31: Powell, Midnight Realities, page 1, line 1 .................................................................21 

Figure 1.32: Powell, Midnight Realities, page 2, line 1 .................................................................21 

Figure 1.33: Powell, Midnight Realities, page 1, line 2 .................................................................22 

Figure 1.34: Powell, Midnight Realities, page 2, lines 4-5 ............................................................22 

Figure 1.35: Powell, Midnight Realities, page 1, line 3 .................................................................23 

Figure 1.36: Powell, Midnight Realities, page 1, line 4 .................................................................23 

Figure 1.37: Powell, Midnight Realities, page 1, beginning of line 2 ...........................................24 

Figure 1.38: Powell, Midnight Realities, page 2, line 6 .................................................................24 

Figure 1.39: Adler, Canto VII, movement 2, measure 1 ................................................................26 

Figure 1.40: Adler, Canto VII, movement 2, measure 4 ................................................................27 

Figure 1.41: Adler, Canto VII, movement 2, mm 11-13 ................................................................27 

Figure 1.42: Adler, Canto VII, movement 2, mm. 19-21 ...............................................................28 

Figure 1.43: Adler, Canto VII, movement 2, measure 23 ..............................................................28 

Figure 1.44: Adler, Canto VII, movement 2, measure 28 ..............................................................28 



 vi 

Figure 1.45: Adler, Canto VII, movement 2, measure 40 ..............................................................29 

Figure 2.1: Braun, Tuba-Tabu I, measure 1 ...................................................................................44 

Figure 2.2: Braun, Tuba-Tabu I, measure 4 ...................................................................................44 

Figure 2.3: Braun, Tuba-Tabu I, measure 5 ...................................................................................45 

Figure 2.4: Braun, Tuba-Tabu I, measure 6 ...................................................................................46 

Figure 2.5: Braun, Tuba-Tabu I, measure 9 ...................................................................................46 

Figure 2.6: Braun, Tuba-Tabu I, mm. 10-11 ..................................................................................46 

Figure 2.7: Braun, Tuba-Tabu I, mm. 62-64 ..................................................................................47 

Figure 2.8: Meador, Six-Pack, movement 1, measure 1 ................................................................49 

Figure 2.9: Meador, Six-Pack, movement 1, measure 7 ................................................................49 

Figure 2.10: Meador, Six-Pack, movement 5, measure 13 ............................................................49 

Figure 2.11: Meador, Six-Pack, movement 5, mm. 7-9 .................................................................49 

Figure 2.12: Forbes, The Grumpy Troll, measure 5 .......................................................................52 

Figure 2.13: Forbes, The Grumpy Troll, mm. 88-90 .....................................................................53 

Figure 2.14: Forbes, The Grumpy Troll, mm. 73-74 .....................................................................53 

Figure 2.15: Forbes, The Grumpy Troll, measure 46 .....................................................................54 

 

 

 

 

 

 

 



 vii 

ABSTRACT 

 Perhaps more than any other brass instrument, the tuba repertoire contains numerous 

unaccompanied pieces including extended techniques. Since the composition of Mauricio 

Kagel’s Mirum in 1965, unaccompanied works for solo tuba have regularly incorporated 

extended techniques. This document will examine the extended techniques included in 

unaccompanied works for solo tuba composed from 1965 to 1973 and 2002 to 2013, examining 

the similarities and differences in their usage. Brief biographical information about the 

composers and about those for whom the pieces are written will also be provided.
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INTRODUCTION AND DEFINITION OF EXTENDED TECHNIQUES 

 The term extended techniques is not defined with any great specificity. It is possible for 

two individuals to have greatly differing opinions as to what can be defined as an extended 

technique. Therefore, it is crucial to define what an extended technique is before discussing their 

inclusion in the following compositions. 

 For the purpose of this document, the author defines extended techniques as any sound 

outside of or in addition to the pure tone created by the buzzing of the lips into the mouthpiece in 

the tuba. In addition, the author has elected to include chromatic glissandi in the discussion due 

to the prominence of this technique in unaccompanied works including extended techniques. 

Glissandi are also included because this technique is not idiomatic to the tuba and requires the 

performer to find a way of achieving the composer’s desired effect.  

 The author takes 1973 as the terminal point for the first period of works (1965 to 1973) in 

1973, as this was the year by which all extended techniques common to both the periods had 

been introduced. The second timeline begins in 2002 providing a 25-year gap to compare the 

differences and similarities of the extended techniques included in the pieces from both periods. 

In addition, the scope of this document is limited to pieces that are readily available through 

continuous publication or university and public libraries. 

 Extended techniques incorporated in the examined pieces include audibly blowing air 

through the instrument, fully-stopping the flow of air with the tongue, pitch outside the 

accessible range of the tuba , purely singing through the instrument, multiphonics (singing and 

playing simultaneously), speaking through the instrument, whistling into the instrument, tapping 

or knocking on the instrument, valve clicking, striking the cup of the mouthpiece with the palm 

of the hand while in the receiver, performing vocal percussive techniques into the instrument, 



 2 

striking a mute while the mute is inside the tuba, and foot stomping. While some of these 

techniques make only one or two appearances in the examined works, others appear frequently.  
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CHAPTER ONE 

WORKS 1965-1973 

 

Mirum (1965) 

Mirum was composed by Mauricio Kagel in 1965 and is the first unaccompanied piece 

for tuba containing extended techniques. The extended techniques contained in Mirum include    

blowing air audibly through the instrument, inhaling audibly away from the instrument or 

through the instrument, flutter tongue, and glissandi.  

 Mauricio Kagel was born in Buenos Aires in 1931 and privately studied music theory, 

conducting, and singing. While he received instruction in these areas of music, he largely 

remained a self-taught composer.1 Despite failing his entrance exam to the local music 

conservatory, Kagel became the artistic advisor to the Agrupación Nueva Música in Buenos 

Aires in 1949. In 1957, Kagel received a DAAD (German Academic Exchange Service) student 

grant and traveled to Germany, settling in Cologne.2 After studying in Germany, Kagel went on 

numerous lecture tours of the United States and held many guest lecturing positions from 1964 to 

1968. In 1969, he became the director of the Institute for New Music at the Hochschule für 

Musik in Cologne.  Later in his career, he served as composer-in-residence with the Cologne 

Philharmonic Orchestra in 1989. After a long career of composing and teaching, Kagel died in 

2008. Following his death, he is now considered one of the most important late 20th century 

European composers.3  

                                                
1 Paul Attinello, “Kagel, Mauricio,” Grove Music Online, accessed March 19, 2017, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/14594. 
2 Ibid. 
3 Ibid. 
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 The technique of audibly blowing air through the instrument appears thrice in Mirum. As 

seen in figure 1.1, Kagel notates this technique using a grace note with an “x” for the note head. 

This is accompanied by an instruction to the performer to “blow audibly through the instrument.” 

In the two later appearances of blowing air through the instrument, this technique is presented in 

the same manner.  

 

Figure 1.1: Kagel, Mirum, page 3, right column, line 9. 
Mauricio Kagel, Mirum für Tuba © Copyright 1974 by Universal Edition A.G., Wien/UE 14485 
www.universaledition.com 

 

Inhaling audibly appears multiple times in one section of the piece. As seen in figure 1.2, 

Kagel includes a note to the performer to take a “Strongly audible breath (fff); also in the other 

places as indicated.” He notates this technique by placing a breath mark at the locations he 

wishes the performer to breathe audibly. As he states in the direction to the performer, each of 

these breaths should be at a triple-forte dynamic level. In the author’s opinion, to achieve this 

effect, the performer may wish to breathe in through closed teeth or breathe in through the 

instrument. While breathing in through the instrument may not be Kagel’s intent, doing so will 

provide for greater effect.  

 

Figure 1.2: Kagel, Mirum, page 4, right column, line 10. 
Mauricio Kagel, Mirum für Tuba © Copyright 1974 by Universal Edition A.G., Wien/UE 14485 
www.universaledition.com 
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Flutter tongue appears twice in Mirum. In both examples, Kagel includes flutter tongue 

on two adjacent notes. As seen in the first example (figure 1.3), he includes an articulation 

between the two notes, while a slur connects the two notes together in the second example 

(figure 1.4).  

 
 
Figure 1.3: Kagel, Mirum, page 5, left column, line 2, measure 2. 
Mauricio Kagel, Mirum für Tuba © Copyright 1974 by Universal Edition A.G., Wien/UE 14485 
www.universaledition.com 
 

 

Figure 1.4: Kagel, Mirum, page 5, left column, line 7, mm. 2-3. 
Mauricio Kagel, Mirum für Tuba © Copyright 1974 by Universal Edition A.G., Wien/UE 14485 
www.universaledition.com 
 
 
 Mirum includes one glissando during the entire work. In this example, the glissando 

connects F-sharp3 to D-sharp3 (figure 1.4).  

 

Encounters II (1966) 

 William Kraft composed Encounters II in 1966 for the tubist Roger Bobo. Bobo later 

premiered the work during an “Encounters” series concert in 1967. The Encounters Series was 

started by musicologist Leonard Stein and the Pasadena Art Museum in 1964, and lasted until 

1973. These events were held at both the Pasadena Art Museum and the California Institute of 

Technology with the purpose of promoting modern composers as part of the larger world of 
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Modern Art.4 While Encounters II was not the first unaccompanied work to feature extended 

techniques, it was the first such work to gain wide spread notoriety. The extended techniques in 

Encounters II include glissandi, simulated pitch, half-valving, multiphonics, and flutter tongue.  

 Born in 1923, William Kraft studied percussion and composition at the Columbia 

University, receiving a BA degree in 1951 and an MA degree in 1954.5 In 1961, Kraft joined the 

percussion section of the Los Angeles Philharmonic, later becoming the principal timpanist of 

the group in 1962. In addition to his duties as principal timpanist with the Los Angeles 

Philharmonic, Kraft also served as Assistant Conductor of the orchestra from 1969 to 1972. After 

1972, Kraft appeared frequently as a guest conductor with the orchestra.6  

 Roger Bobo was born in 1938 and studied tuba at the Eastman School of Music from 

1956 to 1961.7 During his time at Eastman, he also performed with the Rochester Philharmonic 

Orchestra from 1956 to 1962. In 1961, he performed the first-ever solo tuba recital at Carnegie 

Hall.8 In 1962, Bobo began performing with the Royal Concertgebouw Orchestra until joining 

the Los Angeles Philharmonic in 1964. Bobo’s tenure with the Los Angeles Philharmonic lasted 

until 1991.9  

A glissando is the first extended technique included in Encounters II.  As seen in the 

following example (figure 1.5), this glissando connects a G-sharp3 to an A4. To perform this 

glissando, the performer should begin with the valve combination for G-sharp3 and quickly roll 

their hand from fourth to first valve, ending on the valve combination for A4. In later examples 

                                                
4 Mark Swed. “The Museum That Changed Me Forever,” Los Angeles Times, February 7, 1999.  
5 Laurie Shulman. “Kraft, William.,” Grove Music Online, accessed March 17, 2017, 
http://www.oxfordmusiconline.com/proxy.lib.fsu.edu/subscriber/article/grove/music/48455. 
6 Ibid. 
7 Edward H. Tarr. “Bobo, Roger.,” Grove Music Online, accessed March 17, 2017, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/43969. 
8 Harvey Phillips, Mr. Tuba (Bloomington: Indiana University Press, 2012), 352. 
9 Ibid. 
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of descending glissandi, the performer should roll their hand quickly from the first to the fourth 

valve, attempting to mimic the sound of a glissando common to string players. 

 

Figure 1.5: Kraft, Encounters II, measure 33. 
All musical excerpts are used with the permission of the publisher: www.editions-bim.com 

The second glissando is different from the first glissando in the work, as it is marked as 

“1/2 valve” (figure 1.6). While the first glissando is chromatic, this glissando in requires the 

performer to depress all the valves half-way, and glissando downward.  

 

Figure 1.6: Kraft, Encounters II, mm. 35-36. 

Farther into the piece, Kraft incorporates much greater use of glissandi (figure 1.7). Until 

this point in the work, Kraft has included glissandi in isolation. 

 

Figure 1.7: Kraft, Encounters II, mm. 81-83. 

One pitch beyond the accessible range of the instrument is included in Encounters II. 

Kraft writes a single C0, notated as a C with an accompanying “15mb” (figure 1.8). Due to this 

pitch being beyond the playable range of the instrument, the performer must replicate this pitch. 

To achieve this effect, the performer must single or double tongue loudly and quickly to simulate 

the pitch of C0. The frequency of C0 is 16.35 Hz. The performer could theoretically replicate or 
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produce this pitch by double tonguing sixteenth notes at the metronome marking of a quarter 

note at approximately 245 beats per minute. 

 

Figure 1.8: Kraft, Encounters II, measure 48. 

Multiphonics is the most prominent extended technique incorporated in Encounters II. At 

the first appearance of this technique (figure 1.9), Kraft initially instructs the performer to sing a 

sustained C4 while playing a moving line below this pitch. Later, Kraft instructs the performer to 

sustain a played G0, while the sung line moves above. Kraft continues to switch the roles of the 

sung and played lines from a sung drone against a changing played pitch to a sung pitch 

changing against a played drone throughout the remainder of the multiphonics in the piece. 

 

Figure 1.9: Kraft, Encounters II, mm 38-41. 

 Encounters II exists in three editions, making it unique among unaccompanied works 

which incorporate extended techniques. After its first publication in 1970, Kraft revised the work 

in 1991 with modifications to the extended techniques, removing additional multiphonics and 

modifying performance directions. The piece was again revised in 2009, receiving additional 

minor changes. Before the second edition of Encounters II in 1991, the original 1970 edition 

contained additional multiphonics farther into the piece.  In 1991, Kraft removed these 

multiphonics. Additionally, there is a change in Kraft’s performance directions between the first 
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and second editions. In the first edition, Kraft includes the marking “Humming optional beyond 

this point” whereas in the 1991 edition, Kraft replaces the original text with “sing.” 

The technique of using half-valve is included six times with all examples appearing in 

mm. 77-79. During this section, the performer must alternate between fully open / closed valves 

and valves depressed half-way (figure 1.10). This technique also varies with respect to different 

editions of the piece. In the original edition of Encounters II, Kraft included an “x” and an “o” 

above the same alternating notes as in the later editions but did not mark the specific action to be 

taken with them. This lack of explanation led to some confusion. It was interpreted by some that 

the marking indicated a change in valve combination, creating a difference in timbre and 

intonation.10 In the 1991 edition, Kraft included a note at the bottom of the page clarifying that 

the “x” meant to half-valve and the “o” meant fully open or closed valves.  

  

Figure 1.10: Kraft, Encounters II, mm 77-80. 

Flutter tongue appears once in Encounters II (figure 1.10). Unlike other extended 

techniques included in Encounters II, flutter tongue was not incorporated in the first edition of 

the piece, appearing initially in 1991. This absence of flutter tonguing in 1966 maintained 

Kagel’s Mirum as the only example of flutter tonguing in unaccompanied pieces until the 

composition of Theodore Antoniou’s Six Likes (1967). 

 

 

                                                
10 David Mark Randolph, “New Techniques in the Avant-Garde Repertoire for Solo Tuba” (doctoral diss., 
University of Rochester, 1978), 31. 
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Six Likes (1967) 

 Theodore Antoniou composed Six Likes in 1967, one year after the composition of 

Encounters II. Six Likes is comprised of six movements, each depicting a different style or 

“likeness.” These movements are titled, “Like a Duet,” “Like a Study,” “Like a March,” “Like a 

Cackling,” “Like a Song,” and “Like a Murmuring.” In his work, Antoniou incorporates the 

following techniques: multiphonics, flutter tonguing, tapping the instrument with fingers, loudly 

pressing valves, audibly blowing air through the instrument, and glissandi.  

 Born in Greece in 1935, Theodore Antoniou studied at the National Conservatory in 

Athens from 1947 to 1958.11 Towards the end of his studies at the National Conservatory, he also 

began studying at the Hellenic Conservatory in 1956, remaining there until 1961. He pursued 

further studies at the Munich Musikhochshule, studying with the composer Günther Bialas. From 

1969 to 1978, he taught composition and orchestration at a number of schools in the United 

States including the University of Stamford, the University of Utah, and the Philadelphia College 

of the Performing Arts.12 In 1978, he began teaching composition at Boston University.13 Since 

then, he has remained active composing and conducting, splitting his time between the United 

States and Greece.      

The first extended technique to appear in Six Likes is multiphonics (figure 1.11). Unlike 

Kraft’s use of multiphonics in Encounters II, Antoniou frequently changes pitch simultaneously 

in the sung and played lines. However, similar to Kraft’s use of multiphonics, Antoniou also 

includes sections where the played line serves as a drone against the sung line. 

                                                
11 George Leotsakos. “Antoniou, Theodore.,” Grove Music Online, accessed March 16, 2017, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/01059. 
12 Ibid. 
13Trustees of Boston University, “Theodore Antoniou,” Boston University, accessed March 19, 2017, 
https://www.bu.edu/ cfa/profile /Theodore-antoniou.html  
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Figure 1.11: Antoniou, Six Likes, movement 1, line 1.  

Flutter tongue appears eight times throughout Six Likes. Antoniou notates the technique 

with three slashes through the note stem accompanied by a “fltz” marking (figure 1.12). In 

comparison, Kagel only incorporates the technique twice in his work Mirum.  

 

Figure 1.12: Antoniou, Six Likes, movement 3, measure 3. 

Tapping the instrument with fingers is the first percussive extended technique to appear 

in Six Likes. In the performances directions, he informs the performer to tap the instrument 

rhythmically with their fingers. Antoniou increases the complexity of the technique by 

instructing the performer to tap a specific rhythm while also playing the instrument (figure 1.13). 

 

Figure 1.13: Antoniou, Six Likes, movement 3, mm. 22-26. 

 Glissandi appear numerous times during Six Likes. Throughout the piece, Antoniou uses 

two different markings to indicate glissandi. One marking is a jagged line between the notes 

where the glissando occurs (figure 1.14). In this case, Antoniou provides a direction to the 

performer stating that this marking indicates a “slow glissando.” The other marking is a straight 
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line connecting two notes (figure 1.15). This marking does not denote any instructions for the 

performer, but should be interpreted as a quick chromatic glissando, similar to those found in 

Mirum and Encounters II. 

 

Figure 1.14: Antoniou, Six Likes, movement 4, line 1. 

 

Figure 1.15: Antoniou, Six Likes, movement 6, line 2.  

 Antoniou includes a brief section where the performer must heavily press their valves to 

create a percussive sound using a specified rhythm (figure 1.16). 

 

Figure 1.16: Antoniou, Six Likes, movement 5, line 3. 

The technique audibly blowing air through the instrument appears once in Six Likes 

(figure 1.16). This technique is notated using a dotted line accompanied by the marking “wind.”  

In the directions to the performer, Antoniou states that this technique is “only blowing” and that 

“the wind must be heard without tones.” When executing this technique, the performer should 

blow air through the instrument only loudly enough for the effect to be heard.  

 

Five Studies for Tuba Alone (1968) 

Five Studies was composed by David Reck in 1968. As the title suggests, the piece is 

comprised of five movements. These movements are “Tempo Rubato,” “As fast as possible, with 
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clarity,” “Like a Song,” “Make like a Wallenda, man!” and “Blues.” The extended techniques in 

Five Studies include multiphonics, flutter tongue, and glissandi.  

David Reck was born in Raising Star, Texas, in 1935. After a culturally diverse 

childhood, he studied composition at the University of Texas with Paul Pisk. Reck furthered his 

composition studies at the University of Pennsylvania with George Rochberg. After living in 

New York during the 1960s, Reck studied at the Tamil Nadu College of Carnatic Music in India. 

Following his time in India, he received a PhD from Wesleyan University in 1983. Reck is 

currently Professor Emeritus of Music and Asian Languages and Civilizations at Amherst 

College.    

Multiphonics is the first extended technique to be used in Five Studies. This technique 

appears three times and is found only in the fourth movement. In each of the three examples of 

this technique, a played C-sharp3 is sustained while the performer sings a moving line above 

(figure 1.17). This is somewhat similar to Kraft’s use of multiphonics in Encounters II, where the 

performer sustains a played line while the sung line moves actively above. However, unlike 

Encounters II, Reck does not include any multiphonics in Five Studies where the played line 

moves and the sung line sustains. In comparison to both Encounters II and Six Likes, Reck’s use 

of multiphonics is more conservative and less complex. 

 

 

Figure 1.17: Reck, Five Studies for Tuba Alone, movement 4, line 6. 
Copyright © 1968 by C. F. Peters Corporation. All Rights Reserved. 
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Flutter tongue appears once in Five Studies. This technique is included on a C-sharp3 near 

the middle of the movement (figure 1.18). Prior to this example, there is an optional moment in 

the fourth movement where it is at the performer’s discretion to include flutter tonguing (figure 

1.19). As seen in this example (figure 1.19), the performer articulates isolated notes at an 

increasing rate of tempo. Reck adds a note to the performer suggesting that they should increase 

the tempo to a rate where they are articulating fast enough to use double tongue or flutter tongue. 

A single glissando appears near the end of the piece. In this case, the performer plays an upward 

glissando from a C-sharp3 to an unspecified top pitch (figure 1.18). It is up to the performer to 

determine on what pitch to end the upward glissando. 

 

Figure 1.18: Reck, Five Studies for Tuba Alone, movement 5, line 4.  

 

Figure 1.19: Reck, Five Studies for Tuba Alone, movement 4, line 10.  

 

Patterns III (1969) 

James Fulkerson composed Patterns III in 1969. The piece is theatrical in nature, 

requiring the performer to change their orientation on stage during the performance by turning 

from stage left to stage right while facing the audience. The extended techniques in Patterns III 

include blowing air audibly through the instrument, inhaling audibly, whistling through the 
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instrument, creating vocal percussive effects through the instrument, multiphonics, and flutter 

tongue. 

Born in 1945, James Fulkerson studied the trombone and composition at the Illinois 

Wesleyan University and graduated with a bachelor’s degree in 1976.14 He continued his 

composition studies at the University of Illinois and received his master’s degree in 1968. After 

graduating from the University of Illinois, Fulkerson became a fellow at the Center for Creative 

and Performing Arts at SUNY Buffalo from 1969 to 1972.15 From 1973 to 1986, Fulkerson held 

residencies at a number of schools before becoming a lecturer of composition for three years at 

the University of Nottingham in 1987. Fulkerson moved to the Netherlands in 1990, continuing 

to compose and teach.16 

 Blowing air audibly through the instrument is the first extended technique incorporated in 

Patterns III. This effect is indicated using thin lines of varying lengths, which represent the 

duration of the sound. Subsequently, Fulkerson adds to this technique by including markings 

informing the performer to modify the sound by producing specific sounds such as “ss,” “sh,” 

and “huh” (figure 1.20). In addition to these markings, Fulkerson also includes one example with 

the direction to produce “white noise with lips tightly pursed” (figure 1.21).  In comparison to 

prior unaccompanied pieces which include the technique of audibly blowing air through the 

instrument, it is clear Fulkerson wishes for specific sounds to be produced. 

 

Figure 1.20: Fulkerson, Patterns III, page 1, line 1. 
                                                
14 Stephen Montague, “Fulkerson, James Orville,” Grove Music Online, accessed March 18, 2017, 
http:www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/42686. 
15 Ibid. 
16 Ibid. 
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Figure 1.21: Fulkerson, Patterns III, page 1, line 2. 

 The inhaling audibly technique appears once in Patterns III. As seen in the following 

example (figure 1.22), this technique appears in a similar manner to blowing air audibly through 

the instrument and is accompanied by a marking informing the performer to inhale. As with 

Mirum, the performer may wish to breathe through the instrument to create a louder effect. 

 

Figure 1.22: Fulkerson, Patters III, page 1, center of line 2. 

 The technique of whistling through the instrument appears for the first time in 

unaccompanied pieces in Patterns III. Fulkerson notates this effect with an x-shaped note head at 

the top of the bass clef staff (figure 1.23). In the directions to the performer, Fulkerson instructs 

the performer to use a “high whistle through the mouthpiece.” This technique can be difficult for 

the performer depending on their ability to whistle. If the performer is capable of whistling, this 

technique is not difficult and only requires experimentation with the aperture inside the 

mouthpiece to create a discernable whistling effect through the instrument. 

 

Figure 1.23: Fulkerson, Patterns III, page 1, end of line 2.  

 Multiphonics is included in Patterns III and is notated using note heads containing an “x” 

(figure 1.24). Fulkerson adds the marking “falsetto” to the initial appearance of multiphonics, 
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making it clear that the line is to be sung. Unlike the use of multiphonics in Encounters II and Six 

Likes, Patterns III also includes examples where the performer must sing below the played pitch 

(figure 1.25). Singing below the played line is considerably more difficult in comparison to 

singing above the played pitch. 

 

Figure 1.24: Fulkerson, Patterns III, page 2, line 1. 

 

Figure 1.25: Fulkerson, Patterns III, page 2, line 6. 

 Vocal percussive techniques are also included in Patterns III. These effects require the 

performer to make an implosive “click” and “cluck” sound with their oral cavity, changing the 

position of the rear of the tongue from high to low for each sound respectively. Fulkerson notates 

this technique using x-shaped note heads placed at high or low levels on the staff. The higher x-

shaped note head indicates a “click” sound, while the lower x-shaped note head indicates a 

“clucking” sound (figure 1.26). 

 

Figure 1.26: Fulkerson, Patterns III, page 3, line 3. 

The technique of striking the cup of the mouthpiece with the palm of the hand while the 

mouthpiece is in the receiver appears numerous times near the end of Patterns III. Similar to the 

“clicking” and “clucking” sounds, Fulkerson notates the palm-striking-the-mouthpiece effect 
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with an x-shaped note head (figure 1.26). Fulkerson differentiates this technique from the 

“clicking” and “clucking” sounds by placing the x-shaped note heads on a line accompanied by a 

flat (figure 1.26). This technique is dependent on the key of the horn that the performer uses.  In 

the score, the effect is notated as B-flat2. 

Near the end of Patterns III, Fulkerson provides a note at the bottom of the page 

informing the performer to change the pitch of all sounds for the remainder of the piece to C3 if 

they are using a C tuba rather than an B-flat tuba (figure 1.27). It is conceivable that this piece 

can be performed on any key tuba provided the performer changes the notated pitch of the played 

notes and percussive techniques in this section to the key of their instrument. 

  

Figure 1.27: Fulkerson, Patterns III, page 3. 

 Flutter tongue appears four times during the entire piece and is notated with three slashes 

through the note stem (figure 1.28). While there are fewer examples of the technique in Patterns 

III than in Antoniou’s Six Likes, Fulkerson uses flutter tongue in a similar manner. 

 

Figure 1.28: Fulkerson, Patterns III, page 1, line 5. 

 

Magniloquentia (1971) 

Magniloquentia was composed by Glenn Smith in 1971. This piece is comprised of two 

movements, both containing extended techniques. The extended techniques incorporated in 

Magniloquentia include half-valve and multiphonics. 
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 Glenn Smith was born in 1946 and studied at the California State University, Hayward, 

earning a bachelor’s degree in bassoon performance and a master’s degree in theory and 

composition.17 He furthered his studies and was awarded a Doctor of Music degree by Indiana 

University. During his studies, he studied composition with Frederick Fox and Bernhard Heiden. 

Smith joined the faculty at George Mason University in 1976, and currently serves as the 

Director of Theory and Composition.  

 Half-valve is the first extended technique included in Magniloquentia and appears 

frequently in both movements. In each example of half-valve, Smith adds a note “h.v.” followed 

by a curving line, demonstrating the contour the performer should create while using the 

technique of half-valve (figure 1.29). In comparison to prior unaccompanied pieces, Smith’s use 

of this technique is much more prominent. 

 

Figure 1.29: Smith, Magniloquentia, movement 1, measure 24. 

 Multiphonics appear throughout the second movement of Magniloquentia. Smith 

indicates the sung line by including the marking “sing” at the start of this technique (figure 1.30). 

In addition to this marking, Smith notates the sung line by using square-shaped note heads. 

Throughout this section, the played line and sung line are both relatively active, with both lines 

changing pitch at the same time. 

 

Figure 1.30: Smith, Magniloquentia, movement 2, mm 16-21. 
                                                
17 “Dr. Glenn Smith,” George Mason University School of Music, accessed March 19, 2017, 
https://www.music.gmu.edu/staff/glenn-smith/ 
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Midnight Realities (1972) 

 Morgan Powell composed Midnight Realities for tubist Daniel Perantoni in 1972. 

Powell’s inspiration for this work came from the sounds emitted by the roof rack of his car as he 

was driving one night.18 The extended techniques in Midnight Realities include purely singing 

into the instrument, valve clicking, multiphonics, flutter tongue, blowing air audibly through the 

instrument, and glissandi. 

Morgan Powell was born in West, Texas in 1938 and studied composition with Ed 

Summerlin, Sal Martirano, Kenneth Gaburo, and Samuel Adler. He taught at numerous schools 

including North Texas University, The Berklee School of Music, and the University of Illinois, 

Urbana-Champaign. In addition to his career as a composer, Powell has also been an active jazz 

trombonist.  

Born in 1941, Daniel Perantoni graduated from the Eastman School of Music in 1964. He 

subsequently graduated with a Master of Music degree from the Catholic University of America 

in 1968. He has been a member of several groups including Summit Brass and the St. Louis 

Brass Quintet. In addition to performing, Perantoni has held teaching posts at a number of 

schools including the University of Illinois, Arizona State University, and his current position at 

Indiana University.  

 The technique of purely singing into the instrument is the first extended technique to 

appear in Midnight Realities. This technique appears multiple times throughout the work. In the 

first example of singing into the instrument, Powell instructs the performer to play a loud A2, 

moving quickly to a pianissimo F4. This F4 is played briefly before switching to singing the same 

F4 through the instrument for a few seconds (figure 1.31). This figure of a loud-played note 

                                                
18 Daniel Perantoni, email message to author, February 27, 2017. 



 21 

followed by soft vocal sustain is repeated numerous times throughout the work. Later in the 

work, singing through the instrument appears in a different form.  

 

Figure 1.31: Powell, Midnight Realities, page 1, line 1. 

As seen in the next example (figure 1.32), the performer sings a C3 on an “ah” syllable 

using slow vibrato. This is the only example in the piece where singing through the instrument 

does not immediately follow a played note. 

 

Figure 1.32: Powell, Midnight Realities, page 2, line 1. 

Valve clicking appears briefly in one section of Midnight Realities (figure 1.32). While 

singing the aforementioned C3 on an “ah” syllable, the performer must randomly click their 

valves. Powell indicates this by providing a note stating, “click valves” and including a 

collection of small, black dots to graphically representing the effect. 

Multiphonics can be found several times in Midnight Realities. The first instance of 

multiphonics is located near the beginning of the piece. As seen in the following example (figure 

1.33), Powell adds a played E2 to an already sustained sung F4 from the previous line. On the 

same line, Powell includes the second instance of multiphonics during in the work-this time 

featuring a sung F4 and a played D-sharp at the same time.  
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Figure 1.33: Powell, Midnight Realities, page 1, line 2. 

Farther into the piece, Powell includes a more complex section of multiphonics (Figure 

1.34). After this section, the multiphonics return to a manner seen earlier in the piece. 

 

 

Figure 1.34: Powell, Midnight Realities, page 2, lines 4-5. 

  Flutter tongue appears once in Midnight Realities (figure 1.35). While flutter tongue is 

included in works composed prior to Midnight Realities, Powell’s notation of this technique does 

not follow the standard notation used in those prior works. Following a solid note head indicating 

pitch, Powell includes a jagged line extending to the next pitch. Other than this jagged line, the 

performer is provided with no information for this marking. This marking was clarified by 

Daniel Perantoni as he stated that the jagged line indicates that flutter tonguing should be used on 

the A3 flat.19 Powell’s choice of notation is interesting, as the indication for flutter tongue had 

been uniformly used in other unaccompanied pieces composed prior to Midnight Realities. In 

these preceding pieces, flutter tongue was indicated with multiple slashes through the stem of the 

                                                
19 Daniel Perantoni, email message to author, February 27, 2017. 
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note. This indication of three slashes was accompanied by a note stating, “flutter” or “fltz.”20 

 

Figure 1.35: Powell, Midnight Realities, page 1, line 3.  

The technique of blowing air audibly through the instrument appears once in the work 

(figure 1.36). In this example, Powell includes a marking above the staff stating, “blow air 

through the horn.” This is accompanied by a graphic marking in the staff of a spiraling line 

gradually decreasing in size to almost nothing, consistent with the decrescendo to silence. As 

with Kagel’s inclusion of the audibly-blowing-air-through-the-instrument technique in Mirum, 

Powell adds no remarks specifying the type of sound to be produced and allowing some scope 

for interpretation. While blowing air through the instrument, the performer may wish to add a 

whistling sound to enhance the effect of air blowing. In addition, the performer may wish to 

follow the spiraling line more exactly and create an interesting effect of changing pitch and 

dynamics while blowing air though the instrument. Powell’s personal belief is to give the 

performer a great amount of leeway to do what makes musical sense to them when playing his 

pieces.21 Bearing this in mind, the performer could make this moment as unique as they wish, 

and go beyond simply blowing air though the instrument while gradually fading to silence.  

  

Figure 1.36: Powell, Midnight Realities, page 1, line 4. 

                                                
20 Laszlo Boehm, Modern Music Notation: A Reference and Textbook (New York: G Schirmer, Inc., 1961), 15. 
21 Morgan Powell, email message to author, February 14, 2017. 
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The main difference between Kagel’s and Powell’s use of blowing air audibly through 

the instrument is the duration of this technique. In Kagel’s Mirum, this technique appears as 

three short bursts of sound. Meanwhile, in Powell’s Midnight Realities, audibly blowing air 

through the instrument sustains for four seconds, simultaneously fading to silence.  

 One specified chromatic glissando appears in Midnight Realities (figure 1.37). In this 

example, Powell notates the glissando using a descending jagged line. To clarify this, Powell 

provides a marking, “chro.” for “chromatic” with the glissando. 

 

Figure 1.37: Powell, Midnight Realities, page 1, beginning of line 2. 

Later in the piece (figure 1.38), Powell includes a glissando marked, “long and uneven.” 

Unlike the first glissando in this piece, this glissando is not defined. In this case, the performer 

must determine which technique will best create a slow and uneven descending glissando. It is 

the author’s opinion that the performer should use a mixture of slowly rolling the  

hand sequentially from the first to the fourth valve and half-valving during this glissando.  

 

Figure 1.38: Powell, Midnight Realities, page 2, line 6. 
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Canto VII (1972) 

Samuel Adler composed Canto VII for tubist Harvey Phillips in 1972.22 This piece is the 

seventh in a series of “Canto” works written by Adler demonstrating the abilities of several 

different instruments and small ensembles.23  Canto VII is comprised of four movements with 

extended techniques included in movements one, two, and four. While extended techniques 

appear in three movements of the piece, the majority of extended techniques is found in 

movement two. The extended techniques incorporated in Canto VII include clicking valves, 

tapping on the instrument with fingernails, blowing air audibly through the instrument, flutter 

tongue, foot stomps, and glissandi.   

 Samuel Adler was born in Germany in 1928 and immigrated to the United States in 1939. 

Adler graduated from Boston University in 1948 and from Harvard University in 1950. During 

this time, he studied with many great composers including Aaron Copland and Paul Hindemith. 

After serving in the United States Army, he joined the faculty at the North Texas State 

University in 1957. In 1966, Adler joined the Eastman School of Music where he later became 

the chair of composition, serving from 1974 to 1995. In 1997, he joined the faculty at the Julliard 

School. In addition to his career as a composer and teacher, he also studied conducting with 

Serge Koussevitzky at the Berkshire Music Center, later conducting numerous orchestras and 

other ensembles.  

 Harvey Phillips was born in 1929 and studied tuba at the Julliard School from 1950 to 

1954. In 1956, he began his studies at the Manhattan School, graduating from there in 1958. In 

addition to performing with numerous ensembles, Phillips was one of the founding members of 

the New York Brass Quintet. In 1971, Phillips joined the faculty of Indiana University at 

                                                
22 Gary Bird, Program Notes for the Solo Tuba (Bloomington: Indiana University Press, 1994), 3. 
23 Ibid. 
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Bloomington from where he subsequently retired in 1994. As well as being a teacher and 

performer, Phillips was an outspoken promoter of the tuba.  A few of his achievements in 

promoting the tuba include the formation of TubaChristmas, the Tubists Universal Brotherhood 

Association, the 1st International Brass Conference, and OctubaFest, and expansion of the 

repertoire for the tuba by the commissioning of numerous works. After many years of dedicated 

performing, teaching, and promotion, Phillips died in 2010.    

The technique of clicking valves is found throughout the second movement of the piece. 

In each of these examples (figure 1.39), Adler notates the effect using solid-black rectangles in 

the place of traditional note heads. These rectangular note heads are similar to those found in 

Antoniou’s Six Likes. However, in comparison to Antoniou’s use of valve clicking, Adler does 

not accompany the valve clicking in Canto VII with anything else. Adler’s use of this technique 

features a major difference from the valve clicking used in Powell’s Midnight Realities.  In 

Canto VII, Adler instructs the performer to click the valves in a specific rhythm. In contrast, 

Powell instructs the performer to click valves randomly, providing only a suggested length of 

time for the effect to occur.  

 

Figure 1.39: Adler, Canto VII, movement 2, measure 1. 

To achieve the effect Adler desires, the performer must forcefully depress at least one of 

the instrument’s valves to create an initial sound with the valve returning to an open position, 

which creates a second sound. Most of the appearances of this technique in the piece are in 

groups of two or four, allowing for one complete closing and opening sequence of the valve. 

However, some appearances of this technique that are alone or in groups of three or five. In these 
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cases, the performer must take care when depressing the valve to create the sound, that no 

additional sounds of valves closing or opening are added. These additional sounds will then 

change the rhythm from what Adler has specified. 

The technique of tapping on the instrument with fingernails appears throughout the 

second movement (figure 1.40). This technique is frequently paired with the valve clicking effect 

(figure 1.39). To notate this effect, Adler uses a crescent - similar to a fermata - placed on top of 

a stem. Just as with the valve clicking, Adler assigns specific rhythms to the tapping-the-

instrument technique. Unlike the version of this technique incorporated in Antoniou’s Six Likes, 

Adler specifically instructs the performer to strike the instrument with the fingernails. This use of 

the fingernails creates a unique ringing-sound, but this requires the performer to grow fingernails 

long enough to achieve this effect. 

 

Figure 1.40: Adler, Canto VII, movement 2, measure 4. 

Flutter tongue is included during the second movement in three locations. In Canto VII, 

this technique is notated using the commonly-used notation of slashes through the stem of the 

note, which is accompanied by the note, “flutter” (figure 1.41).  

 

Figure 1.41: Adler, Canto VII, movement 2, mm. 11-13. 

The technique of blowing air audibly through the instrument appears frequently in the 

second movement of the work. Unlike Powell’s use of audibly blowing air through the 

instrument, Adler provides specific instruction about the quality of sound he desires. Adler 
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notates this effect by using an “x” in place of a traditional note head to differentiate it from 

played pitch. Beneath the staff, Adler includes a marking informing the performer to create a “tf” 

sound while audibly blowing air through the instrument (figure 1.42). 

 

Figure 1.42: Adler, Canto VII, movement 2, mm. 19-21. 

In the next appearance of this technique, Adler has changed the indication beneath the 

staff to “tss” (figure 1.43). This change in effect becomes more obvious later in the work where 

Adler pairs the two sounds together, alternating between “tf” and “tss.”  

 

Figure 1.43: Adler, Canto VII, movement 2, measure 23. 

Glissandi make multiple appearances throughout the entire work (figure 1.44). In the first 

movement of this piece, glissandi are the only extended technique. In comparison to Antoniou’s 

Six Likes, Adler’s Canto VII does not contain as many examples of glissandi. 

 

Figure 1.44, Adler, Canto VII, movement 2, measure 28.  

Foot stomping appears in three locations in the second movement. This technique is one 

of the more entertaining aspects of the movement. The effect is notated using an open square 

placed immediately below the staff, appearing each time as an eighth note figure (figure 1.45). 

Perhaps not surprisingly, each of these foot stomps is marked “sFF.” This effect is unique, as the 

performer has little or no control over the sound produced due to the specific characteristics of 
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the floor on which the performance is occurring. To aid in creating the effect, the performer may 

wish to stomp both feet, if possible. Additionally, the performer may also wish to utilize an 

object or substrate that consistently provides a loud and resonant sound during the foot stomp.  

 

Figure 1.45, Adler, Canto VII, movement 2, measure 40.     

 

Three Essays (1973) 

 William Penn composed Three Essays in 1973 for tubist Gene Pokorny. This piece was 

then premiered by Pokorny at the first International Tuba Symposium at Indiana University in 

the same year. Extended techniques incorporated by Penn in Three Essays include multiphonics, 

speaking into the instrument, playing with a removed tuning slide, and purely singing into the 

instrument.  

William Penn was born in 1943 and studied composition at SUNY Buffalo, receiving a 

BA in 1964 and a MA in 1967. After his studies at SUNY Buffalo, Penn received a PhD from 

Michigan State University in 1971. He served as a member of faculty at the Eastman School of 

Music from 1971 to 1978. In addition to his time at the Eastman School of Music, Penn served as 

a visiting professor at numerous universities including the University of Texas, the University of 

Connecticut, and the University of Arizona.  

Gene Pokorny was born in 1953, and studied at the University of Southern California and 

the University of Redlands. After graduating from USC, Pokorny joined the Israeli Philharmonic 

and remained with the group from 1975 to 1978. In 1978, he joined the Utah Symphony 
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Orchestra until 1983, when he became the tubist for the St. Louis Symphony Orchestra.24 In 

1989, Pokorny joined the Chicago Symphony Orchestra, staying for three years before playing 

with the Los Angeles Philharmonic from 1992 to 1993.25 In 1993, Pokorny returned to the 

Chicago Symphony Orchestra, where he currently serves as principal tubist.  

 Multiphonics is the first extended technique included in the piece. In Three Essays, Penn 

writes a sung G2 above a played C2. In comparison to pieces composed prior to Three Essays, 

Penn’s use of multiphonics is very minimal, both in duration and degree of difficulty. Speaking 

into the instrument appears for the first time in unaccompanied pieces in Three Essays, and is 

incorporated in the second movement. Penn provides the performer with explicit instructions 

concerning this technique. Penn’s instructions state for the performer to say the first syllable 

“Bou” (pronounced as “boo”), with a singing-quality voice and the lips positioned as far inside 

the mouth as possible. The performer must then say the second syllable “wee” with the same 

vocal quality while also moving the head away from the mouthpiece. This effect is repeated 

fourteen times with varying dynamic levels as the technique appears throughout the second 

movement. Speaking into the instrument also appears at the end of the piece in combination with 

other extended techniques.  

 The technique of playing with a removed tuning slide appears in the third movement of 

Three Essays. This is the first time this technique appears in unaccompanied pieces. At the start 

of this technique, Penn instructs the performer to remove the third-valve tuning slide while 

performing. This technique is notated by placing the note head inside of a diamond-shaped 

outline, allowing the performer to see easily the pitch and note length while easily distinguishing 

between notes played on the full instrument or on the removed tuning slide.  

                                                
24 Elaine Murphy, “Alumni Spotlight: Gene Pokorny,” accessed March 19, 2017, http://music.usc.edu/alumni-
spotlight-gene-pokorny.html. 
25 Ibid. 
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 Purely singing into the instrument appears at the end of Three Essays. Penn notates this 

technique by placing three slashes on the stem of the note. He also includes a note above the start 

of this technique stating, “Sing (into mouthpiece), do not ‘play.’” In addition to singing through 

the instrument and rapidly changing between the full-length instrument to the open third-valve 

tuning slide, Penn also instructs the performer to use different oral cavity shapes in each 

measure. This results in different vowels being produced, thereby changing the quality of the 

sound.  

 

Incon-Sequenza (1973) 

Composed by Matthias Bamert in 1973, Incon-Sequenza was written for tubist Ronald 

Bishop. The extended techniques incorporated in Incon-Sequenza include multiphonics, 

glissandi, tapping fingernails against the instrument, speaking into the instrument, striking the 

mouthpiece with the palm of the hand when the mouthpiece is in the receiver, percussive vocal 

techniques, and purely singing through the instrument. 

 Born in Switzerland in 1942, Matthias Bamert studied oboe, chamber music, and 

composition at the Conservatoire Nationale Supérieure in Paris. In addition to his studies in 

Paris, he attended masterclasses led by Boulez and Maderna in the summer of 1965. Beginning 

in 1965, Bamert served as the principal oboe of the Salzburg Mozarteum Orchestra and remained 

with the ensemble until 1969. During this same year, he began working as an assistant for Szell 

and remained there until 1970, and he also worked as an assistant conductor for Stokowski from 

1970 to 1971. After this brief period, he held conducting positions at the Cleveland Orchestra, 

the Basle RSO, and the Scottish National Orchestra until 1990. In addition, he served as the 
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director of the Lucerne Festival from 1992 to 1998 and as the artistic director of the London 

Mozart Players from 1993 to 2000.26  

Ronald Bishop was born in 1934 and studied music education at the Eastman School of 

Music. After graduating, he toured with the United Sates Army Field Band and later received a 

master’s degree in music education from the University of Illinois. Following his studies at the 

University of Illinois, Bishop performed with the Buffalo Philharmonic, the San Francisco 

Symphony, and the San Francisco Opera Orchestra. In 1967, he became the principal tuba of the 

Cleveland Orchestra and remained with the group until his retirement in 2005. In addition to his 

performance career, Bishop also taught at the Cleveland Institute of Music, the Oberlin 

Conservatory, and Baldwin-Wallace College. After a long career in performing and teaching, he 

died in 2013.27 

Multiphonics is the first extended technique included in Incon-Sequenza and appears near 

the beginning of the work. Bamert notates the sung line by using an x-shaped note head on the 

desired pitch. The multiphonics included in the piece are used in two ways: where singing is 

added to an already sustained played line and where the played pitch and the sung pitch are 

started and ended simultaneously. The latter of the two uses is described in the performance 

directions informing the performer that the sung and the played pitch are to be played 

simultaneously.  

Glissandi are included numerous times in Incon-Sequenza and appear in three forms 

indicating different effects. The first effect is notated using a thin, curving line, informing the 

                                                
26 Andrew Clark, “Bamert, Matthias.,” Grove Music Online, accessed May 16, 2017, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/43810. 
27

 Grant Segall, “The ‘Astonishing’ Ron Bishop Was Principal Tuba for The Cleveland Orchestra: News Obituary,” 
Cleveland.com, July 26, 2013, http://www.cleveland.com/obituaries/index.ssf/2013 /07/ 
the_astonishing_ron_bishop_was.html. 
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performer as to which contour the line should follow. With this first type of glissando, he does 

not indicate a starting or an ending pitch, but informs the performer of the relative range of 

pitches to be played by placing the curving line in varying higher or lower positions in the staff. 

To perform this type of glissando, the performer should roll their hand over the instrument’s 

valves relative to the contour Bamert has drawn. The second type of glissando include in the 

piece is notated as a straight line extending down diagonally from an indicated pitch. In the 

performance notes, he informs the performer that this glissando is to be played quickly. The third 

type of glissando in Incon-Sequenza is notated as a thin, curving line between the two indicated 

pitches and is a combination of the other two types found in the piece, where the performer must 

play a fast glissando following the contour drawn between the two specific pitches.   

The technique of speaking into the instrument appears multiple times near the beginning 

and the near the middle of the piece. He notates this technique by placing an arrow pointing 

straight up or vertically down from the staff. Following the arrow, a horizontal line above or 

beneath the staff indicates the duration of the technique. The line placed above the staff instructs 

the performer to produce a falsetto voice into the mouthpiece at as high a pitch as possible, while 

the horizontal line beneath the staff indicates that the performer must speak as low as possible 

into the mouthpiece.  

Striking the cup of the mouthpiece with the palm of the hand while it is in the receiver of 

the instrument is included in Incon-Sequenza and is only the second appearance of this technique 

since its introduction in Fulkerson’s Patterns III in 1969. This technique is notated by placing an 

x inside of a circle drawn on the middle line of the bass clef. Unlike Fulkerson’s direction of a 

specific pitch for this technique in Patterns III, Bamert provides no instruction specifying the 

pitch this technique should produce. 
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The technique of tapping the fingernails against the bell of the instrument is included five 

times during the work. Bamert notates this technique using a thin, wavering line drawn 

horizontally above the staff indicating the duration of the effect. Unlike in Adler’s Canto VII, he 

does not write specific rhythms to be played and instructs the performer to sustain the sound of 

the fingernails tapping the instrument informing them to “tap rapidly.” With no further 

instruction, the performer must decide what type of sound they wish to create as they sustain the 

sound of this effect by either tapping rapidly all fingernails at once or alternating between 

individual fingernails in quick succession. 

Purely singing through the instrument appears thrice in Incon-Sequenza. As with the 

technique of multiphonics elsewhere in the piece, the sung portion is notated with an x on the 

desired pitch. The first inclusion of this technique is near the middle of the piece. Immediately 

prior to purely singing through the instrument, the performer plays a B flat3 before adding a sung 

G3 below. Bamert informs the performer to cease playing the B flat3 but to continue to sustain the 

sung G3. This purely-singing-through-the-instrument technique continues on the subsequent 

attack with the performer now singing an A3 through the instrument. Near the end of the work, 

the performer sings another A3 through the instrument as the penultimate sound of the 

performance. 

The technique of producing vocal percussive sounds into the instrument is included near 

the middle of the piece and appears eight times. In the performance notes, Bamert instructs the 

performer to create a “kissing” sound into the mouthpiece. This technique is notated by an empty 

circle in the staff including a vertical stem extending upwards from the circle to above the staff 

with an x placed near the top of the stem. While this technique is marked as mezzo forte, the 

performer must ensure the sound is loud enough that the effect is discernible. 
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Three for Barton (1973) 

Three for Barton was composed by Allan Blank for tubist Barton Cummings and is 

comprised of three movements titled “A Short Fantasy,” “Burlesque,” and “Scene.” The 

extended techniques incorporated in Three for Barton by Blank include multiphonics, purely 

singing through the instrument, glissandi, flutter tongue, and blowing air audibly through the 

instrument.  

Allan Blank was born in 1925 and studied at the Julliard School of Music, Washington 

Square College, the University of Minnesota, and the University of Iowa. From 1950 to 1952, he 

played violin with the Pittsburgh Symphony Orchestra and subsequently taught at Western 

Illinois University, Paterson State College, and Lehman College before joining the Virginia 

Commonwealth University in 1978.28 Blank retired from VCU in 1996 and after a long career in 

education and composition, he died in 2013.29 

Born in 1946, Barton Cummings studied tuba at the University of New Hampshire. 

Following his graduation in 1968, he enlisted with the United States Army as a musician. After 

his enlistment in the United States Army, he received a master’s degree from Ball State and 

pursued doctoral studies with Harvey Phillips at the Indiana University. In 1979, he became the 

Lecturer in Tuba at San Diego State, and in 1977 he began teaching at Point Loma College. In 

addition to his performing and teaching, Cummings composed numerous pieces for the tuba; and 

in the 1980s, he began to compose for the euphonium and a variety of other instruments. After 

many years of teaching, performing, and composing, he passed away in 2014.30  

                                                
28 American Composers Alliance, “Allan Blank,” American Composers Alliance, accessed May 21, 2017, 
http://www.composers.com/allan-blank.html. 
29 Ellen Robertson, “Allan Blank, Composer and Retired VSU Professor, Dies At 87,” Richmond Times-Dispatch, 

November 17, 2013, http:www.richmond.com/obituaries/featured/allan-blank-composer-and-retired-vcu-professor-
dies-at/article_0b46f7df-4cac-5489-ab6c-ca43df7cffd4.html. 
30 Mark Nelson, “In Memoriam-Remembering Barton Cummings,” ITEA Journal 41, no.4 (Summer 2014), accessed 
May 26, 2017, http://www.iteaonline.org/members/ journal/ 41N4/41N4cimmungs.php. 
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 Multiphonics is the first extended technique to appear in Three for Barton. Blank notates 

this technique with x-shaped note heads, similar to the other works containing multiphonics. 

Glissandi are incorporated multiple times throughout the work, with the majority of this 

technique’s appearances occurring in the third movement. The glissandi are indicated by thin, 

straight lines between the notes where the glissando is to occur and are accompanied with a 

“gliss.” marking. Unlike other works including glissandi, Blank frequently includes the 

technique between pitches in intervals of a half step. In these instances of a half-step-interval 

glissandi, the performer should change slowly from one valve combination to the subsequent 

valve combination as rolling the hand over all the valves sequentially will not provide the 

intended effect.  

 The technique of purely singing into the instrument appears twice throughout the entire 

piece. The first appearance occurs during the first movement. In this instance, the performer 

begins by playing a C4 and then adding a sung C4 during the next beat. After one and a half 

beats, the performer then stops the played sound created by the vibration of the lips and 

continues the same sung C4 for two more beats. This effect is accompanied by a marking 

informing the performer that this technique of purely singing into the instrument must be “clearly 

audible.”  

 Flutter tongue is incorporated only in the third movement of Three for Barton. The first 

appearance of this technique is found near the middle of the movement, and the subsequent 

inclusions of the technique are located near the end of the movement. Similar to nearly all the 

unaccompanied pieces containing this technique composed prior to Three for Barton, Blank 

notates the effect with three slashes through the stem of the note accompanied by the marking 

“flutter tongue.” 
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 The technique of blowing air audibly through the instrument appears only in the third 

movement of the piece and is the last sound created before the conclusion of the piece. This 

technique is notated using small, diamond-shaped note heads and is also accompanied by the 

marking “wind sound.” Blank also qualifies this instruction by indicating that the first 

appearance to be a “low sound” while the second appearance should be the lowest sound that the 

performer can produce.  

 

Musik für Tuba Solo (1973) 

Composed by Anderjz Dobrowolski in 1973, this piece is the most adventurous of all the 

pieces discussed in this document. In addition to the extended techniques, Music für Tuba Solo 

includes directions for the performer to use a bassoon reed and a baritone saxophone 

mouthpiece; it also requires the performer to use a second tuba featuring a flugelhorn bell and a 

trombone bell attached to the tubing of the instrument’s valves. The extended techniques 

incorporated by Dobrowolski include flutter tongue, glissandi, multiphonics, and blowing air 

audibly through the instrument.  

Born in Poland in 1921, Andrzej Dobrowolski studied organ, clarinet, and singing at the 

Warsaw Conservatoire and composition and theory at the State Higher School of Music in 

Krakow. In 1947, he was appointed to teach at the State Higher School of Music in Krakow 

before becoming the reader in theory and composition at the State Higher School of Music. He 

moved to Graz, Austria in 1976 and became a professor of composition at the Hochschule für 

Musik. In addition to his teaching career, he served as the general secretary of the Polish 
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Composers Union. After many years of composing and teaching, Dobrowolski died in Austria in 

1990.31 

The technique of flutter tongue is the first extended technique included in Musik für Tuba 

Solo and appears near the beginning of the work. This technique is notated using three diagonal 

slashes above the staff at the point where the effect should begin and continues for the duration 

of the phrase. Due to the proportional nature of the notation used in the piece, Dobrowolski uses 

a small, empty circle to mark the termination point of the flutter tongue technique.  

Glissandi are included near the beginning of the piece and appear in two different types 

of use. The first type of glissandi included in the piece is of long duration and follows the 

contour of either a straight, diagonal line or a curving line that provides the performer with a 

contour to follow. The second type is described in the performance directions as a quick 

ascending or descending glissando and is notated using short, straight diagonal lines with arrows. 

Unlike the first type of glissandi, the second type does not begin on a specific pitch and only 

indicates a relative difference between the preceding and the subsequent starting pitch. 

The technique of multiphonics is included in Musik für Tuba Solo and appears near the 

middle of the work. This technique is notated using a dot inside a circle above the staff. Unlike 

other composers utilizing this technique, Dobrowolski does not specify the pitch and allows the 

performer to determine what pitch to sing. The duration of this technique is indicated by the 

proportional markings of the played line below the staff. 

Blowing air through the instrument appears once after the middle of the piece. This 

technique is notated using a circle in the staff with a line extending horizontally to the right 

                                                
31

 John Casken, “Dobrowolski, Andrzej.,” Grove Music Online, accessed May 23, 2017, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/07899. 
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indicating the duration of the effect and is described in the performance directions as the 

“blowing sound” translated from the German “Blasgeräusch.”  
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CHAPTER TWO 

 WORKS 2002-2013 

 

Fnugg (2002) 

 Øystein Baadsvik composed Fnugg in 2002 and this piece has since then become widely 

known. Despite the inclusion of extended techniques for nearly its entire duration, this piece is 

comprised of only two extended techniques: multiphonics and percussive vocal techniques. The 

inspiration for Fnugg came from the sound of Aboriginal didgeridoo music and the sound of 

double tonguing in the low register of the tuba.32 

 Øystein Baadsvik was born in 1966 in Norway, and studied with Arnold Jacobs, Harvey 

Phillips, John Fletcher, and Michael Lind. In 1991, Baadsvik won two prizes at the Concours 

International d’Exécution Musicale in Geneva, Switzerland.33 After this success in Geneva, 

Baadsvik’s solo career began and he released his first solo CD. In 2003, Baadsvik released his 

second CD titled, “Tuba Carnival.” Online music magazine, ClassicsToday named “Tuba 

Carnival” as “one of the six best CDs for solo instrument and orchestra.”34 Baadsvik remains 

unique as the first tubist to make a career entirely from solo playing and not primarily as a 

teacher or member of an orchestra.    

Multiphonics is the first of the two extended techniques included in Fnugg. Unlike most 

other works containing multiphonics, the sung line in Fnugg is placed mostly in fifths or octaves 

with the played line. In comparison to works written between 1965 and 1973, Baadsvik’s use of 

multiphonics is to provide an additional effect to the melody. Neither the sung nor played lines 

ever serve as drones for the other. Baadsvik’s use of multiphonics is similar to Antoniou’s use in 

                                                
32 Øystein Baadsvik, Fnugg (Ovation Music, 2002), 4. 
33 Ibid. 
34 Ibid. 
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Six Likes. However, Antoniou’s use of this technique changes throughout Six Likes, whereas in 

Fnugg, Baadsvik consistently uses the sung line as an addition to the played line.  

Vocal percussive techniques appear in the middle of Fnugg, and are marked as “lip beat.” 

During this section, the percussive techniques are notated using x-shaped note heads placed in 

two different spaces on the staff indicating low and high relative pitches. To create the lower-

pitch sound, Baadsvik instructs the performer to make a “Tuk” or “TuKuTuKu” sound when the 

note is presented by itself or in pairs respectively. To create the higher-pitch sound, it is the 

author’s opinion that the performer should create a “kaehk” sound to contrast with the “Tuk” 

sound of the lower pitch. These percussive techniques are similar to those found in Fulkerson’s 

Patterns III; however, the sounds are created using different methods. Fulkerson directs the 

performer to create the sound included in Patterns III by making a “clucking” or “clicking” 

sound into the instrument, whereas in Baadsvik’s Fnugg, the “Tuk” sound is created by imitating 

the movement of the tongue during double tonguing.  

 

Sweet Dances (2002) 

Sweet Dances was composed by Elizabeth Raum in 2002 for tubist John Griffiths. This 

piece is comprised of four movements each written in different musical styles. The movements 

are titled “Blew Tango,” “Dot Polka,” “Waltzin’ Matuba,” and “A Hard Knight’s Day.” While 

the final movement’s title does not provide an obvious clue as to its style, the beginning of the 

movement includes the marking “Rock style.” The solitary extended technique included in the 

piece is multiphonics. 

Born in 1945, Elizabeth Raum studied oboe performance at the Eastman School of Music 

and received her Bachelor of Music degree in 1966. From 1968 to 1975, she served as the 
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principal oboe of the Atlantic Symphony Orchestra in Halifax, Nova Scotia and held a similar 

position with the Regina Symphony Orchestra beginning in 1975. She continued her studies at 

the University of Regina and earned a Master of Music degree in composition in 1984. In 2004, 

she was awarded an honorary doctorate in Humane Letters from Mt. St. Vincent University in 

Halifax, Nova Scotia.35 

John Griffiths was born in Southampton, England in 1948 and immigrated to Canada in 

1952. He studied with Morley Calvert and the former tubist of the Montreal Symphony 

Orchestra, Bob Rÿker. Rather than attending college immediately following high school, he 

joined the Royal Canadian Mounted Police Band. He subsequently pursued a Bachelor of Music 

degree and received a Master of Music degree from the University of Michigan. He held 

teaching positions at the University of Regina and the Humber School of Music in Toronto. After 

a long career of teaching and performing, Griffiths died in 2007.36   

 The only extended technique included in Sweet Dances is multiphonics and appears in 

the final movement of the piece, “A Hard Knight’s Day.” The technique appears first near the 

beginning of the movement and is included again near the end of the movement. Raum’s use of 

multiphonics is similar to Baadsvik’s, using the sung line to create harmony with the played line 

beneath. In each inclusion of multiphonics, the sung and the played lines are rhythmically 

identical and the sung line either changes pitch simultaneously with the played pitch or the sung 

line changes pitch while the played line remains on the same pitch.  Most of the sung and the 

played lines are written with intervals of a perfect fifth, with only three of them differing with an 

interval of a major sixth. The difficulty with the multiphonics in this piece is caused by the 

                                                
35 Elaine Keillor, “Raum, Elizabeth.,” Grove Music Online, accessed May 20, 2017, 
http://www.oxformusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/45786.  
36 Tom McCaslin, “John Griffiths (1948-2007): A True Original,” ITEA Journal 35, no. 2 (Winter 2007), (accessed 
May 14, 2017), http://www.iteaonline.org/members/journal/35N2/35N2johngriffiths.php. 
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performer having to change both the sung and the played pitch while maintaining the perfect 

fifth interval. 

 

Tuba-Tabu I (2003) 

 Tuba-Tabu I was composed by Gerhard Braun in 2003. This piece appears to be 

relatively unknown and does not appear in the second edition of A Guide to the Tuba Repertoire: 

Tuba Source Book published in 2006, the annotated bibliography considered to be the ultimate 

listing for all works for tuba composed prior to 2006. This book represents the research and 

cataloguing of pieces for tuba by many highly respected tubists across the globe. In addition, this 

bibliography is well-known to all tubists and is often used when searching for or enquiring about 

tuba repertoire.  

The title of the work is a play on words as “tabu” is German for “taboo,” suggesting the 

work presents the tuba in a manner not normally associated with the instrument. Despite the 

inclusion of the Roman numeral “I” in the title of the piece, no additional works for tuba exist 

from Braun. The extended techniques incorporated by Braun in Tuba-Tabu I include audibly 

stopping the flow of air with the tongue, speaking through the instrument, blowing air audibly 

through the instrument, flutter tongue, glissandi, and multiphonics.  

 Gerhard Braun was born in Germany in 1932 and studied flute at the Stuttgarter 

Musikhochschule. Later, Braun went on to study composition with Konrad Lechner. From 1971 

to 1995, he served as professor of flute and recorder at the Karlsruhe State College of Music.   

After a long career of teaching and composing, Braun died in 2016. By the end of his life, he had 

composed over 30 pieces for various instruments and ensembles. 
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The first extended technique included in Tuba-Tabu I is audibly stopping the flow of air 

with the tongue. This technique is indicated by a headless stem with “(ft)” present underneath the 

staff (figure 2.1). At the bottom of the page, Braun provides the following explanation, “tongue 

strike directly in the mouthpiece” as translated from from the German, “Zungenschlag direkt ins 

Mundstück.” While Braun instructs the performer to strike the tongue in the mouthpiece, it is the 

author’s opinion that this is not necessary. Instead, the performer should insert the tongue 

between the top and bottom teeth while blowing air to seal the oral cavity, thereby stopping the 

flow of air completely. 

 

Figure 2.1: Braun, Tuba-Tabu I, measure 1. 

The technique of speaking into the instrument appears multiple times throughout the 

piece. Braun indicates this effect by replacing a traditional note head with a small diamond 

shaped note head (figure 2.2). On the bottom of the page, Braun includes the instruction “speak 

into the mouthpiece” to the performer, as translated from the German “In das Mundstück 

gesprochen.” In every appearance of this technique, Braun indicates what syllable to speak into 

the instrument. The first example of this technique is marked with a “Ba” syllable.  

 

Figure 2.2: Braun, Tuba-Tabu I, measure 4. 

The second appearance of this technique features the syllable “Tu” before changing to 

“Ba” (figure 2.3). Later, Braun switches the vowels causing the performer to say “Ta” and “Bu.” 
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When executing this technique, it is important that the performer keep their mouth on the 

mouthpiece for the effect to be heard at its fullest sound. Braun’s use of speaking through the 

instrument is significantly different from that of Penn’s inclusion of this effect in Three Essays. 

In Three Essays, Penn’s inclusion of speaking through the instrument involves a higher degree of 

complexity, requiring the performer to move away from the mouthpiece and later to create a 

tremolo effect with the third-valve tuning slide removed. Braun’s inclusion of the technique is 

less complicated, only requiring the performer to speak the syllables present beneath the staff.  

 

Figure 2.3: Braun, Tuba-Tabu I, measure 5. 

The technique of blowing air audibly through the instrument is included at the beginning 

and end of Tuba-Tabu I. Braun notates this technique by using x-shaped note heads as well as 

including a marking above the staff reading, “air noise,” as translated from the German, 

“Luftgeräusch” (figure 2.3).  Similar to inclusions of blowing air audibly through the instrument 

in works other than Fulkerson’s Patterns III, Braun provides no indication of a specific sound to 

be created, leaving it to the performer’s discretion. The performer may wish to add a “ss” sound 

by closing the teeth while blowing air through the instrument to create more of a discernable 

effect than the one created by just the sound of only air. 

Flutter tongue appears multiple times during the piece. The first appearance of flutter 

tongue in Tuba-Tabu I occurs while the performer is blowing air audibly through the instrument 

(figure 2.4). In this example, the performer rolls the tongue while creating no sound from lip 

vibration. Braun provides a reminder to the performer that no sound should be created by the lips 
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buzzing into the mouthpiece in the instrument should be produced by including the marking, 

“toneless” (from the German, “tonlos”). In the second appearance of flutter tongue, the effect is 

now paired with traditional tone rather than with only air through the instrument (figure 2.5). 

  

Figure 2.4: Braun, Tuba-Tabu I, measure 6. 

 

Figure 2.5: Braun, Tuba-Tabu I, measure 9. 

Glissandi appear multiple times near the beginning of the piece (figure 2.6).  In contrast 

to the majority of glissandi in the piece, only one connects two notes with an interval greater than  

a minor second. To achieve the half-step glissandi, it is the author’s opinion that the performer 

should slowly change from one valve combination to the next.  

 

Figure 2.6: Braun, Tuba-Tabu I, mm. 10-11. 

Multiphonics is incorporated near the end of the piece and Braun’s marking of 

multiphonics is unusual in comparison to that of other composers. Braun places an “x” on the 

stem of the notes to which the multiphonics are added (figure 2.7). At the first appearance of 

multiphonics, Braun provides the note “with vocalized humming” (from the German, “mit 

volkalem Brummton”). In addition to the word “vocalized,” it is clear this technique must be 

sung as it is not possible to hum into the instrument.  
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Figure 2.7: Braun, Tuba-Tabu I, mm. 62-64. 

Confusion arises with respect to the “x” used to indicate the notes which include singing. 

In other unaccompanied works containing multiphonics, the sung notes are indicated either by 

different note heads or the direction “sing” placed next to the sung line. Braun’s indication only 

informs the performer when to sing, not what pitch to add (figure 2.8). Adding to this confusion, 

the placement of the “x” changes to different spaces and lines on the staff, suggesting that the 

“x” indicates the pitch to be sung. 

In 2005, a compact disc of Braun’s works was created featuring Tuba-Tabu I as one of 

the included pieces. On this recording, the piece was performed by Herbert Waldner, tubist of the 

Stuttgart Philharmonic. Waldner was not sure what to do during this section when he began to 

prepare this piece for the recording. According to Waldner, after working with Braun and some 

experimentation, the latter elected to have the vocal part sung in unison or in an octave with the 

played pitch.37  

 

Six-Pack (2007) 

 James Meador composed Six-Pack for tubist Tim Buzbee in 2007. Six-Pack is 

programmatic and consists of six movements titled, “Blowing Off Steam,” “Discotheque,” 

“Melancholy,” “Angry,” “Inebriated,” and “Invincible.” The composer recommends the 

performer to drink a full can or bottle of beer between movements, thereby providing a unique 

                                                
37 Herbert Waldner, email message to author, February 28, 2017.  
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challenge to the performer, depending on their age and the performance venue. Six-Pack is 

similar to Antoniou’s Six Likes and Adler’s Canto VII as it consists of multiple movements, some 

of which contain no extended techniques. Six-Pack contains three types of extended techniques 

including glissandi, multiphonics, and flutter tongue. 

  James Meador began his studies at the Stephen F. Austin State University and later 

received a Master of Music degree from the Northwestern State University of Louisiana. In 

addition to these degrees, Meador pursued additional performance studies at the Cleveland 

Institute of Music. He currently serves as the bass trombonist with the Yucatan Symphony 

Orchestra and has performed with numerous other ensembles. In addition to his performance 

career, Meador is also an active composer and arranger.38  

 Tim Buzbee was born in 1976 and studied at the Texas A&M University-Commerce. 

Buzbee’s first major orchestral post was with the Singapore Symphony Orchestra beginning in 

2001. Later, Buzbee joined the Gälve Symphony for one season before becoming the principal 

tubist with the Iceland Symphony Orchestra. In 2010, Buzbee joined the Melbourne Symphony 

Orchestra, where he currently serves as the principal tubist. In addition to his post as tubist with 

the Melbourne Symphony Orchestra, Buzbee is a member of the faculty at Monash University in 

Australia.39 

 Glissandi is the first extended technique to be included in the piece and appears multiple 

times throughout the piece. In each instance, the glissando covers an interval of a fifth or greater 

(figure 2.8).  

                                                
38 Warwick Music, “James Meador,” Warwick Music, accessed March 18, 2017, http://www.warwickmusic.com/ 
Main-Catalogue/Composers/M---O/James-Meador.html 
39Tim Buzbee, Jacomo Rafael Bairos, Bruce Broughton, James Grant, Steven Winteregg, and Barbara York. 2009. 
Raw Emotions: North American tuba concertos. Albany Troy1133, 2009 Albany: Albany Records, Liner notes. 
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Figure 2.8: Meador, Six-Pack, movement 1, measure 1. 

Multiphonics appear throughout the first movement of Six-Pack and only appears once in 

the remainder of the piece. Meador’s use of multiphonics is more conservative than most 

unaccompanied works containing this technique composed between 1966 and 1972. Throughout 

the first movement, the sung line is always presented as a D-flat4 against a played C3 (figure 2.9). 

Meador’s use of multiphonics in movement five is similar to that found in the first movement. 

However, in the fifth movement, Meador pairs a sung E4 against a played C2. In these cases, the 

multiphonics are there to only provide an effect rather than contributing to the melodic line. 

  

Figure 2.9, Meador, Six-Pack, movement 1, measure 7. 

Flutter tongue is found only in the fifth movement of Six-Pack. In this movement, 

Meador includes sections where flutter tonguing appears sporadically (figure 2.10) and in long, 

unbroken sections appearing on different pitches (figure 2.11). 

 

Figure 2.10, Meador, Six-Pack, movement 5, measure 13. 

 

Figure 2.11, Meador, Six-Pack, movement 5, mm. 7-9. 
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Boom! (2009) 

Boom! was composed by Anthony O’Toole and is the shortest piece that has been 

examined in this document. Similar to other works composed for unaccompanied tuba between 

2002 and 2013, his inclusion and use of extended techniques is minimal and conservative. The 

extended techniques incorporated in Boom! include glissandi and flutter tongue. 

Anthony O’Toole was born in 1988 and studied at Indiana University of Pennsylvania, 

earning a BA in Music Theory and Composition.40 He continued his studies at George Mason 

University receiving a MM in Composition. After his graduation from George Mason University, 

he received numerous awards for his compositions and was inducted as an honorary member of 

the Sigma Alpha Iota Music Fraternity. He is serving currently as the composer-in-residence for 

the Carson Symphony Orchestra and staff arranger for the Southern California Brass 

Consortium.41 

 The first extended technique included in Boom! is a glissando and this technique appears three 

times near the middle of the piece. This technique is notated using a wavy line connecting the 

two notes between which this effect should occur. In each occurrence, the glissando ascends 

from the initial to the terminal note and spans an interval of a major 7th.The technique of flutter 

tongue is included once near the end of the piece. Similar to numerous other unaccompanied 

works containing this technique, it is notated using three diagonal slashes and is accompanied by 

a “flutter” marking. 

 

 

 

                                                
40 Anthony O’Toole, email message to author, July 1, 2017. 
41 Anthony O’Toole, “Biography,” Anthony O’Toole Music, accessed May 25, 2017, 
http://www.anthonyotoolemusic.weebly.com.html 
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The Grumpy Troll (2013) 

 The Grumpy Troll was written by composer and tubist Michael Forbes in 2013 and is his 

first unaccompanied work for tuba featuring extended techniques. The piece is programmatic and 

depicts Forbes’ interpretation of a Norwegian troll.42 Forbes composed The Grumpy Troll to 

challenge advanced tubists and demonstrate contemporary sounds and styles to audiences in an 

entertaining and accessible manner. The extended techniques incorporated in The Grumpy Troll 

include audibly stopping the flow of air with the tongue, playing with a removed tuning slide, 

and multiphonics.  

 Michael Forbes was born in 1973 and studied at the Pennsylvania State University, 

graduating with a BM degree in 1995. During his time at the Pennsylvania State University, 

Forbes studied abroad for one year at the Royal Northern College of Music in Manchester, 

England.43 In 1997, Forbes received his Master of Music degree from the University of 

Wisconsin-Madison and later earned his DMA at the University of Maryland, College Park in 

2003.44 Forbes has been a member of numerous ensembles, including the U.S Army Band 

“Pershing’s Own,” in Washington, D.C.  In addition to his membership in large ensembles, 

Forbes is also one of the founding members of the tuba-euphonium quartet, Sotto Voce. Sotto 

Voce began as a college ensemble but quickly gained notoriety after winning competitions at 

various low-brass conferences as well as at the Fischoff and Concert Artists’ Guild chamber 

competitions. The group is currently recognized as the United States’ premier tuba-euphonium 

quartet.45   

                                                
42 Michael Forbes, The Grumpy Troll (Vaurmarens: Editions Bim, 2014), 2. 
43 University of Wisconsin-La Crosse, “Profile for Michael Forbes,” University of Wisconsin-La Crosse, accessed 
March 12, 2017, https://www.uwlax.edu/profile/mforbes.html 
44 Ibid. 
45 Sotto Voce Tuba Quartet, “Biography,” Sotto Voce Tuba Quartet (accessed March 21, 2017), 
http://www.tubaquartet.com/about.html. 
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Audibly stopping the flow of air with the tongue is the first extended technique to be 

included in the piece (figure 2.12). In a note to the performer, Forbes refers to this technique as 

“tongue-stopping.” Forbes’ use of audibly stopping the flow of air with the tongue is similar to 

the same technique incorporated in Braun’s Tuba-Tabu I. 

 

Figure 2.12, Forbes, The Grumpy Troll, measure 5. 

 While similar to Braun’s use of this technique, Forbes is more specific with his dynamic 

markings. In Tuba-Tabu I, Braun does not provide specific dynamic markings for the tongue 

stops, choosing to only include accent markings. In The Grumpy Troll, each of the tongue stops 

is accompanied by a sforzando marking, more accurately reflecting the intended effect. In 

addition, Forbes includes a crescendo for each of the examples of audibly blowing air through 

the instrument with tongue air-stopping, whereas Braun does not. However, unlike Braun, Forbes 

never places two tongue stops immediately next to each other.  

The technique of playing with a removed tuning slide is the most prominent extended 

technique included in the piece. For this effect, Forbes has the performer remove the tuning slide 

of the fourth valve at the beginning of the piece. Forbes notates this technique with a diamond-

shaped note head to indicate when to play through the open tuning slide (figure 2.14). Due to the 

unique characteristics of each horn, Forbes states in the directions to the performer they should 

strive for the indicated pitch, but if a slightly different pitch sounds, it is permissible. Forbes also 

includes fingerings under these indicated notes to assist the performer in achieving the correct 

pitch.  
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Figure 2.13: Forbes, The Grumpy Troll, mm. 88-90. 

Later in the piece, Forbes creates a trill effect by rapidly changing from the full-length 

instrument to the open tuning slide (figure 2.14). 

 

Figure 2.14: Forbes, The Grumpy Troll, mm. 73-74. 

In comparison to Penn’s use of removed tuning slide in Three Essays, a few differences 

appear in Forbes’ The Grumpy Troll. One major difference is the duration of the removed tuning 

slide effect in the two works. In Penn’s Three Essays, the technique is only used in 20 measures 

near the end of the last movement. In contrast, Forbes intersperses the technique throughout the 

entire piece. Another difference between the two pieces is with respect to the tuning slide that the 

performer must remove. In Three Essays, Penn instructs for the third-valve tuning slide to be 

removed whereas Forbes instructs for the fourth-valve tuning slide to be removed. In addition to 

these differences, Penn instructs the performer to remove the slide mid-performance, adding a 

note stating “Take out the third valve slide (while playing): try to do this as quietly as possible!” 

In The Grumpy Troll, Forbes avoids this issue by instructing the performer to remove the slide 

for the entire work.  

 Multiphonics appear once in The Grumpy Troll (figure 2.15). During this measure, 

Forbes pairs the sung line in a major-tenth with the played line below. Similar to the use of 

multiphonics by Antoniou and Braun, Forbes makes the performer simultaneously change pitch 
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in the sung and played lines multiple times. This is complicated further by requiring that the 

performer maintain the quality of the major tenth interval between the sung and played lines 

while ascending in intervals of a perfect fourth.  

 

Figure 2.15: Forbes, The Grumpy Troll, measure 46. 
All musical excerpts are used with the permission of the publisher: www.editions-bim.com 

 

Edges of Consciousness (2013) 

 Edges of Consciousness was written by composer and tubist Jack Adler-McKean in 2013. 

The title of the work suggests it has a programmatic quality, portraying a mental state. The 

extended techniques incorporated in Edges of Consciousness include audibly breathing through 

the instrument, audibly blowing air through the instrument, purely singing through the 

instrument, multiphonics, playing with a tuning slide removed, flutter tongue, half-valve, and 

percussively striking a mute while the mute is in the tuba.   

Jack Adler-McKean was born in England in 1988 and studied composition at the 

University of Manchester, earning his undergraduate degree in 2010. The following year, he 

received his diploma in tuba performance from the Royal Northern College of Music. He is 

currently in the Solo Class at the Hochschule für Musik, Theatre und Medien in Hannover, 

Germany, studying with the tubist Jens Bjørn-Larsen.46   

Breathing audibly through the instrument appears multiple times throughout the work. To 

indicate where to use this technique, Adler-McKean places an arrowhead above the staff. In the 

                                                
46 Jack Adler-McKean, e-mail message to author, March 19, 2017. 
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directions explaining non-standard symbols, he indicates that the breath through the instrument 

should be “fast and full”. This is similar to the breathing-through-the-instrument technique used 

by Kagel in Mirum; however, Adler-McKean adds to this by requiring the performer to depress 

the valve combination of the next played note while breathing through the instrument.  

The technique of blowing air audibly through the instrument is found throughout the 

piece. Adler-McKean notates this technique by placing an “x” inside of an oval. In addition to 

blowing air through the instrument, he instructs the performer to form the embouchure of the 

indicated pitch. During this, the performer must not allow the lips to buzz, letting the relative 

change in the size of the aperture create the only difference in sound quality. While blowing air 

through the instrument has been used in previous works in this genre, he is the first to direct the 

performer to use an embouchure reflecting the pitch indicated on the staff. Unlike Adler’s Canto 

VII, Adler-McKean does not direct the performer to intentionally add any “tss” or “tff” 

consonant modifications to the air sound.  

 Purely singing through the instrument appears three times in the piece. In Edges of 

Consciousness, Adler-McKean notates this technique with small, diamond-shaped note heads. 

The technique of multiphonics appears four times in the middle of Edges of Consciousness. 

Adler-McKean notates this technique using small, diamond-shaped note heads. His use of 

multiphonics is similar to most other works containing this technique in that the sung line 

remains near or above the staff and is never being pitched below the played line. 

 Playing with a removed tuning slide is also incorporated in Edges of Consciousness. 

Throughout the piece, he notates this technique by including an “X” in a box on top of the staff. 

For this piece, he does not instruct for one specific tuning slide to be removed. In similar fashion 

to Forbes’ The Grumpy Troll, Adler-McKean’s Edges of Consciousness is written primarily for 
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an F tuba, but Edges of Consciousness can also be performed on a five-valve or four-valve 

compensating E flat tuba, the latter of which is typically used in the United Kingdom. Unlike 

Forbes’ The Grumpy Troll, Adler-McKean provides no additional copies of the piece written for 

use on E flat tubas, instead instructing the performer to transpose the entire work down a whole 

step. It is conceivable however, that this piece could be performed on any tuba if it has at least 

five valves.  

  The technique of flutter tongue appears once during Edges of Consciousness. In this 

example, the performer sustains a constant flutter tongue while also performing other extended 

techniques including multiphonics, singing into the instrument, and blowing air through the 

instrument. Flutter tonguing in this case is similar to that found in Braun’s Tuba-Tabu I, being 

used in conjunction with a sound outside of pure tone. However, in Edges of Consciousness, he 

sustains flutter tongue through three different extended techniques including multiphonics, 

singing through the instrument, and blowing air through the instrument.  

 Half-valve is included six times in Edges of Consciousness. The first appearance of half-

valve in the piece is also the sole example of its type. Beginning with fully closed valves, he 

instructs the performer to transition slowly to valves halfway open and then proceed to fully 

open valves.  The other examples of half-valve in this piece involve the performer quickly 

changing from fully closed valves to half-open valves, thereby creating a tremolo effect. This 

specific use of half-valve is not found in other unaccompanied works composed between 1965 

and 1973 and between 2002 and 2013.  

Percussive techniques are included at the end of the piece. The percussive techniques 

incorporated in this section are used in conjunction with a mute inserted in the tuba earlier in the 

piece. Unlike the percussive techniques used by Antoniou and Adler, Adler-McKean instructs 
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the performer to hit or touch the mute to create the percussive sounds, rather than the instrument 

itself. He makes use of two different types of percussive sounds on the mute. The first type 

consists of an actual strike on the mute. The second type is produced by dragging the fingers on 

the mute in a swirling motion. To indicate the strike, he places an x-shaped note head on a single 

line staff with either one or two flags denoting the length of the sound. The last of these strike 

figures is placed in parentheses and is marked “silent.” In this case, the performer only mimes 

hitting the mute. To indicate the sustained sound of the fingers dragging on the mute, Adler-

McKean uses note heads containing an “x. 
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CONCLUSION 

 Despite the gap of 25 years between the two groups of compositions, many of the same 

extended techniques continue to be included. While pieces exist in both periods that deviate from 

the majority, most of the pieces composed 2002 to 2013 incorporate extended techniques to a 

lesser degree. The majority of composers appear to have shifted from mass inclusion of extended 

techniques, to simply adding them for additional effect. Additionally, the way in which these 

pieces are perceived by the audience also appears to be more of a concern for modern day 

composers. One key example of this is in the notes to the performer by Michael Forbes in The 

Grumpy Troll where he states that this piece also serves as “a vehicle to demonstrate more 

contemporary sounds and styles to the audience in an entertaining and accessible way.”47      

 Of all the extended techniques examined in this document, multiphonics remains the 

most prominent of all. This is possibly due to the ease with which multiphonics can be achieved 

on tuba, as well as the ideal pairing of the human voice with the tuba’s range. It is also 

interesting to note the extended techniques that are not in included in pieces 2002 to 2013. 

Percussive tapping or striking the instrument appears to have fallen from use, except in Adler-

McKean’s Edges of Consciousness. This use is unique however, as Adler McKean indicates that 

the performer must strike a mute while the mute is inside the tuba, and not the tuba itself.  

 The expeditious expansion of this genre of tuba repertoire is not directly caused by any 

single thing; rather, a few factors seem to have combined, resulting in the in the quick growth of 

the tuba repertoire and more specifically unaccompanied works containing extended techniques 

for solo tuba. One factor was the period of the 1960s and 1970s. During these two decades, 

composers had become very adventurous in composing, exploring new techniques and musical 

languages to apply to existing instruments and ensembles. Another factor was composers 
                                                
47 Michael Forbes, The Grumpy Troll (Vaurmarens: Editions Bim, 2014), 2.  
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discovering the versatility of the tuba. In 1966, composers were exposed to the abilities of the 

tuba with the premiere of Kraft’s Encounters II and sought to further explore the untapped 

potential of the instrument. The desire of tubists for more works for tuba was also a strong factor 

in the expansion of repertoire. With very few pieces written specifically for the instrument by the 

1960s, there were numerous pleas to composers for new repertoire written solely for the tuba. A 

final factor in this increase of repertoire was the tubists and their abilities during these years. 

While having pieces of greater difficulty written for the tuba was welcomed by tubists, it 

required tubists that could perform the pieces written. Skilled performers such as Roger Bobo, 

Harvey Phillips, and Daniel Perantoni helped to raise the standard of tuba performance and 

encouraged composers to continue writing for solo tuba. 

 It does not appear that the genre of unaccompanied tuba with extended techniques has 

been exhausted and no new pieces can be composed. With the new trend of conservative use of 

extended techniques, composers are re-inventing the genre and are bringing these intriguing 

sounds to audiences in a more pleasing way ensuring these techniques will continue to be used 

and more importantly, newer pieces will be continued to be performed.   
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APPENDIX 

TABLE OF EXTENDED TECHNIQUES 

 
 

Extended 

Technique 

(in order from most 
to least common) 

Name of Piece Notation 

Multiphonics 
(playing and 
singing into the 
instrument 
simultaneously) 

Encounters II (1966) 
Six Likes (1967) 
Five Studies (1968) 
Patterns III (1969) 
Magniloquentia (1971) 
Midnight Realities (1972) 
Three Essays (1973) 
Incon-Sequenza (1973) 
Three for Barton (1973) 
Musik für Tuba Solo (1973) 
Fnugg (2002) 
Sweet Dances (2002) 
Tuba-Tabu I (2003) 
Six-Pack (2007) 
The Grumpy Troll (2013) 
Edges of Consciousness (2013) 

 

          
 

 

          

 
Flutter tongue Mirum (1965) 

Encounters (1966) 
Six Likes (1967) 
Five Studies (1968) 
Patterns III (1969) 
Midnight Realities (1972) 
Musik für Tuba Solo (1973) 
Three for Barton (1973) 
Canto VII (1972) 
Tuba-Tabu I (2003) 
Six-Pack (2007) 
Boom! (2009) 
Edges of Consciousness (2013) 

 
 

    
 
 

    

Glissandi 
 
 
 
 
 
 

Encounters II (1966) 
Six Likes (1967) 
Five Studies (1968) 
Magniloquentia (1971) 
Midnight Realities (1972) 
Incon-Sequenza (1973) 
Musik für Tuba Solo (1973) 
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Glissandi (cont.) Three for Barton (1973) 
Canto VII (1972) 
Tuba-Tabu I (2003) 
Six-Pack (2007) 
Boom! (2009) 
Edges of Consciousness (2013) 

Blowing air audibly 
through the 
instrument 

Mirum (1965) 
Six Likes (1967) 
Patterns III (1969) 
Midnight Realities (1972) 
Canto VII (1972) 
Musik für Tuba Solo (1973) 
Three for Barton (1973) 
Tuba-Tabu I (2003) 
Edges of Consciousness (2013) 

 

      

   

          
Purely singing into 
the instrument 

Midnight Realities (1972) 
Three Essays (1973) 
Incon-Sequenza (1973) 
Three for Barton (1973) 
Edges of Consciousness (2013) 

 

       

Breathing audibly 
through the 
instrument  

Mirum (1965) 
Patterns III (1969) 
Edges of Consciousness (2013) 

    
Clicking valves Six Likes (1967) 

Midnight Realities (1972) 
Canto VII (1972) 

       

Half-valve Encounters II (1966) 
Magniloquentia (1971) 
Edges of Consciousness (2013) 
 

           
Playing with a 
removed tuning 
slide 

Three Essays (1973) 
The Grumpy Troll (2013) 
Edges of Consciousness (2013) 
                      

Speaking into the 
instrument 

Three Essays (1973) 
Incon-Sequenza (1973) 
Tuba-Tabu I (2003) 
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Vocal percussive 
techniques 

Patterns III (1969) 
Incon-Sequenza (1973) 
Fnugg (2002) 

 

       

Tapping the body 
of the instrument 
with the hand or 
fingernails 

Six Likes (1967) 
Canto VII (1972) 
Incon-Sequenza (1973) 

 

             
Audibly stopping 
the flow of air with 
the tongue (tongue-
stops) 

Tuba-Tabu I (2003) 
The Grumpy Troll (2013) 

 

            

Striking the cup of 
the mouthpiece 
with the palm of the 
hand 

Patterns III (1969) 
Incon-Sequenza (1973) 

 
Foot stomps Canto VII (1972)  

 

Whistling into the 
instrument 

Patterns III (1969)  

 

Percussively 
striking a mute 
while the mute is 
inside the tuba 

Edges of Consciousness (2013)  

 
Pitch beyond the 
accessible range of 
the tuba 

Encounters II (1966)  
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