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ABSTRACT

Unlike established chamber ensembles, which have an elevated public
perception because of their rich history and works by well-known composers, tuba
quartets are challenged with educating their audiences about the tuba and overcoming
negative biases about their instruments and repertoire. Established in the mid-twentieth
century, the tuba quartet is an important medium for increasing the instrument’s public
exposure and introducing chamber music to university music students. This study
analyzes the data of 1,236 tuba quartets listed in the “Music for Multiple Tubas: Four
Parts” chapter by Charles McAdams and Kenyon Wilson in the Guide to the Tuba
Repertoire: The New Tuba Source Book (GTR) to identify important trends in the
development of tuba quartet repertoire. This document, which may be the first project of
its kind to review such a large body of repertoire for a musical medium, identifies the

most prevalent tuba quartet composers, arrangers, and publishers through 2005.

The pedagogical emphasis of tuba quartets is evident in the ensemble’s relative
isolation to university recital halls and brass instrumental association conferences.
Accordingly, this document addresses pedagogical considerations ranging from a brief
history of the tuba family, the importance of chamber music, the historical development
of the tuba ensemble, and an examination of twenty selected tuba quartets with musical
examples. Finally, the monograph contains eight appendices that discuss performance
opportunities and rehearsal suggestions; identify fifty-three ensembles founded after
1970; provide a discography of thirty-six ensembles; offer contact information for tuba

quartet publishers, and supply the complete catalog of 1,236 quartets gathered from the



GTR with updated and additional information. Searchable catalogs and databases will

be hosted online at http://sites.google.com/site/tubaquartet.

Xi



INTRODUCTION

PURPOSE

The tuba quartet is a subcategory of tuba chamber music that refers to any
combination of four members of the tuba family, though the ensembile is typically
comprised of two euphoniums and two tubas. The ensemble is frequently called a “tuba-
euphonium quartet,” a term that is unnecessarily redundant because the euphonium is a
tenor member of the tuba family. Academic studies currently focus on the history and
literature of large tuba ensembles which are usually affiliated with American university
studios (though there are notable exceptions) and frequently double parts on works for

four or more tubas.

In the mid-twentieth century, the tuba community, led by R. Winston Morris,
began the work of cataloging its repertoire; however, no studies exist that analyze the
tuba quartet literature in detail. Since 1950, more than 1,200 original works and
transcriptions have been written for the tuba quartet. The purpose of this study is to

document the history of the tuba quartet and analyze its repertoire.

BACKGROUND

Chamber music for tuba grew at an astonishing rate beginning in the mid-
twentieth century. This growth can be attributed to three eminent tuba advocates:
William J. Bell and his students Harvey Philips and R. Winston Morris. In 1954, Philips
co-founded the first brass quintet (the New York Brass Quintet), which led to renewed
interest in chamber music for brass instruments. Other prominent groups founded at this

time were the American Brass Quintet in 1960 and the Chicago Brass Quintet in 1964.

1



With the emergence of new brass chamber ensembles, tuba teachers began
gaining full-time faculty appointments at American universities. Rex Connor led the way
at the University of Kentucky in 1960, followed in 1961 by William Bell at Indiana
University. Professors who maintained a presence in both the academic and
performance worlds embraced the quintet and other small ensembles for their faculty

and students.

The tuba quartet was established in the 1950s with the publication of Eric Ball's
Quartet for Tubas and Kenneth Cook’s Introduction and Rondino." The first public
performances took place as early as 1956 at the Hoffnung Music Festival Concert in
London.? The quartet, consisting of Gerard Hoffnung (a British humorist and tubist),
Nigel Amherst, Jim Powell, and John L. Wilson, performed Daniel Abram’s arrangement
of Mazurka Op. 68, No. 2 in A minor by Frederick Chopin.® The festival performance, an
intentionally comical affair, elicited a cheer from the crowd during the “solemn

»d

investiture of mutes to the four tubas.”™ The inception of the tuba quartet is traced to this

parodic performance.

The large tuba ensemble was established in America in the 1960s under the
guidance of Constance Weldon (1960, University of Miami), William Bell (1964, Indiana
University), and R. Winston Morris (1967, Tennessee Technological University).” These

studios featured large ensembles that frequently doubled parts on trios, quartets, and

1. R. Winston Morris and Daniel Perantoni, eds., Guide to the Tuba Repertoire: The New Tuba
Source Book (Bloomington: Indiana University Press, 2006), 292, 303.

2. Richard Henry Perry, “The Tennessee Technological University Tuba Ensemble: A Short
History and Summary of Original Contributions to Tuba/Euphonium Ensemble Literature” (DMA diss.,
University of Wisconsin-Madison, 1996), 4.

3. R. Winston Morris and Daniel Perantoni, eds., GTR, 292, 500.

4. Lionel Salter, “Analytical Notes and First Reviews,” The Gramophone, January 1957, 45,
available online at http://www.gramophone.net/Issue/Page/January%201957/45/ (accessed May 4, 2011).

5. Perry, “The Tennessee Technological University Tuba Ensemble,” 5-6.
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larger works. Through a number of conferences, symposiums, recordings, and
composition competitions, the medium began to develop a rich and varied repertoire of

transcriptions and original works.
REVIEW OF LITERATURE

Tuba Ensemble Reference Publications
In 1966, Bell and Morris published The Encyclopedia of Literature for the Tuba,
listing twenty works for multiple tubas, only two of which were tuba quartets. Morris
published the Tuba Music Guide in 1973, which cited fewer than two hundred works for
multiple tubas, with eighty-five quartets.® At the time, it was regarded as “the most

comprehensive annotated bibliography of music ever compiled for any one instrument.”’

Edward Goldstein persuaded Morris to return to cataloging tuba repertoire after
taking a twenty-year hiatus. The pair edited the Tuba Source Book (TSB), an extensive
catalog covering tuba works submitted by July 1993. More expansive than previous
works, it includes a discography and discussion of tuba history, usage, and equipment.
Charles McAdams edited the section on music for multiple tubas, where he compiled

and annotated 1,058 pieces, over six hundred of which were for quartet.

The latest work cataloguing the literature is the Guide to the Tuba Repertoire:
The New Tuba Source Book (GTR), edited by R. Winston Morris and Daniel Perantoni,
and published in 2006. This work is the summation of prior publications in the field. The

editorial deadline for submitting works for the GTR was January 2005. Kenyon D.

6. R. Winston Morris, Tuba Music Guide (Evanston, IL: The Instrumentalist Co., 1973), 41-50.

7. R. Winston Morris, “An Interview with Winston Morris: Titan of the Tuba!” by Michael F.
Shaughnessy, EducationNews.org (November 20, 2007), http://www.ednews.org/articles/an-interview
-with-winston-morris-titan-of-the-tuba.html (accessed July 28, 2011).
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Wilson, professor of Tuba and Euphonium at the University of Tennessee in
Chattanooga, updated McAdams’s first-edition chapter on music for multiple tubas.
Wilson’s directory of 1,905 entries from duets to large ensembles includes 1,236 works

for tuba quartet.

Tuba Ensemble Dissertations
There are five dissertations relevant to the study of the tuba ensemble. They are:
Gregory Lonnman’s “The Tuba Ensembile: Its Organization and Literature,” University of
Miami, 1974; Gilbert Keathley’s “The Tuba Ensemble,” Eastman School of Music, 1982;

Richard Perry’s “The Tennessee Technological University Tuba Ensemble: A Short

History and Summary of Original Contributions to Tuba/Euphonium Ensemble

Literature,” University of Wisconsin-Madison, 1996; Matthew Simmons’ “A Compilation
of 12 Progressive Festival and Concert Music Selections for Tuba and Euphonium
Ensemble, together with Three Public Recitals with Works by Bach, Vivaldi, Koetsier,
Plog, Arutiunian, Swann, Jager, Hindemith, Vaughan Williams, and others,” University
of Memphis, 2005; and, Christopher Lair’s “A Historical Overview of the Development of
Collegiate and Professional Tuba-Euphonium Ensembles in the United States,” Florida
State University, 2010. While many of these works discuss the history and literature of

the large tuba ensemble, none focuses specifically on the history and evolution of tuba

quartet ensembles and quartet repertoire.

Gregory Lonnman’s dissertation documents the growing prevalence of the
ensemble in American universities and the development of its literature. His major
professor at the University of Miami, Connie Weldon, was the founder of the tuba studio

ensemble. Lonnman outlines the following objectives of the collegiate tuba ensemble:

4



“‘intensified melodic playing, improved intonation, musical awareness, discussion of the
tuba, teacher preparation, conducting experience, and individual responsibility to an

"8 He also provides a selected list of literature for multiple tubas. Since the

organization.
tuba ensemble was in its infancy at this time, Lonnman provides guidance to university

studio teachers seeking to establish a tuba ensemble program.

Gilbert Keathley’s work expands on Lonnman’s research from a decade earlier
but focuses on composing and arranging for the medium. Keathley examines forty-two
musical examples and discusses existing transcriptions and original works. He
addresses specific valve requirements of the variously keyed tubas and problems
related to acoustics, range, and orchestration. Finally, Keathley provides in his appendix
correspondence from five prominent early tuba ensemble composers and arrangers:
James Self, William Presser, Frank Lynn Payne, George Heussenstamm, and Rayburn

Wright.

Richard Perry, John Steven’s doctoral student at the University of Wisconsin-
Madison, published his dissertation chronicling the history of the Tennessee
Technological University Tuba Ensemble (TTTE) in 1996. While Perry’s work focuses
on the TTTE, it also provides a detailed history of the founding of the genre and cites
numerous firsthand accounts from Morris. Perry documents the sixty-one original
compositions written for the group. Lastly, he lists the performances, ensemble roster,

and discography of the seven albums the TTTE recorded between 1967 and 1995.

8. Gregory George Lonnman, “The Tuba Ensemble: Its Organization and Literature” (DMA diss.,
University of Miami, 1974), Abstract. (the page is unnumbered).
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Matthew Simmons’s dissertation is a collection of his tuba ensemble
arrangements for young students. These works fill a need for appropriate repertoire for
high school tuba ensembles. Simmons provides a general history of the tuba and
euphonium and a brief biographical sketch of the original composers: Josquin des Prez,
Martin Luther, Johann Sebastian Bach, John Stafford Smith, Joseph Haydn, Wolfgang

Mozart, Ludwig van Beethoven, Richard Wagner, Johannes Brahms, and Samuel Ward.

The most recent dissertation is Christopher Lair’'s “A Historical Overview of the
Development of Collegiate and Professional Tuba-Euphonium Ensembles in the United
States.” Lair's work summarizes the histories in Lonnman, Keathley, and Perry. He also
provides several copies of concert posters and programs. The major contributions of his
study are the appendices, which contain full transcripts of interviews with notable tuba-
euphonium pedagogues: R. Winston Morris, Scott Watson, Harvey Phillips, Jerry
Young, John Stevens, Joseph Skillen, Demondrae Thurman, and Skip Gray. The

interviews preserve a rich history from direct sources.
SCOPE

This study does not purport to include every tuba quartet written. With the
exception of Mike Forbe’s arrangement of St. James Infirmary, the works selected for

analysis are catalogued in the GTR covering a period from 1931 through 2004.°
DESCRIPTION OF THIS DMA MONOGRAPH

Chapter one presents a brief history of the euphonium and tuba with an

emphasis on the tuba family’s predecessors, the serpent and ophicleide. The second

9. The editorial deadline for submissions to the GTR was January 2005.

6



chapter discusses the importance of chamber music in the West, highlighting the string
quartet, the brass and wind quintets, and the saxophone quartet. Chapter three
summarizes the growth of the large tuba studio ensemble and the development of the
tuba quartet. The fourth chapter analyzes the general state of the tuba quartet repertoire
as cataloged in the GTR, answering questions relevant to teachers, composers, and
publishers. In addition to a macro-analysis of the repertoire, twenty tuba quartets are
analyzed in chapter five. These works have historical or pedagogical significance and
represent the following genres: original works, transcriptions, marches, jazz, and

popular music.

Eight appendices are provided at the end of the document, including: permission
for copyright letter, copyright permissions, catalog of tuba quartet ensembles founded
after 1970, discussion of pedagogical considerations and performance opportunities,
publisher contact information, discography, and a catalog of more than 1,200 quartets
gathered from the GTR. Finally, a searchable catalog of quartets and discography will
be uploaded to http://sites.google.com/site/tubaquartet and serve as a resource for the

tuba community.

DEFINITIONS

The euphonium is a tenor voiced, conical bore, valved instrument of the tuba
family. The instrument is pitched in B-flat and sounds at pitch when notated in bass clef
and sounds down a major ninth when notated in treble clef. Notation in tenor clef is also
common. For the purposes of this document, the term “tenor tuba” is synonymous with

“‘euphonium”; except for bibliographical references.



The tuba is the bass member of the brass family, which is divided into two
categories: bass and contrabass. All tubas, regardless of key, sound as written when
notated in bass clef. Traditional European brass bands notate tuba parts in treble clef.
Tubas transpose down a major sixteenth when notated in B-flat in treble clef, and down
a major thirteenth when written in E-flat. Contrabass tubas are pitched in C and B-flat,

while bass tubas are in either F or E-flat.

Tuba ensembles are distinguished by their instrumentation (trio, quartet, quintet,
etc.) and size (one player or multiple players per part). The tuba quartet is the most
common small ensemble with one player per part. Large tuba studio ensembles are
typically an American institution, involving multiple players per part as needed to
accommodate the size of the studio. Mass tuba ensembles are characterized by
multiple players per part, often three or more, and usually planned at tuba conferences

where groups may exceed eighty members.

SYSTEM OF OCTAVE DESIGNATION

This document uses scientific pitch notation to indicate individual pitches. All

indicated notes will be the sounding pitch.

e i e o .
Y /]
7 o P O s © —
-~y -y :}v
p— S S i
By Cq - By C, - B, Cs - Bs Cs - By Cs

Fig. 1. Octave designation.



CHAPTER ONE
A BRIEF HISTORY OF THE TUBA FAMILY

Before beginning an analysis of tuba quartet literature, a brief examination of the
development of the tuba family will demonstrate how the tuba family’s musical role has
evolved over time. As the orchestral wind families developed, composers desired a
balanced and homogenous sound from the winds that would match that of the string
section. Additionally, new wind instruments expanded the available pitch and timbral
palette of the orchestra. Developments in the woodwinds extended the orchestra and
wind band in both high and low registers with the invention of the piccolo and
contrabassoon. Beginning in the late Classical period through the late nineteenth
century, orchestras and bands added entire new families of woodwinds, such as the
clarinets and saxophones. Similar growth in the brass family was limited until the

development of valves by Heinrich Stélzel in 1814."°

Prior to the use of valves, vented and key-operated instruments (like the serpent
and ophicleide), extended the bass register of the orchestra and permitted brass
instruments to play chromatically, rather than being limited to the notes of the harmonic
series.!” One of the tuba’s predecessors, the serpent, is a lip-vibrated wind instrument,
usually made from walnut with six or more vented holes, and was widely used in 17th

century sacred music.'?

10. Clifford Bevan, The Tuba Family, 2nd ed. (Winchester, U.K.: Piccolo Press, 2002), 182.

11. Ralph T. Dudgeon, “Keyed Brass” in The Cambridge Companion to Brass Instruments, ed.
Trevor Herbert and John Wallace (Cambridge: Cambridge University Press, 1997), 131.

12. Bevan, The Tuba Family, 65.



Fig. 2. Military serpent.™

In Berlioz's Grand traité d'instrumentation et d'orchestration modernes, the staple

text of orchestration from the mid-Romantic period, the serpent was classified as a

woodwind with mouthpiece. Berlioz wrote the following regarding the serpent:

The fundamentally barbarous sound of this instrument would have been much
more at home in the bloodthirsty rituals of the Druids than in those of the Catholic
church, where it is always in evidence, a monstrous monument to the stupidity,
tastelessness and lack of feeling which have guided the functions of music at
divine service in our churches since time immemorial. An exception must be
made for the occasions when the serpent is used to double the awesome Dies
iree plainchant at Requiem mass. Its cold, horrible bawling is doubtless
appropriate there. It even seems to assume a kind of poetic misery as
accompaniment to those words embodying all the horror of death and the
vengeance of a jealous God. This implies too that it would be well suited to
secular music concerned with the expression of such ideas — but only for that.
Besides, it blends poorly with other orchestral and vocal timbres. As the bass line
to a wind section the bass tuba and even the ophicleide are much to be
preferred.'

13. Educational Technology Clearinghouse, “Serpent,” Florida Center for Instructional

Technology, University of South Florida, GIF, http://etc.usf.edu/clipart/35100/35141/serpent_35141_1Ig
.gif (accessed May 25, 2011).

14. Hugh Macdonald, Berlioz’s Orchestration Treatise: A Translation and Commentary

(Cambridge: Cambridge University Press, 2002), 242.
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Berlioz’s colorful comments offer an insight into the necessity of developing a true bass

brass instrument.

Notable compositions for the serpent include Handel's original orchestration of
the Music for the Royal Fireworks (1749),"® Beethoven's Military March in D major
(1816),"® Giuseppe Sarti and Vasily Pashkevich’s Russian opera Natshalnoie
oupraviinie Olega (1790)," the original orchestration of Berlioz's Symphonie fantastique
(1830)," and Richard Wagner’s Rienzi (1840) and Das Liebesmahl der Apostel

(1843)."

Fig. 3. Ophicleide.?

The ophicleide, another predecessor to the modern tuba, was invented in 1817%'

and patented on March 24, 1821,%2 by Jean Hilaire Asté of the Halary music firm. The

15. Clifford Bevan, “The Low Brass,” in The Cambridge Companion to Brass Instruments, ed.
Trevor Herbert and John Wallace (Cambridge: Cambridge University Press, 1997), 143.

16. lbid., 144.

17. Bevan, The Tuba Family, 98-99.

18. Ibid., 110.

19. Ibid., 111.

20. Educational Technology Clearinghouse. “Ophicleide.” Florida Center for Instructional
Technology, University of South Florida, GIF, http://etc.usf.edu/clipart/4600/4688/ophicleide_1_Ig.gif
(accessed May 25, 2011).
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ophicleide is a member of the keyed bugle family and its name is derived by combining
the Greek words “ophis” (serpent) and “kleis” (a cover or stopper).?® Typically keyed in
B-flat or C, the ophicleide occasionally appears in pairs of both tunings in the same
work. Berlioz believed the practice of pairing ophicleides of two keys reinforced some of
the weaker tones that are inherent in various registers of the ophicleide.?* In other

words, the strengths of one tuning would compensate for the failings of the other.

The number of keys on the ophicleide varied by instrument maker; typically from
nine to twelve.?® Later additions to the ophicleide made it a much more versatile and
agile instrument. These additions include a rotary change valve on the crook (to

transpose the pitch from C to B-flat), thumb rollers, and vent holes by the bell.?®

Ralph Dudgeon explained that "Paris was the first major centre of activity for
ophicleide players because of the well-funded opera activity.”?” The first opera to use
the ophicleide was Spontini's Olimpie, which premiered on December 22, 1819, almost
two years before the instrument was patented.?® Notable works with ophicleide include
Rossini's Moise (1827), Mendelssohn's A Midsummer Night's Dream (1826/1842) and

Eljjah (1845-46), and numerous works by Berlioz.?°

21. Clifford Bevan, "A Brief History of the Tuba," in The Tuba Source Book, ed. R. Winston Morris
and Edward Goldstein (Bloomington: Indiana University Press, 1996), 2.

22. Dudgeon, “Keyed Brass,” 140.

23. Ibid.

24. Macdonald, Berlioz’s Orchestration Treatise, 235.

25. Bevan, The Tuba Family, 141-146.

26. Ibid., 146.

27. Dudgeon, “Keyed Brass,” 141.

28. Bevan, The Tuba Family, 161.
29. Bevan, “The Low Brass,” 145-146; see also, Macdonald, Berlioz’s Orchestration Treatise,

235.
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Some accounts claim that ophicleides were used in modern orchestras as late as
the 1870s;*® however, they were largely replaced by modern brass instruments by the
1860s.%"' Berlioz's commented in the Journal des débats [April 1, 1845]:

[The tuba], which is no more than a giant trumpet with cylinders, has always
struck me as superior to the ophicleide, for the following reason. Like the keyed
bugle (the brass instrument with the worst intonation) the ophicleide has
enormous holes in its bore which are closed by keys made of material quite
different from that of the instrument itself. Thick leather is used to cover the
aperture beneath the key and this naturally has the effect of a mute. In addition
the instrument's bore is constantly subject to changes depending on the number
of keys left open, and this makes the sound very uneven. The quite large area
beneath each opening deprives the interior surface of smoothness and regularity,
causing further intonation problems. That is why there are so few musicians who
play this instrument in tune; there are scarcely three in Paris, the best of whom is
M. Caussinus, professor at the Gymnase Musical.*?

Berlioz adds in his orchestration treatise:

The tone of the low notes is rough, but they can work wonders beneath a body of
brass instruments in certain circumstances. The very top notes have a wild
character for which no proper use seems yet to have been found. The middle
range too strongly recalls the sound of cathedral serpents or herdsmen's horns,
especially in the hands of a mediocre player. The ophicleide should only
occasionally be allowed to sound on its own. There is nothing more clumsy,
nothing, | should say, more monstrous or more at odds with the rest of the
orchestra than those quite rapid passages written as solos for the ophicleide's
middle range in certain modern operas. They are like an escaped bull running
loose in the salon.*

With such strong sentiments, it is no wonder that some composers and
instrument makers were working to invent a true and fully chromatic bass brass
instrument. This evolution, as mentioned earlier, was dependent upon the application of

valves to extant brass instruments. Once inventors added valves to trumpets and horns,

30. Bevan, The Tuba Family, 173.

31. The New Grove Dictionary of Music and Musicians, 2nd ed., “ophicleide.”
32. Macdonald, Berlioz’s Orchestration Treatise, 236.

33. Ibid., 234,
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makers developed larger bored valves and applied them to the tenor and bass brasses

(8 to 18 feet of fundamental length).

In 1833, Prussian military bandmaster Wilhelm Friedrich Wieprecht and Berlin
instrument maker Johann Gottfried Moritz patented the Berliner—Pumpe.34 This piston
valve was an improvement over other valve designs (such as Stolzel’s) because the
diameter was large enough to allow curved, free-blowing windways. The early valves,
designed by Stolzel, Reidl, Wieprecht, and Périnet, were patented in Europe between
1813 and 1839.>° Remarkably, the duo of Wieprecht and Moritz also patented the first
bass-tuba on September 12, 1835.%° In the patent document, Wieprecht observed that
the wind family was lacking a true contrabass instrument comparable to the string
family. The deficiencies of the existing instruments (English bass horn, serpent, bass
trombone, and ophicleide) were the impetus for his invention.®” The first tuba was
pitched in F with five Berliner-Pumpe valves, with two valves operated by the left hand

and three by the right.®

This instrument differs from its modern counterparts in two significant respects:
the bell of the instrument measures only 19.3 cm (7.6 in), and the main valves (1 and 2)
are operated by the left hand.*® The modern tuba has a much larger bell, and the main
valves are played with the right hand (anywhere between three to five valves for the

right hand). Bevan suggested that Moritz and Wieprecht based their valve layout on the

34. Bevan, The Tuba Family, 187.
35. Ibid., 182-183, and 187-188.

36. Bevan, "A Brief History of the Tuba," 3.
37. Bevan, The Tuba Family, 513-514.

38. Bevan, “The Low Brass,” 4-5.
39. Gerhard Zechmeister, “The development of the Vienna concert tuba,” Brass Bulletin 75, no. 3
(1991): 45.
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fingering of the English bass-horn.*® The English bass-horn is a metal, vented-hole

serpent, shaped like a "V," a bassoon, or an ophicleide.*'

The tuba performs numerous roles in the symphonic orchestra and symphonic
bands. Supporting the trombone section and doubling other sections of the orchestra is
the tuba’s primary responsibility. For detailed excerpts of tuba repertoire, refer to: The

t42 “

One Hundred Essential Works for the Symphonic Tubis Essential Excerpts for Tuba

»43

from Original Works Written for Wind Ensemble,”” and the Complete Low Brass

Excerpt Collection.**

The tuba filled similar roles in the popular music ensembles in the twentieth
century. From the 1920s onward, jazz ensembles and recording groups utilized the tuba
for outdoor performances, especially before the amplification of the string bass.*® The
sousaphone, the marching band variant of the concert tuba, is a staple of the New
Orleans brass groups like the Rebirth Brass Band and the Dirty Dozen Brass Band. A
small number of rock groups (such as Blood, Sweat & Tears) also employed the tuba to
create unique bass effects. Lastly, the tuba plays prominent roles in Hollywood film

scores.

40. Bevan, "A Brief History of the Tuba," 4.

41. Bevan, The Tuba Family, 86.

42. Wesley Jacobs, The One Hundred Essential Works for the Symphonic Tubist (Maple City, MI:
Encore Music Publishers, 2010).

43. Brent Meadows Harvey, “Essential Excerpts for Tuba from Original Works Written for Wind
Ensemble” (DMA diss., The University of North Carolina at Greensboro, 2007).

44. Gordon Cherry, comp., Complete Low Brass Excerpt Collection, CD-ROM (N.p.: by the
author, n.d), http://www.cherryclassics.com/cherry/low-brass-orchestral-collection-c-38.html (accessed
August 17, 2011).

45. Bevan, The Tuba Family, 441.
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The bass and contrabass tubas may be in any combination of BBb, CC, Eb, or
F;*® the choice of which is often left to the performer’s discretion. With the exception of
British brass band music, tubists do not transpose bass clef parts.*” Bass tubas lend
themselves to greater technical facility, improved clarity of articulation, and superior

response for passages written above the bass clef than contrabass tubas.

The tenor tuba, created by Carl Wilhelm Moritz*® of Berlin in 1838, was the next
logical result of instrument development. His tenor tuba is pitched in B-flat and has four
valves, two for each hand. Soon other makers began developing their own models of
valve-operated, tenor-voiced brass instruments. The modern day euphonium and

baritone horn are the models developed after Moritz.*°

The modern euphonium has three valve configurations,*® two bore sizes, three
mouthpiece receiver sizes, and a conical taper. Most professional players perform on a
large bore instrument, with a large mouthpiece receiver, and upright compensating
valve system. The compensating system corrects tuning deficiencies inherent in 1-3 and
1-2-3 valve combinations. Because of the euphonium’s conical taper, euphoniumists are

capable of producing a rich, warm sound.

46. This system of description is the traditional designation of the fundamental length of the tuba
family, where BBb is equivalent to B-flat0, CC is equivalent to C1, Eb is equivalent to E-flat1, and F is
equivalent to F1.

47. British Brass Band treble clef tuba parts are traditionally transposed to E-flat for bass tubas or
B-flat for contrabass tubas.

48. Carl W. Moritz was the son of Johann Gottfried Moritz, co-inventor of the Berliner-Pumpe and
tuba with Wieprecht.

49. Bevan, The Tuba Family, 221.

50. The most common student combination is with 3 to 4 upright valves with the bell facing the
player’s right. Professional euphoniums have 3 upright valves and a 4th valve along the side of the
instrument (operated by the left hand) with the bell facing the player’s right. The least common
configuration is with 3 to 4 horizontally-operated valves placed on the front of the instrument with the bell
facing the player’s left.
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Despite players’ improved technical facility and pleasing timbre, the euphonium
was not readily accepted into the symphony orchestra. This may have been due to the
euphonium’s range, which was covered by the tuba, trombone, horn, cello, and
bassoon. Romantic era composers also associated the euphonium with outdoor military
bands, which prompted Holst to include prominent euphonium parts in “Mars, the
Bringer of War” in The Planets. Many of the orchestral excerpts for euphonium and
baritone horn are catalogued in Orchestral Excerpts for Euphonium and Bass

Trumpel‘.51

The wind ensemble embraced the euphonium for its virtuosity and tone. The
euphonium was a popularly featured solo instrument in the golden era of wind bands
from the 1870s through the 1940s. Popular solos from this period include: The Carnival
of Venice by Jean-Baptiste Arban, Concerto per flicorno basso by Amilcare Ponchielli,

Beautiful Colorado by Joseph DelLuca, and Fantasie originale by Ermano Picchi.

The euphonium currently has a limited role in contemporary popular ensembles.
Rich Matteson, Marcus Dickman, John Allred, Ashley Alexander and Robert Bachner
are euphoniumists whose work in jazz and popular music has begun to expand the
public’s perception of the instrument. Jeffrey Cottrell assesses the future roles of the
euphonium in “A Historical Survey of the Euphonium and Its Future in Non-traditional
Ensembles Together with Three Recitals of Selected Works by Jan Bach, Neal Corwell,

Vladimir Cosma, and Others.”?

51. Ken Shifrin, comp., Orchestral Excerpts for Euphonium and Bass Trumpet, Ken Hanlon ed.
(Birmingham, UK: Virgo Music Publishers, 1995).

52. Jeffrey S. Cottrell, “A Historical Survey of the Euphonium and Its Future in Non-Traditional
Ensembles together with Three Recitals of Selected Works by Jan Bach, Neal Corwell, Vladimir Cosma,
and others” ( DMA diss., University of North Texas), 2004.
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In the tuba quartet, the bass tubas are well suited for very technical passages
and are ideal for many first tuba parts. The larger contrabass tubas are the preferred
instrument for the lower second tuba part. As is typical with most chamber music, the
first euphonium and first tuba parts are voiced higher than their counterparts.

In conclusion, composers and conductors sought a fully chromatic brass
instrument to compliment the string and wind families in the Romantic orchestra and
wind band. The serpent and ophicleide had limited success filling this need because of
their inconsistent tone, which did not match the timbre of existing high brass
instruments. With the invention of various valve systems, instrument makers developed

the tuba family to extend the brass family into the bass and contrabass register.
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CHAPTER TWO

THE IMPORTANCE OF CHAMBER ENSEMBLES IN WESTERN MUSIC

Chamber music has a long and rich history in Western music. As the name
suggests, the literature was initially performed in private homes, sometimes for small
audiences.®® Homer Ulrich provides the following definition: “chamber music refers to
any music designed for home performance, as opposed to performance in the church,
concert hall, or opera house.”* This definition includes both vocal and instrumental
music; however, this document will limit its discussion to instrumental repertoire —

specifically string quartets, brass and wind quintets, and saxophone quartets.

The quartet is simply defined as music for four performers. Although there are
several possible combinations of voices, the traditional vocal setting of soprano, alto,
tenor, and bass has served as the model for most instrumental quartets. Essentially,
four instruments are capable of supporting a melodic line with a bass line and
supporting harmonies. Imitative polyphony is also effective in the quartet medium. The
quartet is an intimate genre that has been described as “the music of friends”® and

“four rational people conversing.”*®

The string family reached maturity before the wind and brass families. Attributing
the invention of the string quartet to one composer is misguided when there is evidence
that the quartet developed independently throughout Europe. David Wyn Jones lists

several composers from Italy and England whose works for four strings predate Haydn:

53. Christina Bashford, “The String Quartet and Society,” in The Cambridge Companion to the
String Quartet, ed. Robin Stowell (Cambridge: Cambridge University Press, 2005), 3.

54. Homer Ulrich, Chamber Music, 2nd ed. (New York: Columbia University Press, 1966), 6.

55. Bashford, “The String Quartet and Society,” 4. Attributed to Richard Walthew.

56. Ibid. Attributed to Johannes Goethe from a letter to C. F. Zelter on November 9, 1829.
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Gregorio Allegri (1582-1652), Adriano Banchieri (1568-1634), Andrea Gabrieli (1533-
85), Florentio Maschera (c. 1540-c. 1584 ), Alessandro Scarlatti (1660-1725), John

Jenkins (1592-1678), Henry Purcell (1659-95), and Christopher Simpson (c. 1605-69).>’

One of the popular Baroque ensembles consisted of three melodic instruments
and continuo. The continuo accompanied the melodic instruments and normally
consisted of a harmonic instrument (keyboard, lute, or theorbo) and a sustaining bass
instrument. As performance practice changed, it became acceptable for the continuo to

t.58

be played with or without the supporting harmonic instrument.” Scarlatti wrote six works

for two violins, viola, and cello without continuo, explicitly stating this practice.>®

Another common practice was the creation of de facto quartets by performing
four part symphonies with one player per part.®’ This tradition grew out of the Italian
concertos of Arcangelo Corelli (1653-1713), Giuseppe Torelli (1658-1709), Antonio
Vivaldi (1678-1741), and Giovanni Battista Sammartini (c. 1700-75).°" The classical
quartet likely emerged from these two practices: reducing the number of players of

orchestral works and omitting chordal continuo instruments in sonatas.

Haydn, with his sixty-eight numbered quartets, was arguably the first major
composer to produce a significant body of literature for the ensemble. Most of Haydn’s

works followed a classical four-movement form that consisted of a fast movement, slow

57. David Wyn Jones, “The Origins of the Quartet,” in The Cambridge Companion to the String
Quartet, ed. Robin Stowell (Cambridge: Cambridge University Press, 2005), 178.

58. Ibid.

59. Edward J. Dent, “The Earliest String Quartets,” Monthly Musical Record 33 (1903): 202-204;
“Sonata a Quattro per Due Violini, Violetta [viola] e Violoncello senza Cembalo.”

60. Jones, “The Origins of the Quartet,” 179.

61. Ibid., 179.
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movement, dance movement, and fast finale, similar to the Classical symphony. Mozart

would follow this tradition, composing twenty-three quartets, dedicating six to Haydn.

Beethoven, who strongly felt the influence of Haydn and Mozart, wrote sixteen
numbered quartets of his own that expanded the expressive and technical demands on
the performers. His work straddled the Classical and Romantic periods, and his quartets
reflected this transition. Beethoven moved from the established four-movement form to
more substantial works, some of which had seven movements and exceeded forty

minutes in duration.

Beginning in the nineteenth century, with the rise of commercial concert
performances, chamber ensemble literature began to transition from works performed in
parlors by accomplished amateurs to large scale works played in professional venues.®?
The work of Haydn, Mozart, and Beethoven had a lasting effect on the genre, but was
technically too demanding for many amateur musicians. Professional string quartets
began to tour Europe with these works, which led to increased interest for domestic
quartet music, or Hausmusik, among the middle class.®® Notable ensembles from this
time include the Muller Quartet (1830), the Helmesberger Quartet (1849), and the

Joachim Quartet (1869).%*

Wind and brass chamber musicians did not receive the same attention from the
great symphonic composers as did their string counterparts. There are few examples of
brass or wind chamber ensemble repertoire from before the mid-nineteenth century;

however, pieces for a solo wind or brass instrument with strings or piano are more

62. Bashford, “The String Quartet and Society,” 7.
63. Ibid., 5-6.
64. Ulrich, Chamber Music, 3n.
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common.®® The slow acceptance of brass and wind chamber music was due in part to
the relatively late technical maturation of the instruments. Traditionally, brass
instruments connote open-air performances, such as the hunting horn and military
bugle. This contrasts with refined string ensembles, which were in-door instruments
suitable for intimate performances. As chamber ensemble venues grew from parlors to
concert halls, brass chamber music became more accepted, as brass are more
appropriate in large rooms or outdoors. Since the modern wind and brass families were
not established until midway through the nineteenth century, there are few significant

works of wind and brass chamber literature by well-known composers.

The predominant wind chamber group, the wind quintet, was established by
Franz Danzi (1763-1826)% and Anton Reicha (1770-1836).°” The work of these lesser-
known contemporaries of Mozart and Beethoven was largely neglected until the
twentieth century. The typical configuration of the contemporary wind quintet is a horn

and four winds: flute, oboe, clarinet, and bassoon.

Brass chamber music, like its counterpart the wind quintet, lagged behind string

chamber groups. The Distin Quintet, active in 1835, was the earliest known touring

65. Clarinet Quintet (Clarinet and String Quartet): J. Brahm’s Op. 115; W.A. Mozart’s K 581; and,
C.M.v. Weber’s Op. 34. Flute Quintet (Flute and String Quartet): F. Krommer’s Op. 66. Piano and Four
Winds (Oboe, Clarinet, Horn, Bassoon): W.A. Mozart’s K 452; L.v. Beethoven’s Op. 16; A. Rubinstein’s
Op. 55.

66. Charles-David Lehrer, “Franz Danzi’s 9 Wind Quintets: Introductory Commentary” (Boulder,
CO: International Double Reed Society, 2003), http://www.idrs.org/scores/lehrer2/Danzi/Introduction
_Danzi.html (accessed September 3, 2011).

67. Charles-David Lehrer, “Antoine Reicha’s 24 Wind Quintets: Introductory Commentary”
(Boulder, CO: International Double Reed Society, 2002), http://www.idrs.org/scores/lehrer2/reicha/
Introduction_Reicha.html (accessed September 3, 2011).
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brass chamber group.®® The group endorsed Adolph Sax’s saxhorn family of
instruments in 1844 before setting up their own manufacturing business in London in
1850.%° Jean Francois Bellon (1795-1869) and Victor Ewald (1860-1935) are two of the
earliest composers of original music for five brass. Bellon’s works from around 1850
were originally for E-flat flugelhorn, B-flat cornet, horn, trombone, and ophicleide, rather
than the modern composition of two trumpets, horn, trombone, and tuba.”® Beginning
around 1890, Ewald began composing multi-movement works for two B-flat cornets, E-

flat alto horn, B-flat tenor horn, and tuba.”

Adolphe Sax, a Belgian instrument maker working in Paris, patented a family of
valved bugles and a new family of woodwinds between 1845 and 1846.”2 The saxhorn
and saxophone families as they became known, were quickly adopted by military wind
bands. His saxhorns were early predecessors of the euphonium.”® Both families were
predominantly made in alternating E-flat and B-flat keys, although a few were created in

F and C.

In 1857 Jean-Baptiste Singelée composed his “Premier Quatuor, Op. 53,” which

is likely the first original work for saxophone quartet.”* At present, at least twenty

68. John Wallace, “Brass Solo and Chamber Ensemble Music from 1800,” in The Cambridge
Companion to Brass Instruments, ed. Trevor Herbert and John Wallace (Cambridge: Cambridge
University Press, 1997), 241.

69. Wallace, “Brass Solo and Chamber Ensemble Music from 1800,” 241.

70. Raymond Lapie, Quintette des cuivres No. 1, (N.p.: Editions BIM, n.d.); available at
http://www.editions-bim.com/jean-bellon-quintette-no-1-for-brass-quintet.html.

71. Victor Ewald, Brass Quintet No. 2, Op. 6, ed. Edward Tarr (Coburg, Germany: McNaughtan
Publishing, n.d.).

72. Thomas Liley, “Invention and Development,” in The Cambridge Companion to the
Saxophone, ed. Richard Ingham, (Cambridge: Cambridge University Press, 1998), 6.

73. Bevan, The Tuba Family, 248.

74. Timothy J. Ruedeman, “Lyric-Form Archetype and the Early Works for Saxophone Quartet,
1844-1928: An Analytical and Historical Context for Saxophone Quartet Performance” (PhD Diss., New
York University, 2009), 16.
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recordings of this work have been produced by professional saxophone quartets.” The
modern saxophone quartet’s early repertoire, which was written between 1930 and

1954, was inspired by Marcel Mule’s ensemble Le Quatuor de la Garde Republicaine.”®

The modern saxophone quartet is comprised of a B-flat soprano, E-flat alto, B-flat
tenor, and E-flat baritone saxophone. Because of the similarities in construction and
tone production, the saxophone quartet has a fairly consistent sonority throughout the
group’s range. The saxophone quartet also has a range advantage over its tuba quartet
counterpart because the saxophone quartet’s range is more closely akin to the vocal
quartet. The range of the saxophone quartet range in Fig. 4 spans from an E-flat
baritone saxophone to a B-flat soprano saxophone. Due to the nature of tone production
on brass instruments, the range of the tuba quartet varies with the proficiency of the
players. The practical range of either the tuba or euphonium is roughly three octaves;
however the range can be increased with certain limitations (accuracy, pitch, dynamics,

endurance) to more than four octaves.
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Fig. 4. Range comparison of saxophone and tuba quartets at pitch.

75. Ibid., 46.
76. Ibid., 20.
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Saxophone and tuba quartets have met with success at recent national chamber
music competitions in the United States. Saxophone quartets were awarded first prize a
total of ten times between 1988 and 2010 at the Music Teachers National Association
Chamber Music Performance Competition according to the association’s history, which
maintains the most complete public records of the major chamber music associations.””
The most prestigious competition for tuba quartets is held biannually at the International

Tuba-Euphonium Conference.

Chamber ensembles are a popular medium of expression that holds a significant
position in Western music. Leading composers from the Classical period through the
present have composed original works for vocal or instrumental quartets. The genre is
successful because of its ability to convey a variety of musical expression (e.g.

harmony, melody, and imitation) through a limited number of instruments.

77. Music Teachers National Association Chamber Music Performance Competition History, PDF,
http://members.mtna.org/competition_History.pdf (accessed August 3, 2011). Refer to Appendix D for
information regarding chamber music competitions.
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CHAPTER THREE
A BRIEF HISTORY OF TUBA ENSEMBLES

There have been numerous studies and first-hand accounts concerning the
founding of American university tuba studio ensembles; however, few scholars have
focused specifically on the tuba quartet. Tuba ensembles are distinguished by their
instrumentation (trio, quartet, quintet, etc.) and size (one player or multiple players per
part). The tuba quartet is the most common small ensemble with one player per part.
Large tuba studio ensembles are typically an American institution, involving multiple
players per part as needed to accommodate the size of the studio. Mass tuba
ensembles are characterized by multiple players per part, often three or more, and
usually planned at tuba conferences where groups may exceed eighty members. Blaine
Cunningham, a D.M.A. candidate at the University of lowa, is currently preparing an
extensive dissertation about the history of the tuba quartet; therefore, this document will
limit discussion to prominent ensembles and briefly trace the ensemble’s history through

2000.

Although the tuba quartet likely began in Britain in the early twentieth century, it
was in America that the quartet was elevated above a novelty ensemble to a serious
artistic medium. Early ensembles did not commission original works, instead relying on
arrangements of existing literature. There is evidence that the tuba quartet existed as
early as 1912 as a small group of the Foden Motor Works Band.”® This British brass

band had the typical bass section made up of two B-flat contrabass tubas paired with

78. Bevan, The Tuba Family, 435.

26



two E-flat bass tubas.”® These early ensembles competed in popular quartet

competitions, though there are no musical scores from this period.

The tuba family has not enjoyed a long history of solo music on the concert
stage, and it has not been a regular member of popular music ensembles, so the public
naturally regards these instruments with some skepticism and humor. British comedian,
cartoonist, and tubist, Gerard Hoffnung, recognized this perception and took advantage
of the humorous effects of a tuba quartet in his first Hoffnung Music Festival held on
November 13, 1956. The concert resulted in the first known tuba quartet recording.
Hoffnung’s concerts were held in Royal Festival Hall in London and filmed by the
B.B.C.%° The concerts had increasingly exaggerated titles, the Hoffnung Music Festival
(1956), the Hoffnung Interplanetary Music Festival (1958), and the Hoffnung
Astronautical Music Festival (1961). The quartet, consisting of Gerard Hoffnung, Nigel
Ambherst, Jim Powell, and John L. Wilson, performed Daniel Abram’s arrangement of
Chopin’s Mazurka Op. 68, No. 2 in A minor.®" Abram transposed the work to B-flat
minor and scored the voices in the low register and spaced close together, producing a
dense and ponderous ensemble tone for comic effect. The audience can be heard
laughing throughout the performance, particularly when the ensemble employs mutes

with a nasal effect.®?

There is conflicting information surrounding the creation of the Hoffnung Festival.

In the liner notes to Daniel Abram’s solo piano recording Fantasie Variations on Tales of

79. R. Winston Morris, “The Evolution of the Tuba/Euphonium Ensemble” in Brass Anthology,
10th ed. (Northfield, IL: The Instrumentalist Publishing, Co., 1999), 832.

80. Salter, “Analytical Notes and First Reviews,” http://www.gramophone.net/Issue/Page/
December%201956/74/ (accessed May 4, 2011).

81. Morris, “The Evolution of the Tuba/Euphonium Ensemble,” 833.

82. Gerard Hoffnung, Hoffnung Music Festivals 1956, 1958 & 1961, EMI CD 7633022.
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Love (released in 2000 by Tristan Music), the publishers write “Daniel was also
responsible for the start of The Hoffnung Festival (a work of his is on the first
recording).” Rob Barnett, editor and regular reviewer at MusicWeb International, adds:

Approximately one year before the first Hoffnung Music Festival, Daniel Abrams
met Gerard Hoffnung via an introduction by Howard Ferguson. Abrams needed
an ocarina player for his "Intimate Trio" (4 players) and a tuba player for his tuba
quartet version of three popular Chopin piano works that were scheduled to be
performed at a concert on "All Fools' Day." Gerard Hoffnung fit the bill in both
cases. This concert, presented by The London Friends of Music, took place on
All Fools' Day, 1955, in the Royal Festival Hall and was a huge success. Paul
Badura-Skoda was the fourth player in Abrams' "Intimate Trio," in the scherzo for
silent keyboard. (This work was written in 1953 and initially performed at The
Aspen Music Festival.) There were other musical aberrations including the Ist
movement of Mendelssohn's Violin Concerto with a soprano soloist, and
Benjamin Britten as one of the toy trumpeters in Haydn's "Toy Symphony." The
publisher of Hoffnung's cartoons, Punch Magazine, was in the audience at this
concert and that led subsequently to the development of what came to be known
as "The Hoffnung Music Festival."®®

Annetta Hoffnung, Gerard Hoffnung’s widow, supports Abrams’ claim that he was
involved with the first Festival, but disputes that he was in any way an instigator of the
event. Annetta goes on to claim that while the Hoffnung Festival concerts have been
produced around the world, there has never been a repeat performance of Abrams’
tuba quartet arrangement.®* Furthermore, she recalls meeting Abrams only once.
Barnett responds to Annetta by claiming that “Daniel Abrams, and his wife, Sonia, were
at the Hoffnung house on more than one occasion, whether Annetta knew it or not,

during preparations for the original "All Fools' Day" concert.”

83. David Wright, “Review of Fantasie Variations on Tales of Love by Daniel Abrams,” In
MusicWeb, ed. Rob Barnett, http://www.musicweb-international.com/classrev/2000/nov00/abrahms.htm
(accessed September 3, 2011).

84. Ibid.
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Gilbert Keathley includes a Chopin Mazurka arrangement from this time period
(1950s) in his dissertation, but does not credit an arranger or publisher of the work.
Eugene Anderson, one of the most prolific arrangers for tuba quartet, founded the music
publishing company Anderson’s Arizona Originals. Anderson writes that:

[He] is among the very first composers in the country to compose tuba quartet
literature, starting in 1963 when he was first chair tuba in The University of
Wisconsin concert band under Professor Raymond Dvorak. Professor Dvorak
once asked him to arrange, by ear, the famous London England’s, Hoffnung
Festival tuba quartet, a Chopin Mazurka. He did so, and it was performed by four
BBb tubas at every winter band tour concert that year. It was so successful that
he was asked to do a new one each year for the next 3 years.®

The uncredited Mazurka arrangement in Keathley’s document does not match
Anderson’s arrangement (see Fig. 5), and may in fact be a facsimile of Abrams’

unpublished original arrangement.

Two early collections of quartet arrangements, published in 1931 and 1933, can
be played by four tubas even though the pieces are simple, generic arrangements for
any four bass clef instruments.® The first compositions of works written expressly for
the tuba quartet are by British composers Eric Ball and Kenneth Cook. Eric Ball's
Quartet for Tubas (1950) and Friendly Giants (1961)” are both two movement
compositions scored for four tubas, where the E-flat bass tubas are the first and third
voices while the B-flat contrabasses are the second and fourth.?® Kenneth Cook’s

Introduction and Rondino (1951) is scored for two tenor tubas and two contrabass

85. Eugene Anderson, “About AAO,” http://www.andersons-originals.com/index_files/Page388
.htm (accessed September 15, 2011).

86. Morris and Perantoni, eds., GTR, 302.

87. Constance Weldon, “The Tuba Ensemble,” in Brass Anthology, 10th ed. (Northfield, IL: The
Instrumentalist Publishing, Co., 1999), 421.

88. Morris and Perantoni, eds., GTR, 292.
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tubas.®® There were no other original works for tuba quartet until Victor Hardt's Lullaby

and Dance (1968).%°

l & o . ¥r
s f 3 < P f = - T ﬁ T 1 T g o L.
TI %L—?;—rl—.l— = e T = T T T T | — e DP
e i —fo—Ffo—
B L4 —_— ® [ I
) L1 2] t\l b - T
v FFE S v )t ves t v KT T vesereiee, |
b |2 ™ 4
mf
T3 _qel})lm 3 [ *W ] [ TR | N F i % | N Fi [ 7] | ¥ ] [ 7] h: I 1 [ T ¥ ]
[V X [ TP Fi | WM Py N Py i | NI P9 i | N | - - - ™ | P9
Y K Fi | IR | | | | | I - - - - |
» v & L & & L J L
mf’
‘,1\ 3
T4 o £ wa £ wa . e —T—=% r— —%
L "[)b"k yi —— — | _“I — 1 — ]_ I
v > v 3 “;}-‘l E ;‘- '.#
m
: i 3 ) 3
T1 T —— — ] — — ¥ ~mem
_ﬁﬁ_ﬁ ’- L * l\l 1 1 1 1 17 1 1 1 1 I‘ 1 1 1 1 1
| L el ¥ | =] [ |4 Tl =] .4 =] | =] 1
1
m
Solo f r &r :
Rl o o e e e e e o e e e e e S =
Py T T e m— I ;i oo nﬁﬁﬁ:ﬁi——‘—d%—@—:
p| L [ J [ ;JJ'H ¥ — — a4 1 \
f :
b, 1
T3 —“)—\b—l‘—sj i — B S———— % ¥ = —_—p— —_—— — ,_"
Z _h [V | | Y Fi | W | | I Y
L Y - Il | N | 1 1T~ T T 1 I I T 1 I | | T | T 1
v L4 - 4 & - d:dd - dgdd "'"";‘""‘I
1
mf :
I -] 1
T4 B . — v — ——+% s S A S s S B B S s s
~— P e ¢ dded ¢ dedd S dede
i 47 3 3. 4 4 4

mf
Fig. 5. F. Chopin, arr. E. Anderson, Mazurka Op. 68, No. 2, mm. 1-11.
Quarter note = 108. © Cimarron Music Press. Used by permission.

During the 1960s, tuba players began accepting full-time teaching positions at
American universities. Rex Connor led the way at the University of Kentucky in 1960,
followed in 1961 by William Bell at Indiana University. The tuba ensemble also took root
at this time under the guidance of Constance Weldon (1960, University of Miami),

William Bell (1964, Indiana University), and R. Winston Morris (1967, Tennessee

89. Lonnman, “The Tuba Ensemble,” 25.
90. Morris and Perantoni, eds., GTR, 292.
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Technological University).*' These tuba studios featured large ensembles that
frequently doubled parts on trios, quartets, and larger works. Through a number of
conferences, symposiums, and composition competitions, the tuba ensemble began to

develop a rich and varied repertoire of transcriptions and original works.

The University of Miami ensemble met for seven years until it was given formal
recognition with a course number and two hours of credit in 1967. In September of the
same year, the University of Miami School of Music and the Tuba Society of Miami
sponsored the International Tuba Ensemble Composition Contest. The competition was
adjudicated by William Bell, Arnold Jacobs, and Constance Weldon. As a result of this
contest, fifty-six new works were added to the tuba ensemble repertoire, many of which
were scored for four parts. Notable winners included the: Tuba Quartet by Frank Lynn
Payne (First Prize; $200), the Serenade for Four Tubas by William Presser (Third Prize;
$50), and Tubafour by George Heussenstamm (Special Award; $50).% The University
of Miami Tuba Ensemble went on to perform at the Mid-West National Band and

Orchestra Clinic in Chicago in 1969.%

William Bell founded a tuba ensemble at Indiana University in the fall of 1964.%
The ensemble met informally and initially struggled with the lack of literature, even going
so far as to perform the “Scherzo” of Hindemith’s Sonata for Bass Tuba (1955), with
approximately a dozen students playing the solo in unison with piano accompaniment.®®

Bell’s successor at Indiana University was Harvey Phillips who brought the ensemble to

91. Perry, “The Tennessee Technological University Tuba Ensemble,” 5-6.

92. The $100 second place prize winner, “Lyric Poem for Five Tubas” by Marcel G. Frank, was
not a quartet composition.

93. Weldon, “The Tuba Ensemble,” 422.

94. Perry, “The Tennessee Technological University Tuba Ensemble,” 6.

95. Morris, “The Evolution of the Tuba/Euphonium Ensemble,” 833.
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new prominence with his Octubafest (an obvious nod to the German Oktoberfest) and
Tuba Christmas events. These events, launched in 1973 and 1974 respectively, have
done much to promote the tuba ensemble through public outreach.®® Octubafest was
Phillips’ effort to introduce new students in his studio and the public to the performance

craft of the upperclassmen.®’

Phillips dedicated the Tuba Christmas event to his mentor and predecessor, Bill
Bell, who was born on Christmas Day in 1902.%

Through the legendary William J. Bell we reflect on our heritage and honor all
great artists/teachers whose legacy has given us high performance standards,
well structured pedagogy, professional integrity, personal values and a
camaraderie envied by all other instrumentalists. The first TUBACHRISTMAS
was conducted by the late Paul Lavalle in New York City's Rockefeller Plaza Ice
Rink on Sunday, December 22, 1974. Traditional Christmas music performed at
the first TUBACHRISTMAS was arranged by American composer Alec Wilder
who ironically died on Christmas Eve, 1980.%°

Alec Wilder wrote nineteen arrangements for the first event.’® Tuba Christmas concerts

occasionally feature ensembles upwards of 200 performers.'"

The university with the most significant influence on the tuba ensemble is the
Tennessee Technological University Tuba Ensemble (TTTE) under the direction of
Morris, who exported the pedagogy and performance ideas gained in graduate school

at Indiana University to TTTE. Richard Perry cataloged the ensemble’s history through

96. Christopher Lair, “A Historical Overview of the Development of Collegiate and Professional
Tuba-Euphonium Ensembles in the United States” (DMA diss., Florida State University, 2010), 17, 81.

97. Ibid., 81.

98. Harvey Phillips, “William Bell (1902-1971): A Biography,” http://www.windsongpress.com/
brass%20players/tuba/bell.htm (accessed May 30, 2011).

99. Harvey Phillips Foundation, “Tubachristmas,” http://www.tubachristmas.com/whatis.htm
(accessed May 29, 2011).
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Euphonium Ensembles in the United States,” 30.

101. Skip Gray, “The Tuba Ensemble Today,” in Brass Anthology, 10th ed. (Northfield, IL: The
Instrumentalist Publishing, Co., 1999), 586.
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1995 in his dissertation “The Tennessee Technological University Tuba Ensemble: A
Short History and Summary of Original Contributions to Tuba/Euphonium Ensemble

Literature.”

Morris is responsible for the push to catalogue and annotate tuba literature as
published in The Tuba Music Guide, The Tuba Source Book, and Guide to the Tuba
Repertoire: The New Tuba Source Book. Some of Morris’s accomplishments include his
nearly forty-five year teaching career at the Tennessee Technological University;
twenty-five recordings; seven performances at Carnegie Hall; numerous commissions,
dedications, and student compositions for the TTTE; a PBS documentary recounting his
work Tuba U: Basso Profundo; and the hundreds of alumni Morris taught throughout his
tenure. Charles A. McAdams and Richard H. Perry, Morris’ students, published The
Tennessee Tech Tuba Ensemble and R. Winston Morris: A 40th Anniversary
Retrospective, an exhaustive work that recounts the growth and development of this

world-renowned program.'®?

With the establishment of these three vanguard university programs (University
of Miami, Tennessee Technological University, and Indiana University), the literature for
tuba ensemble and the awareness of the tuba community grew throughout American
schools of music. In addition to the rise of these university studio programs,
instrumentalists began developing international organizations to further promote the

interests of their profession.

102. Charles A. McAdams and Richard H. Perry, The Tennessee Tech Tuba Ensemble and R.
Winston Morris: A 40th Anniversary Retrospective (Lanham, MD: Scarecrow Press, 2010).
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Harvey Phillips hosted the First International Tuba Symposium-Workshop at
Indiana University in May of 1973. He dedicated the event to his mentor Bill Bell.'® The
five-day event was devoted to “redefining the role of the tuba, reshaping the image of
the tuba and tubist, exploring new directions in techniques and performance, improving
methods and teaching materials, generating new compositions, and expanding
performance opportunities.”'® Gunther Schuller’s Five Moods was an eleven minute
original composition for tuba quartet written for this event. Schuller wrote the following
regarding the work:

Taking it to be a basic assumption that a composer in any piece wishes to
communicate through the language of music some thoughts, ideas, philosophy,
moods, states of mind or emotion, there also can be from time to time subsidiary
purposes which also motivate a composition. In the case of Five Moods, one
crucial factor was the passing of William Bell, the first great American artist on
the tuba and the mentor and teacher of many of today’s finest tubists. Indeed,
Five Moods, dedicated to Mr. Bell's memory, tries to capture in vignette portraits
the different characteristic traits of this remarkable man.

In addition, as a composer who also is a brass player, | always welcome the
opportunity to write challenging, serious music for these instruments and
particularly for an instrument like the tuba which has for so many years suffered
from stereotyping at the hands of composers and has generally been considered
an “underdog” instrument, not regarded as capable of a full range of musical
expression. But is it precisely Bill Bell's artistry and teaching which gave that
particular myth the lie. In a real sense, his legacy is the wealth of literature the
tuba can now boast and the inspiration he has given to men like Harvey Phillips,
who suggested that | write this piece for the first International Tuba symposium-
Workshop (held in Bloomington, Indiana) and who carries on in Mr. Bell’s
tradition.’®

103. Phillips, “William Bell (1902-1971).”

104. Harvey Phillips, “First International Tuba Symposium-Workshop,” http://www.musicfinland
.com/brass/itec/history.html (accessed May 27, 2011).
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?Tabld=2420&State _2874=2&workld_2874=23922 (accessed May 16, 2011).
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Harvey Phillips reported that approximately 150 tuba compositions were written as a

result of the symposium.'®

Harvey Phillips’s was also the director of the First International Brass Congress
(1976) held in Montreux, Switzerland.'®” With longtime friend and jazz euphoniumist
Rich Matteson, he formed a tuba-euphonium jazz group (named the Matteson-Phillips
Tubajazz Consort) that gave its first performance at the festival.’®® The group featured
three euphoniums, three tubas, and a rhythm section. The lineup of the group changed
over time and included: Rich Matteson, Ashley Alexander, Buddy Baker, euphoniums;
Harvey Phillips, Dan Perantoni, Winston Morris, tubas; Jack Petersen, guitar; Dan
Haerle, piano; Rufus Reid, bass; and, Ed Soph, drums.'® This group paved the way for
other ensembles, such as the Modern Jazz Tuba Project''® and Heavy Tuba,"" which
followed in the 1990s and 2000s. The Matteson-Phillips Tubajazz Consort released two
recordings, The Matteson-Phillips Tubajazz Consort — Live! and Superhorns, with the

Harvey Phillips Foundation and Richmond A. Matteson Legacy Productions."?

Professional instrumental associations also formed in the early 1970s, which
furthered the promotion of their respective instruments. The Tubists Universal

Brotherhood Association (TUBA) was a natural product of the growing international

106. Carter I. Leeka, “History of the Tubists Universal Brotherhood Association,” http://www
.iteaonline.org/2008/members/history/hist_index.php?page=leek (accessed May 17, 2011).

107. Harvey Phillips Northwest Big Brass Bash, “Biography of Harvey Phillips,” http://www
.hpnwbbb.org/harvey.htm (accessed May 17, 2011).

108. Harvey Phillips, interview with Lair, “A Historical Overview of the Development of Collegiate
and Professional Tuba-Euphonium Ensembles in the United States,” 80.

109. Dan Haerle, “Recordings,” http://www.danhaerle.com/cds.html (accessed August 16, 2011).

110. Modern Jazz Tuba Project, “About the MJT,” http://webpages.charter.net/mjtproject/aboutmit
.html (accessed July 28, 2011).

111. Heavy Tuba, http://www.heavytuba.com/tuba_eng.htm (accessed July 28, 2011).
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network of tuba enthusiasts. The organization changed its name in 2000 to the

International Tuba Euphonium Association (ITEA) to reflect the women and euphonium

players the group also represents.

Table 1. The four major international brass instrument associations.

Association Name Founded | Publication | Website

International Horn Society 1970 The Horn hornsociety.org
Call

International Trombone Association 1972 ITA Journal | ita-web.org

International Tuba Euphonium 1973 ITEA iteaonline.org

Association (founded as the Tubists Journal

Universal Brotherhood Association)

International Trumpet Guild 1974 ITG Journal | trumpetguild.org

The ITEA adopted the following objectives in their constitution of 1975:

To expand performance and employment opportunities.
To enhance the image and role of our instruments and performers.

To explore pedagogical approaches through new teaching resources.
To promote activity in new instrument design.

To generate new compositions for the tuba and euphonium.

To explore new directions in technique.

To establish and maintain appropriate libraries of recorded and printed materials.
To encourage tuba-euphonium workshops and conferences.

To publish a journal.

To maintain a publishing company.'"

The Tuba-Euphonium Press is the ITEA’s sheet music publishing company. It published

165 of the 1,236 works in the GTR catalogue of tuba quartets.

The growth of repertoire and in the number of ensembles also led to a growth in

the number of recordings. The earliest group to produce significant recordings of

original works for tuba quartet was the New York Tuba Quartet. Scott Watson,

Professor of Tuba-Euphonium at Kansas University, recalls “back in the 1970’s there

113. ITEA Constitution, Article Ill, http://www.iteaonline.org/2008/members/history/hist_index

.php?page=const (accessed August 3, 2011).
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was the New York Tuba Quartet which may have kind of started everything. That group
wasn’t long lived, but it was very important in terms of showing what people could do
and they performed a great deal back in the seventies, part of the early eighties.”''* The
quartet was founded by Toby Hanks, Steven Johns, Sam Pilafian, and Tony Price. Their
first recording was Tubby’s Revenge in 1976 on the Crystal Records label. John
Stevens said the following in an interview with Christopher Lair:

When | arrived at Yale for graduate school (1973-75) | began composing for
multiple tubas because we had a small group of players there that were very
interested in this. The New York Tuba Quartet had recently started up, and Toby
Hanks was my teacher at Yale. Chamber music was a big focus - with the New
York Brass Quintet all on the Yale faculty - so writing tuba quartets was a natural
extension of that. | composed Power, Music 4 Tubas and Dances during my two
years at Yale. When | graduated with my masters degree, | went to New York
City to begin my freelance career. | started a quartet with, among others, Warren
Deck (prior to him winning the Houston Symphony position), but | soon joined the
New York Tuba Quartet, replacing Tony Price. They had already recorded their
album, Tubby's Revenge.""

The New York Tuba Quartet also recorded John Steven’s tuba quartet Dances on Toby

Hanks’ collaboration recording Sampler, released in 1979 by Crystal Records.

The tuba community was also active on the west coast in the 1970s. Jim Self
accepted the tuba position at the University of Tennessee in 1969 where he became
good friends with Winston Morris.''® Self left Knoxville in 1974 to pursue his career in
California, and brought with him the tuba ensemble. Self, the Adjunct Assistant

Professor of Tuba at the University of Southern California, began leading Tuba

114. Scott Watson, interview with Lair, “A Historical Overview of the Development of Collegiate
and Professional Tuba-Euphonium Ensembles in the United States,” 73.

115. John Stevens, interview with Lair, “A Historical Overview of the Development of Collegiate
and Professional Tuba-Euphonium Ensembles in the United States,” 87.

116. Winston Morris, “Jim Self: ITEA Lifetime Achievement Award Ceremony,” PDF, http://www
.bassethoundmusic.com/articles/ITEA-Lifetime-Achievement-Award_Program-Citation.pdf (accessed July
28, 2011).
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Christmases in the Los Angeles area in 1976. Self organized and hosted the third
International Tuba Euphonium Conference at USC in 1978.""" Self joined other noted
studio musicians, Tommy Johnson and Don Waldrop, along with Roger Bobo of the Los
Angeles Philharmonic, to create the Los Angeles Tuba Quartet. Unfortunately, this

group of world class performers did not leave an audio record of their work.

The Atlantic Tuba Quartet, now known as Alchemy, was the self-proclaimed first
American euphonium-tuba quartet.’”® Founded in 1976, the quartet was comprised of
four members of the United States Coast Guard Band (USCG Band): David Werden
and Denis Winter, euphonium; and, Gary Buttery and David Chaput, tuba."'® Euphonic
Sounds, the group’s first album, was released on Golden Crest Records in 1976.
Alchemy self-released the recordings Village Dances in 1997 and Live in Jever in
2010."° The ensemble founded Whaling Music Publishers in 1977, which published
forty-four of the works listed in Appendix H, and later sold the publishing rights to
Cimarron Music Productions.’®' Even today, Alchemy’s membership consists of
members who were associated with the U.S. Coast Guard Band: Dan Vinson and
James E. Jackson lll, euphonium; Joanna Hersey and original member Gary Buttery,
tuba. Alchemy is an ensemble-in-residence at the Horn-Tuba Workshop in Jever,

Germany.

117. Jim Self, “Biography,” http://www.usc.edu/schools/music/private/faculty/jself.php (accessed
May 17, 2011).
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the two euphonium and two tuba quartet instrumentation.
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120. Joanna Hersey, “Alchemy — Tuba Euphonium Quartet,” http://joannahersey.com/alchemy
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Following the establishment of the USCG Euphonium-Tuba Quartet, the other
U.S. Armed Forces premier and regular bands soon adopted the ensemble as a
component of their musical mission. The premier ensembles included the U.S. Navy
Band Tuba/Euphonium Quartet (founded 1985),"?? the “President’'s Own” Marine Corps
Band Tuba and Euphonium Quartet, the U.S. Army Band “Pershing’s Own” Tuba-
Euphonium Quartet, the West Point Tuba Quartet (founded 1988),"?® and the U.S. Air

Force Band Tuba/Euphonium Quartet.

The U.S. Army Band (TUSAB) has hosted annual Tuba-Euphonium conferences
since 1983,"?* typically drawing between 600 and 800 attendees.'® The event arose
from a desire to increase performance opportunities for military tuba and euphonium
players in the Washington, D.C. area and to “enhance the image of military musicians
and military bands.”'?® The conference draws from a wealth of professional musicians to
create the Armed Forces Tuba-Euphonium Ensemble. Winston Morris conducted the
Armed Forces Massed Tuba-Euphonium Ensemble and a select group of mainly

principal players from the premier military bands.'’ In 1988, the select ensemble

122. The United States Navy Band Washington, D.C., “Chamber Ensembles — Tuba/Euphonium
Quartet,” http://www.navyband.navy.mil/tuba_euphonium.shtml (accessed June 8, 2011).
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Conference,” International Tuba Euphonium Association 34, No 4, Summer 2007: 38.
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performed at the Midwest Band and Orchestra Clinic in Chicago, where they also

recorded a live performance.’?®

The 28th annual conference was held from January 26 to 29, 2011. Master
Sergeant Don Palmire, chairman of the conference, says: “we are the largest tuba-
euphonium conference in the world. Our conference is the conference that sets the
standard."'?® The 2011 conference was held in memory of Harvey Phillips, who was a
major guest artist for the 1984 conference."*® Numerous solo and ensemble

performances, many of which are premieres, are held at the conference each year.

While an emphasis on serious music was an impetus for many founding tuba
quartets, some groups, such as the Mighty Tubadours, did not neglect the public’s
comedic perception of the tuba ensemble. Through their television performances and
light repertoire, the Tubadours became one of the most well-known early tuba
ensembles. Albert Harclerode, a tubist who studied with Roger Bobo, James Self, and
Rodger Vaughan, was a co-founder of the Tubadours. The group played at Disneyland
from 1975 through 1986."*" The Tubadours appeared on The Gong Show twice in 1977,
winning first place prize on their first appearance and second place on their second. '

Ya, Ve Iss Da Mighty Tubadours, released in 1978, and The Mighty Tubadours Merry

Christmas Album, released in 1984, were combined in the 1991 compact disc Ve Iss Da
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129. Chelsea Place, “Tuba-Euphonium Conference elevates bottom notes,” in Pentagram,
February 7, 2011, http://www.army.mil/article/51426/tuba-euphonium-conference-elevates-bottom-notes/
(accessed July 26, 2011).
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Mighty Tubadours, Ya?'*® The following excerpt of their group biography was included
in the Southwest Regional Tuba/Euphonium Conference program:

The Tubadours were founded in 1975 at California State University Fullerton
under the guidance of James Self and Rodger Vaughan. Founding members
included Frank Berry, Scott Lycan, Ron Davis and Bert Harclerode who from
Thanksgiving of 1975 through New Year's 1976 entertained guests at
Disneyland.

In 1978 the quartet of Berry, Timothy Reilly, David Lusher and Harclerode
recorded the first of two projects for Crystal Records "Ve Iss Da Mighty
Tubadours" a recording that hit the brass charts rather than platinum. In 1982 the
quartet was invited to record its second LP disc for Crystal using material from its
first performances at Disneyland resulting in "The Mighty Tubadour's Merry
Christmas Album." ...In its 36 year history Tubadour personnel has included
nearly forty of the finest low brass artists including today misters [Danny] Garcia
and [Jason] Gilliam.™*

The prevalence of professional tuba quartets grew in the 1980s. This growth was
due to the increasing body of quartet literature, rising public awareness of the tuba
quartet, sponsorship by tuba manufacturers, and reduction in the production cost of
professional digital sound recordings. During the 1980s professional ensembles also
became more prevalent in England, France, Germany, and Japan, rather than being
largely confined to the Unites States."*® Professional instrument makers began
sponsoring tuba quartets beginning with the Melton Tuba Quartett in 1987. Meinl-
Weston sponsored the Melton Tuba Quartett to promote Meinl’'s Melton tuba brand. This

collaboration between tuba manufacturers and artists prompted the tuba and
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Melton Tuba Quartett (Germany, 1987), Rustic Bari-Tuba Ensemble (Japan, 1987), Colonial Tuba
Quartet (U.S., 1989), Summit Brass Tuba Quartet (U.S., 1989), and Tuba4s (U.S., 1989).

41



euphonium manufacturers Miraphone and Willson to sponsor professional quartets of

their own.'3®

The evolution of the tuba quartet was fostered by the establishment of American
university tuba studio ensembles. These student ensembles, such as the tuba
ensemble at Tennessee Technological University, promoted the tuba quartet by
commissioning original compositions, performing concert series like Octubafest and
Tubachristmas, participating in chamber music competitions, and releasing recordings.
As the prevalence of student ensembles grew, the graduates went on to found new
professional ensembles, some of which were associated with military bands and
sponsored by instrument manufacturers. Additionally, these professional ensembles
produced recordings that experienced greater public exposure than those of the student
ensembles.'® Blaine Cunningham’s forthcoming dissertation (University of lowa)

provides additional detail concerning the history of the tuba quartet.’®

136. The Miraphone and Willson Tuba Quartets were founded in 1992 and 2004 respectively.
See Appendix E for more information.

137. Appendix E contains an alphabetical list of fifty-three tuba quartets founded after 1970.

138. Blaine Cunningham, “The History of the Development of the Tuba/Euphonium Quartet in the
United States” (DMA diss., University of lowa, in progress, 2011).
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CHAPTER FOUR
OVERVIEW OF TUBA QUARTET REPERTOIRE

Each piece that a composer writes is indeed the solution to a problem, but the
problem is an abstract musical one and factors such as acoustics, texture,
intonation, and range (as you suggest) are extremely minor considerations. |
might speculate that some composers writing for tuba or tuba ensemble might
tend to be cutesy. However, my approach is to consider the instrument and
ensemble as a viable chamber medium and go from there."®

The purpose of this overview is to address preconceptions about the tuba quartet
repertoire. Because of the negative connotations often associated with the tuba family,
many believe that the repertoire consists of a small body of music and is concentrated
on genres in which tubists traditionally participate, such as marches and polkas. This
chapter analyzes data cataloged in the “Music for Multiple Tubas: Four Parts” in the
Guide to the Tuba Repertoire: The New Tuba Source Book (GTR). The data considered
fell into the following five categories: prevalence of composers, arrangers, and
publishers; year of publication; and, difficulty level rating.

The catalog, included in Appendix H, is the most comprehensive of its kind and
includes works published through 2004. The tuba quartet chapter is edited by Kenyon
Wilson, who continued the work begun by Charles McAdams in the 1996 edition. The
GTR contains over 1,200 works and is organized as follows:

e Name of Composer — last name first.

e Title — as it appears in on the music.

e Arranger/Transcriber/Editor — first name first in the GTR, last name first in
Appendix H.

e Publisher/Source — the contact information can be found in Appendix G.

e Date — copyright date for published works or date of composition for manuscripts.

139. Frank Lynn Payne, interviewed in Keathley, “The Tuba Ensemble,” 117.
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e Price — not included in Appendix H; however the prices listed in the GTR are
included in the online catalog.™°

e Duration — expressed in minutes (collections and compilations are expressed in
page numbers).

e Level — subjective assignment of the level of difficulty from | (Beginner) to V
(Professional).

e Range — see Appendix H for system of octave designations.

¢ Movements — specific names where applicable, or numbered.

e Commission/Dedication/Annotation — not included in Appendix H, however this
information is included in the online catalog.

e Recordings — see Appendix F.

e Tape Accompaniments — not included in Appendix H.

e References — not included in Appendix H. This category cross references
citations with other works including: French Music for Low Brass Instruments by
J. Mark Thompson and Jeff Lemke; Program Notes for the Solo Tuba edited by
Gary Bird; and other chapters within the GTR.™"

Table 2. Top ten composers of original or arranged works for tuba quartet.
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Of the 1,236 entries in the GTR, 980 list a composer. The remaining entries are
either unattributed or relate to compilations or traditional works (holiday tunes, folk

songs, etc.). There are 471 unique listings in the composer category, which include

140. Bradley Boone, “Tuba Quartet Catalog,” http://sites.google.com/site/tubaquartet/.
141. Morris and Perantoni, eds., GTR, Xiv-xv.
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sixteen entries with collaborating composers (e.g. “Lennon, John, and Paul McCartney”
or “Key, Francis Scott, and John Stafford Smith”). Many of the composers on the list are
well-known composers of instrumental chamber music for other ensembles, vocal
chamber music, or military marches for wind band. The two unexpected members are
Scott Joplin and Lennie Niehaus. Joplin is noted for his ragtime piano works. There are
four arrangements of both The Easy Winners and The Entertainer. Lennie Niehaus is
known for his work as a composer of original works for film and television, and an
arranger and alto saxophonist with the Stan Kenton Orchestra. Eight of Niehaus’s
twelve original tuba quartets have been recorded. John Stevens, the tenth member of
the list, is a tuba pedagogue, performer, and composer. His original works for tuba
quartet have been recorded by Sotto Voce on the album “Viva Voce: The Complete
Quartets of John Stevens.” J. S. Bach’s fifty-three works account for about four percent
of the quartets in the GTR. The most frequently arranged works are the “Air” from Suite
No. 3 in D; “Contrapunctus IX”; Fugue in G minor “The Little”; and, Jesu, Joy of Man’s
Desiring. Of the works listed in the discography with a composer, Bach is ranked third

among composers behind John Stevens and traditional/anonymous.

Eight hundred and seven entries in the GTR list an arranger, transcriber, or
editor. The remaining entries are either original compositions or lack data. There are
182 unique listings in the arranger category including ten entries with collaborating

arrangers.
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Paul Schmidt, who is responsible for about six percent of the quartet
arrangements, is an electrical engineer and freelance musician.'*? He is a serpent and
ophicleide enthusiast,? who self-publishes arrangements through Heavy Metal Music.
Heavy Metal Music also publishes tuba quartets by Barton Cummings, Simon Proctor,

Daniel Heiman, Edmund Ferguson, Clifford Bevan, and Keith Ryder.144

Table 3. Most prolific tuba quartet arrangers.
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Many of the arrangers are also tuba and euphonium performers and teachers.
David Werden (Alchemy/Atlantic Euphonium-Tuba Quartet), Gail Robertson
(Tubafours), Ray Grim (TubaMeisters), John Stevens (New York Tuba Quartet), and
Gary Buttery (Alchemy/Atlantic) are but a few of the notable musicians whose

performance experience informs their arrangements.

142. Paul Schmidt, “Paul Schmidt’s Biography Page,” http://home.earthlink.net/~ocleide/about

_paul.htm (accessed June 15, 2011).
143. Paul Schmidt, “The Serpent Website,” http://www.serpentwebsite.com, revised March 2009,

(accessed June 15, 2011).
144. Paul Schmidt, “Heavy Metal Music,” http://www.serpentwebsite.com/hmscat.htm, revised

August 2001 (accessed June 15, 2011).
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Table 4. Prominent publishers of tuba quartets.
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The GTR provides publisher information for 1,218 of the 1,236 entries. There are
138 publishers, many of whom have contact information, which can be found in
Appendix G. Four publishers account for about forty-six percent of the quartets

published.

Cimarron Music and Productions of Salem, Connecticut, published 141 quartets
through 2004. Whaling Music Publishers, founded in 1977 by members of the Atlantic
Tuba Quartet, sold the rights to their complete catalog to Cimarron on July 6, 1996.'%°
The forty-four works listed in the GTR under Whaling were moved to Cimarron in this

analysis, bringing the Cimarron total to 185 published works.

As of 2004, the Tuba-Euphonium Press was the second most prolific publisher of

tuba quartet repertoire. The International Tuba-Euphonium Association founded the

145. David Werden, TubaEuph Blog, http://www.dwerden.com/blog3old/month_blogs.cfm?d=1
&m=7&y=1996 (accessed August 24, 2011).
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Tuba-Euphonium Press to fulfill one of the association’s stated objectives: “to maintain a

publishing company.”'*®

The third largest group of publishers, categorized as self-published, is listed in

the GTR as “available from the arranger,” “available from the composer,” or by restating
the name of the composer or arranger in the publisher’s field. Many of these works may
have been acquired by a publishing company or sheet music distributor since 2004. The
prevalence of self-published works is likely related to the emergence of computerized

music notation software in the 1990s (e.g. Finale and Sibelius)."’

Table 5. Number of tuba quartet publications from 1950 through 2004.
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The GTR provides the date of publication or manuscript for 984 entries. The

1931 and 1933 quartets are omitted from Table 5, as they were quartets written for

146. ITEA Constitution, Article Ill, http://www.iteaonline.org/2008/members/history/hist_index.php
?page=const (accessed August 3, 2011).

147. Scott Watson, interview with Lair, “A Historical Overview of the Development of Collegiate
and Professional Tuba-Euphonium Ensembles in the United States,” 73.
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unspecified instrumentation. As a result, the earliest work (Eric Ball’s Quartet for Tubas)

dates from 1950.

For many entries, more than one date is considered. Some entries have earlier
manuscript dates that are included in the catalog, even though the works were later
acquired by a sheet music publisher and given a copyright date. When entries have

conflicting dates, the earlier of the two dates was chosen for Appendix H and Table 5.

At first glance, the number of publications appears to have peaked in 1991 with
eighty-seven publications, and declined through 2004 to seven. This tapering may be
explained by examining the submission process for the two editions of the TSB. The
1996 edition of the Tuba Source Book accepted submissions for review through July of
1993. Furthermore, the works reviewed in the 1996 edition of TSB were largely left
unedited in the second edition.™® In the GTR, the submission deadline was January
2005, which may also account for the drop off in reviewed works from 2004. The drop in
works published in 1985 may be attributed to various factors ranging from incorrect data

entry to the selection of alternate publication dates for inclusion in the GTR.

The editors of the GTR provide difficulty ratings for 943 tuba quartets. The pieces
were given a rating that is notated in Roman numerals from | to V or a combination of
two levels. The level describes the “attributes and requirements of the music more than
the expected skills of the [ensemble].”™*® The following definitions guided level selection

by McAdams and Wilson:'*°

148. Morris and Perantoni, eds., GTR, ix.
149. Ibid., xiv.
150. Ibid.

49



Table 6. Tuba quartets published by decade through 2000.
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Table 7. Difficulty level guidelines.
Level | Beginner — one year of instruction
Approximately one octave range
Limited technical requirements
Tonal
No durations shorter than eighth notes
No syncopation
Level Il Intermediate — two to three years of instruction
Range approximately one octave plus a fifth
Simple sixteenth note patterns and syncopation
Level lll | High School/Pre-College
Moderate tessitura, approximately two octaves plus a fourth
More rhythmic complexity
Moderate multiple tonguing
Level IV | University
More advanced range, approximately pedal register
through twelfth partial
Dissonances and complex harmonies
Introduces contemporary performance techniques
Level V Professional
Encompasses the complete range of the instrument
Technically and rhythmically complex
Extreme dynamic contrasts
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Table 8. Difficulty level ratings assigned by McAdams and Wilson.
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A significant segment of quartets are written for professional ensembles with over
four hundred quartets rated IV or higher. The graph reveals a scarcity of work written for
beginning tuba and euphonium students. Matthew Simmons’s 2005 D.M.A dissertation
addresses the demand for more works for beginning tuba quartets." His document is a
collection of tuba quartet arrangements in varying styles written for young student

ensembles.

One unexpected result of analyzing the GTR quartet annotations was the
discovery of approximately sixty works that include additional (often optional)
instruments, voice, and narrations. Examples of supplemental instruments include:

percussion, rhythm section (guitar, piano, bass), vocals, flutes, chimes, marimba,

151. Matthew Simmons, “A Compilation of 12 Progressive Festival and Concert Music Selections
for Tuba and Euphonium Ensemble, together with Three Public Recitals with Works by Bach, Vivaldi,
Koetsier, Plog, Arutiunian, Swann, Jager, Hindemith, Vaughan Williams, and others” (DMA diss., The
University of Memphis), 2005.
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vibraphone, duck call, harp, and narrator.' These range from the simple inclusion of
tambourine to James Garrett’'s Songs in the Fight against Rum (Songs of Might to
Cheer the Fight in the Blight of Liquordom)'* which provides the following
instrumentation: two euphoniums, two tubas, tenor solo, barbershop quartet, mixed
chorus, female speaker, male speaker, country band, chimes, collection takers, and

three clarinets.

The tuba quartet repertoire represented in the GTR is diverse, challenging, and
still growing; however, the quantity of original compositions for tuba quartet falls far
short of the original works for brass quintet, the most well-known brass chamber
ensemble. The brass quintet has greater overall range and timbral variety compared to

other brass chamber groups, which may account for the medium’s success.

The American Brass Quintet hosts a brass quintet database on its website that
includes a listing of original works published for quintet since 1950.">* This database,
which is in some regards analogous to the GTR’s, currently lists 1,596 original works.
While the quintet database includes about six more years of data than the GTR’s, a
search of the years 2004 through 2011 yields only thirty unique results. Consequently,
for roughly the same the period (1950 through 2004) original brass quintets outnumber
original tuba quartets by nearly a four to one margin. This result is expected considering
the higher public visibility of the brass quintet compared to the tuba quartet.
Nevertheless, for an ensemble with a much lower public profile, the tuba quartet

repertoire’s growth is remarkable. Similar comparisons can not be drawn between other

152. For more information about these works, refer to the Group column in Appendix H-2.

153. See Appendix H, entry 386.

154. American Brass Quintet Database, http://www.americanbrassquintet.org/bqdata.htm
(accessed July 6, 2011).
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brass chamber groups (horn, trombone, or mixed brass quartet) and the tuba quartet

because no comparable database of repertoire is available.

53



CHAPTER FIVE

AN ANNOTATED EXAMINATION OF SELECTED REPRESENTATIVE WORKS FOR

TUBA QUARTET

Since the writing of Tubafour, | have come to respect the tuba as an instrument
capable of noble expression, great power, virtuosic agility, wide dynamic range —
a true melody instrument as well as a fundamental bass instrument. | was
attracted by the sound character per se, and further intrigued by the effect of the
sound of several -- four to be specific -- together."®

The purpose of this chapter is to introduce the reader to specific selections of

tuba quartet repertoire that are representative of the broad trends outlined in chapter

four. The selection of musical excerpts in this chapter is based on the following criteria:

The work is representative of a broad range of styles and time periods.
The work illustrates a specific pedagogical or performance issue.
The work is by a prominent composer or arranger as determined by the meta-

analysis on the GTR works (see the findings in Chapter Four: Overview of Tuba
Quartet Literature).

When possible, the work is selected from the GTR’s “Music for Multiple Tubas:
Four Parts” chapter.

The work was available to the author with permission from the copyright holder.

The works are organized alphabetically by composer, then title. The selections

reflect the 4:1 ratio between arrangements and original works demonstrated in the

meta-analysis of the GTR catalog in the previous chapter. Each entry includes a table,

musical excerpts, and discussion of the entry.

TABLE: lists bibliographic information, the specific range of each part, the GTR

difficulty rating, and commission or dedication information where applicable. The

recording field may include other arrangements and are labeled parenthetically.

155. George Heussenstamm, interviewed in Keathley, “The Tuba Ensemble,” 119.
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GENERAL DESCRIPTION: provides an overview of the piece including historical

significance and genre.

TECHNICAL CONSIDERATIONS: includes discussion of performance

challenges and unusual notation.

REHEARSAL SUGGESTIONS: contains techniques and recommendations for

preparing the works.

Table 9. Representative tuba quartet repertoire.

Composer Arranger Title

C.P.E. Bach | F.C. Roberts | Solfeggietto

J.S. Bach J.D. Goble “Air on the G String” from Orchestral Suite
No. 3

J.S. Bach D.R. Werden | Bist du bei mir

J.S. Bach P. Rauch Contrapunctus IX

A. Bruckner | J. Stevens Three Bruckner Motets

M. Forbes - Consequences

G. Gabrieli B. Roundtree | Canzona per sonare No. 2

C. Gates - Tuba Quartet, Op. 59

T.R. George | - Tubamobile

S. Joplin W. Picher Elite Syncopations

K.L. King D.R. Werden | The Melody Shop

W.A. Mozart | J. Fletcher Serenade Eine Klein Tuba Musik for Four
Tubas

J. Primrose | M. Forbes St. James Infirmary

W. Renwick | K.D. Wilson Dance

J.P. Sousa R.W. Morris | El Capitan

J.P. Sousa D.R. Werden | The Stars and Stripes Forever

J. Stevens - Benediction

J. Stevens - Manhattan Suite

J. Stevens - Power

R. Wagner | G. Robertson | Elsa's Procession to the Cathedral
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Table 10. C.P.E. Bach, Solfeggietto.

Composer Bach, Carl Philipp Emanuel

Title Solfeggietto

Arranger Roberts, F. Chester

Publisher Southern Music Co.

Year 1986

Duration 1:30

Level [\

Range R1 R2 R3 R4
G2 - A4 Eb2-C4 Ab1-Ab3 G1-G3

Comm./Ded. U.S. Coast Guard Quartet

Recording N/A

GENERAL DESCRIPTION: This quartet is a transcription of a solo keyboard
work in C minor. Roberts scores the work for four tubas but further specifies the
instrumentation as follows: Tuba 1 (euphonium), Tuba 2 (euphonium or bass tuba),
Tuba 3 (bass or contra-bass), and Tuba 4 (contra-bass). Roberts provides detailed
articulation and dynamic markings for performance interpretation. Michael Howard of

the British Tuba Quartet also has an arrangement of Solfeggietto (see Appendix H).

TECHNICAL CONSIDERATIONS: The challenge is to produce even, flowing

sixteenth note arpeggiations at a brisk tempo.

REHEARSAL SUGGESTIONS: The exchange of voices is one of the primary
challenges of performing this work. Excellent subdivision, complimentary tones, and an
understanding of how the four parts pass the running line to one another will improve
the performance of this work. Roberts overlaps the exchanges, helping maintain the
flow of the line. Simple exercises that address voice exchanges are: play each part in

time on a unison pitch, clap the rhythms, or articulate the passage off the instruments by
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singing ‘Ta’ or ‘Da’. This reduces the musical demands on the performers by eliminating

pitch and finger technique.
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Fig. 6. C.P.E. Bach, arr. F.C. Roberts, Solfeggietto, Rehearsal D-end. Allegro.
© Southern Music Co. Used by permission.

Table 11. J.S. Bach, “Air on the G String.”

Composer Bach, Johann Sebastian

Title “Air on the G String” from Orchestral Suite No. 3
Arranger Goble, J.D.

Publisher Tuba-Euphonium Press
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Year 1994

Duration 3:30

Level I

Range R1 R2 R3 R4
F3-Ab4 A2-F4 F2-Bb3 A1-C4

Comm./Ded. N/A

Recording None of this arrangement. Stephen Wood arrangement, Tubalaté,
Episodes, ASC CS, 1999. David Werden arrangement, British Tuba
Quartet, Euphonic Sounds, Polyphonic, 1992 & Atlantic Tuba Quartet,
Euphonic Sounds, Golden Crest, 1978.

(Table 11. cont.)
GENERAL DESCRIPTION: This work, originally in D major (BWV 1068), is one

of the best-known works for strings of the Baroque era. The work, marked Adagio, is
notated in 4/4 time, but the pulse is felt in the eighth note subdivision. This quartet has
also been arranged by David Werden, Stephen Wood, and Qystein Baadsvik (see

Appendix H).

TECHNICAL CONSIDERATIONS: C4 is also out of the range of many young

contrabass tubists.

REHEARSAL SUGGESTIONS: The work provides an opportunity to stress the
importance of vibrato, dynamic contrast through repeated sections, and resolutions of
dissonances. The level Il difficulty is a little deceptive in that the work requires great
dynamic control, a mature understanding of phrasing, and challenging octave leaps in
the bottom voice. This selection also provides an opportunity to discuss ritardando.
Following the smallest division of the beat is a good guide for ensembles to properly
execute a ritardando. In the final measure of the piece, the last two sixteenth notes of

the first voice (the smallest division of the beat) will cue the arrival of the final chord.
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Fig. 7. J.S. Bach, arr. J.D. Goble, “Air on the G String” from Orchestral Suite No. 3, mm.
17-end. Adagio. © Tuba-Euphonium Press. Used by permission.

Table 12. J.S. Bach, Bist du bei mir.

Composer Bach, Johann Sebastian

Title Bist du bei mir

Arranger Werden, David R.

Publisher Cimarron Music and Productions

Year 1978

Duration 2:30

Level H-1v

Range R1 R2 R3 R4
D3-Ab4 Bb2-Eb3 F2-F4 G1-D3

Comm./Ded. N/A

Recording Atlantic Tuba Quartet, Euphonic Sounds, Golden Crest, 1978. Melton
Tuba-Quartett, Premiere, Diavolo Records, 1993. (Unknown
arrangement) Gebrider Ohrentaub Tuba Quartett, Four Brothers, Platin
Media Productions, 2010. See Appendix F.

GENERAL DESCRIPTION: Bist du bei mir, from the Anna Magdalena Notebook
(BWV 508), is attributed to Bach but may be by Gottfried Heinrich Stdlzel."*® Werden
arranges this simple Baroque melody so that the top two parts alternate statements of

the opening phrase.

156. Janet T. Wasserman, “Bist du bei mir,” An Independent Scholar’s Voice, http://www
.janetwasserman.com/bist-du-bei-mir.html, 2000 (accessed July 6, 2011).
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TECHNICAL CONSIDERATIONS: The top voice is notated in treble clef
transposed to the key of B-flat. The third part may be played on euphonium. General
guidelines for voicing the tuba quartet are as follows: maintain a space of at least a
perfect fifth between the bottom two voices when possible, maintain bass motion that is
similar to the original work when arranging, and follow typical four-part voice leading
when resolving dissonances. This excerpt shows the close scoring that can be
problematic for intonation and clarity. Given a fixed melody, bass line, and harmony,
Werden was left with two parts to voice this passage. This leads to the closed voicing of
the A diminished chord in m. 14 and the irregular leaps in the second voice at m. 17.
Alternate orchestrations (see Fig.9) result in different problems as a consequence of

these compromises.

REHEARSAL SUGGESTIONS: Werden’s manuscript is clear and legible, with

numerous dynamic markings and performance indications.
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Fig. 8. J.S. Bach, arr. D.R. Werden, Bist du bei mir (BWV 508), m. 14-rehearsal A.
Quarter note = 72. © Cimarron Music and Productions. Used by permission.
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Used by permission.

Table 13. J.S. Bach, Contrapunctus IX.

Composer Bach, Johann Sebastian

Title Contrapunctus I1X

Arranger Rauch, Peter

Publisher Ohio Valley Tuba Quartet Press;
See Cimarron Music and Productions

Year 1988

Duration 4:45

Level V-V

Range R1 R2 R3 R4
D3-C5 G#2-Bb4 C2-A3 D1-D3

Comm./Ded. N/A

Recording (Not this arrangement) Michael Forbes arrangement, Tubalaté, Hall of
Mirrors, Tubalaté/Tutti, 2003 & Sotto Voce, Consequences, Summit
Records, 2002. (Unknown arrangement) Gebrider Ohrentaub Tuba
Quartett, Four Brothers, Platin Media Productions, 2010.

GENERAL DESCRIPTION: Bach'’s polyphonic writing is often successfully

transcribed for brass chamber ensembles. This work, from The Art of the Fugue (BWV

1080), is a double fugue in the original key of D minor. Rauch’s arrangement is sparsely

edited with very few dynamics or expression markings. The primary difficulty is in

maintaining the transparency and independence of the lines with four low instruments.

Tuba quartets achieve clarity through precise articulation, rhythmic emphasis, and

observation of consistent note lengths.
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TECHNICAL CONSIDERATIONS: Miscounting rests, ties, and dotted notes are

typical errors in polyphonic works.

REHEARSAL SUGGESTIONS: Performing a fugue requires an understanding of
the rhythmic and harmonic interplay of all of the parts. Proper preparation of individual
parts and score study increase the confidence of the group. As observed in the excerpt
of Bist du bei mir excerpt, the voices in “Contrapunctus IX” are orchestrated close to
one another. In this case, the arranger’s voicing are limited because of the nature and

intricacy of the counterpoint.
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Fig. 10. J.S. Bach, arr. P. Rauch, “Contrapunctus IX,” mm. 89-98. Half note = 84.
© Cimarron Music and Productions. Used by permission.
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Table 14. A. Bruckner, “Three Bruckner Motets.”
Composer Bruckner, Anton
Title Three Bruckner Motets
Arranger Stevens, John
Publisher Tuba-Euphonium Press
Year 1995
Duration 6:00
Level Il
Range R1 R2 R3 R4
D3-Bb4 Bb2-D4 E2-C4 Ab1-Eb3
Comm./Ded. N/A
Recording (Not this arrangement) Sabourin arrangement of Locus Iste, The Dutch
Tuba Quartet, Escape from Oom-Pah Land, World Wind Music, 1998.
(Unknown arrangement) Motette “Locus Iste”, Gebriider Ohrentaub
Tuba Quartett, Four Brothers, Platin Media Productions, 2010.

GENERAL DESCRIPTION: John Stevens is a renowned composer and arranger
of tuba quartet music. His selection of three Bruckner motets includes Vexilla Regis,
Locus Iste, and Pange Lingua. These vocal works transcribe well for four tubas and

require exceptional intonation and dynamic control.

TECHNICAL CONSIDERATIONS: Challenging dynamic contrasts.
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REHEARSAL SUGGESTIONS: Steven’s arrangement includes several
indications of expression, phrasing, and dynamics. Approaching the work vocally with
respect to the releases is essential. There are tutti releases every two measures in the
above excerpt. In addition to the releases, entrances can be problematic. The clarity of
the ensemble’s entrances will improve when its member rhythmically prepare the

preceding breath.
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Fig. 12. A. Bruckner, arr. J. Stevens, Three Bruckner Motets, No. 2 — Locus Iste,
mm. 1-9. Quarter note = 96. © Tuba-Euphonium Press. Used by permission.
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As with many vocal works, understanding the lyrics will help form the

instrumentalists’ musical interpretation.

Locus iste a Deo factus est This place was made by God,
Inaestimabile sacramentum; a priceless sacrament;
Irreprehensibilis est. it is without reproach.*®’

Table 15. M. Forbes, Consequences.

Composer Forbes, Michael

Title Consequences

Arranger N/A

Publisher Editions BIM

Year 2003

Duration 6:00

Level H-1v

Range R1 R2 R3 R4
Bb2-C5 G2-Bb4 C2-F4 C1-C4

Comm./Ded. For Sotto Voce

Recording Sotto Voce, Consequences, Summit Records, 2002.

GENERAL DESCRIPTION: In addition to being a composer and arranger,
Forbes is also a member of the tuba quartet Sotto Voce. Forbes’s score is meticulously
marked and provides the ensemble with detailed textural information. The cues include
indications for solo and duet passages as well as voices pairings. Consequences has a
notable introduction, requiring the players to “rip” through the harmonic series of their
instrument to an approximate pitch (see Fig. 13). The detailed rhythmic figures, frequent
shifts in meter and tempo, and contrasting melodic sections make for an effective and

exciting composition.

157. Translation provided by Ryan Turner, “Emmanuel Music,” http://www.emmanuelmusic.org/
notes_translations/translations_motets/t_bruckner_locus_iste.htm (accessed July 8, 2011).
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TECHNICAL CONSIDERATIONS: Rhythmic and range challenges throughout

the work. Probably better classified as a level V-V work.

REHEARSAL SUGGESTIONS: Consequences begins with an interesting
performance effect, which Forbes describes as a valve rip. The effect is performed by
slurring rapidly up through the harmonic series. Pressing down more valves, and

playing through the higher harmonics, enhances the effect.
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Fig. 13. M. Forbes, Consequences, mm. 1-2. Quarter note = 132.
© Editions BIM. Used by permission.

The following excerpt from the lyrical section of the work demonstrates the
requirement for performers to know the ensemble texture. The ensemble should
accentuate the melodic figures, dissonances, and rhythmic motion, and subordinate the
supporting lines with longer note values. Fortunately, Forbes’s instructions of dynamics
and phrasing serve as a guide to the performers. By observing the contrasting dynamics

(see m. 109 and 115) the prominent figures will sound above the other voices.
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The final excerpt below shows the complex rhythmic interactions between the

voices. Forbes layers the voices three times, building the intensity of the finale. The

layered sections (mm. 181-182, 185-186, and 188) provide opportunities for the

ensemble to reset the dynamic to a softer volume. This effect is also heightened by the

fortepiano markings in mm. 188 and 189. The (1/4) marking in m. 181 indicates that the

first and fourth valves should be used for the D-flat4, which may simplify the pattern for

some euphoniumists.
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Finally, the ensemble must strive to achieve accuracy of articulation. The
articulations connote both emphasis and duration. Forbes precisely notated the
articulations to create a difference between marcato, accent with staccato, and accent

with tenuto markings.

Table 16. G. Gabrieli, Canzona per sonare No. 2.

Composer Gabirieli, Giovanni

Title Canzona per sonare No. 2

Arranger Roundtree, Benjamin

Publisher Roundtree Music

Year 2002

Duration 2:15

Level [l

Range R1 R2 R3 R4
E3-G4 Bb2-G4 F2-C4 F1-C3

Comm./Ded. N/A

Recording (Mike Forbes arrangement) Sotto Voce, Refractions, Summit Records,
2007.

GENERAL DESCRIPTION: Roundtree’s arrangement is similar to the well-known
Robert King version for brass quintet. Roundtree provides rehearsal letters, breath and
phrase markings, and many dynamic indications to create terraced dynamics. The slur
markings are also consistent with other modern brass editions (Paul Schmidt also
arranged this work, see Appendix H). Similar works from this period include Skip Gray’s
arrangement of the Canzona per sonare No. 4 (recorded by the Melton Tuba Quartette
on Lazy Elephants), and Peter Rauch’s arrangement of Canzona “La Spiritata”

(recorded by the British Tuba Quartet on Elite Syncopations).

TECHNICAL CONSIDERATIONS: Simple syncopations and intermediate

ranges.
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REHEARSAL SUGGESTIONS: The voice entrances should be played
prominently to improve the clarity. The running sixteenth-note figure can dynamically
follow the rise and fall of the melodic line. Like “Contrapunctus IX,” all of the voices are
significant, but not all of the figures are equally important. Lastly, the dotted-eight figures

must follow the subdivision established by the constant sixteenths in the other voices

(see m. 2).
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Fig. 16. G. Gabrieli, arr. B. Roundtree, Canzona per sonare No. 2, mm. 1-5.
Quarter note = 80. © Roundtree Music. Used by permission.
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Table 17. C. Gates, Tuba Quartet, Op. 59.

Composer Gates, Crawford

Title Tuba Quartet, Op. 59

Arranger N/A

Publisher Potenza Music

Year 2010 (original manuscript 1981)™°

Duration 14:05

Level V-V

Range R1 R2 R3 R4
B2-C5 Eb2-Ab4 G1-F4 GO0-Eb4

Comm./Ded. Mitchell Gershenfeld, Professor of Tuba and Euphonium at the
University of Wisconsin-Madison

Recording The Eufonix Quartet, End Game, Potenza Music, 2010. (Large
ensemble) Tennessee Tech Tuba Ensemble, Mark Records, MES
20759.

GENERAL DESCRIPTION: Tuba Quartet, Op. 59 is a technically demanding
original composition. The work is divided into three movements: Preludium (Vivace,
quarter note = 152); Chorale (quarter note = 80); and, Finale (Presto, quarter note =
160). Gates notated the work for euphonium, E-flat tuba (or euphonium), CC tuba, and

BB-flat tuba at the request of Mitchell Gershenfeld.*®

TECHNICAL CONSIDERATIONS: The tessitura of the fourth part is frequently in
the pedal register (the lowest fundamental pitches on the instrument). Inexperienced
players will encounter intonation difficulties due to the natural tendencies of tubas

pitched in four distinct keys.

REHEARSAL SUGGESTIONS: In addition to intonation challenges presented by
instruments pitched in four keys, the excerpt below is illustrative of Gates’ use of

extended diatonic harmonies and non-scalar melodic lines. The extended diatonic

158. Just for Brass, “Tuba Quartet, Op. 59,” http://www.justforbrass.com/tuba-quartet-op-59-for
-tuba-euphonium-quartet-113410.cfm (accessed October 3, 2011).
159. Crawford Gates, telephone interview, October 3, 2011.

71



harmonies are the D minor seventh and E minor seventh chords found throughout the
excerpt. The melody of this chorale movement is more intervallic in character than
scalar; contrasting with the typical chorale patterns of eighteenth and nineteenth century
chorale lines. Finally, the fourth part is often scored in the lower range of the instrument
(mm. 117-121). Articulation, dynamic control, and intonation are problematic in the low
register because of the method of tone production, size of the oral cavity, and lack of

alternate fingerings.
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Fig. 17. C. Gates, Tuba Quartet, Op. 59, mvt. Il, mm. 109-124. Quarter note = 80.
© Potenza Music. Used by permission.
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Table 18. T.R. George, Tubamobile.

Composer George, Thom Ritter

Title Tubamobile

Arranger N/A

Publisher Tuba-Euphonium Press

Year 1995

Duration 3:30

Level H-1v

Range R1 R2 R3 R4
C3-Bb4 C3-Ab4 G1-C4 F1-Bb2

Comm./Ded. For R. Winston Morris.

Recording (Large ensemble recording) Symphonia, Symphonia - Super Sonic
Ensemble in the Alternate Clef, Mark Records.

GENERAL DESCRIPTION: Thom Ritter George’s original work, Tubamobile,
highlights the perpetual motion of running eighth note lines that are passed between the
four voices. With frequent dramatic dynamic contrasts throughout the work, the piece
has the feeling of a machine run amok. The piece builds to a frenzied prestissimo finale

featuring chromatically altered material from the beginning of the work.

TECHNICAL CONSIDERATIONS: Presto tempo notated with one beat per

measure.

REHEARSAL SUGGESTIONS: Ensembles should observe the dynamic contrast
between mm. 1-3 and 7. The division of the bottom two parts creates the sound of one
instrument playing a seamless running line. To practice matching styles, play the figure
in the first tuba part in mm. 3 and 4 with both tubas simultaneously. The sustained notes
are of secondary importance; the first and second parts should not cover up the

rhythmically interesting lower voices.
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Fig. 18. T.R. George, Tubamobile, mm. 1-15. Half note = 84.
© Tuba-Euphonium Press. Used by permission.

As in the first excerpt, there should be equality between the two lower parts.
Also, the two upper parts should agree on the length of the second note of the slurred
groups. The final fortepiano is made more effective when the three voices achieve the

same piano quality and play an even crescendo.
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Used by permission.

Table 19. S. Joplin, Elite Syncopations.

Composer Joplin, Scott

Title Elite Syncopations

Arranger Picher, William

Publisher PP Music;
See Manduca Music Publications

Year 1986

Duration 3:30

Level v

Range R1 R2 R3 R4
Bb2-C5 Bb2-G4 D2-D4 Ab1-G3
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Comm./Ded. N/A

Recording British Tuba Quartet, Elite Syncopations, Polyphonic Reproductions
Limited, 1993 & Swiss Tuba Quartet, Power, Pro Music, 1996.

(Table 19. cont.)
GENERAL DESCRIPTION: Joplin’s ragtime keyboard works are among the most

arranged works for tuba quartet cataloged in the GTR. His rags have much in common
with the military march form with the addition of distinctive syncopated rhythms and
chromatic alterations. The works are typically divided into three repeated sections with
the third section modulating to the subdominant, just as in many march trios. The
popular appeal of Joplin’s syncopated rhythms and jaunty melodies ensure that his

works have a significant place in the tuba quartet repertoire.

TECHNICAL CONSIDERATIONS: Picher’'s arrangement passes the melodic
material through all of the voices creating composite rhythms and melodies. Composite

rhythms are the durations produced by combining all of the voices (see mm. 5-6 below).

REHEARSAL SUGGESTIONS: Syncopated rhythms are the hallmark of ragtime.
The syncopations fall on the second and fourth sixteenth notes of the beat. Between the
numerous ties and sixteenth-note rests, the rhythms can be difficult to read for
musicians unfamiliar with this style of music. Young ensembles should approach these
works with an understanding of the rhythmic interplay of the voices and precise
subdivision. Rehearse this piece in a slow tempo to work on the rolling groove

characteristic of the original piano version.
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Table 20. K.L. King, The Melody Shop.

Composer King, Karl L.

Title The Melody Shop

Arranger Werden, David R.

Publisher Cimarron Music and Productions

Year 1987

Duration 2:30

Level V-V

Range R1 R2 R3 R4
Bb2-C5 Bb2-Ab4 Bb2-Eb4 Ab1-Eb3

Comm./Ded. N/A

Recording (Unknown arrangement) Miraphone Tuba Quartette, Pictural, Koch
International, 2001. (Large Ensemble) U.S. Armed Forces
Tuba/Euphonium Ensemble, Mark Records, MW89MCD-8

GENERAL DESCRIPTION: The marches of Karl L. King, along with John Philip
Sousa and Henry Fillmore, are some of the best-known American military marches. The
Melody Shop is a perennial euphonium audition excerpt for military and university wind
bands because of its prominent eighth-note countermelody at the trio. Werden, a long
time euphoniumist with the U.S. Coast Guard Band, chose to split the featured
countermelody between the two euphoniums in his arrangement. The first tuba part has

the original trio melody.

TECHNICAL CONSIDERATIONS: Some conductors and ensembles perform the

work at a circus march tempo, around 168 beats per minute.

REHEARSAL SUGGESTIONS: Prepare the divided euphonium part as though it

is the original unified part.
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Table 21. W.A. Mozart, Eine Klein [sic] Tuba Musik.

Composer Mozart, Wolfgang Amadeus

Title Serenade Eine Klein [sic] Tuba Musik for Four Tubas

Arranger Fletcher, John

Publisher Emerson Edition Ltd.

Year 1984

Duration 5:00

Level v

Range R1 R2 R3 R4
G2-A3 E2-E4 A1-G3 G1-E3

Comm./Ded. N/A

Recording Melton Tuba-Quartett, Premiere, Diavolo Records, 1993. James Self
arrangement, Mighty Tubadours, Ya, Ve Iss Da Mighty Tubadours,
Crystal, 1978. (Unknown arrangement) Colonial Tuba Quartet,
Spectraphonics, Mark Records, 1995.

GENERAL DESCRIPTION: Mozart’s popularity persists in the tuba quartet
repertoire, as he is the second-most arranged composer in the GTR. Despite the
humorous title, this is an excellent transcription of one of Mozart’s best known chamber
works, Eine Kleine Nachtmusik. Though the articulation markings in Fletcher’s
arrangement are not consistent with those in the original string score, these markings
help to emphasize the light and playful mood of the piece. Fletcher’s instrumentation

calls for four tubas but suggests a euphonium for the top voice.

TECHNICAL CONSIDERATIONS: The difficulty that tuba quartets face when
performing classical transcriptions is in maintaining the lightness and clarity of the string
family, especially with regard to the numerous staccato notes that can at times sound

too dry and choppy.

REHEARSAL SUGGESTIONS: The excerpt in Fig. 22 demonstrates the
quartet’s ability to play with a light and refined sound. The slurred two note groups are
performed with stress on the first note while deemphasizing the second. Examples of
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this figure are found throughout the first three measures. Additionally, the dynamic
contrasts between forte and piano create intensity in the line. Lastly, with the bottom two
parts sharing the same register, the two tubas must work on a clean, but not choppy,

detached articulation.
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Fig. 22. W.A. Mozart, arr. J. Fletcher, Serenade Eine Klein Tuba Musik, mm. 15-23.
Quarter note = 126. © Emerson Edition Ltd. Used by Permission.

Table 22. J. Primrose, St. James Infirmary.

Composer Primrose, Joe

Title St. James Infirmary
Arranger Forbes, Michael
Publisher BVD Press

Year 1998
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Duration 6:00
Level \
Range R1 R2 R3 R4
C#3-D5 D3-A4 E2-F4 D1-C4
Comm./Ded. N/A
Recording Sotto Voce, Consequences, Summit Records, 2002 & Tubalaté, Move,
ASC CS, 2000.

(Table 22. cont.)
GENERAL DESCRIPTION: While the GTR does not claim to be complete,

Forbes’s arrangement of St. James Infirmary probably should have been included. The
solo figures, based on Jack Teagarden’s trombone solo, are transcribed with clearly
notated jazz ornaments. In addition to the demanding range in the first and fourth

voices, this arrangement is rhythmically and stylistically challenging.

TECHNICAL CONSIDERATIONS: There are numerous solos throughout the
work where the musicians must play above the ensemble texture. The ranges, jazz
embellishments (growls, bends, half-valve glissandi), and tempo transitions between

sections make this one of the more challenging works on this list.

REHEARSAL SUGGESTIONS: Much like Consequences, Forbes’s manuscript is
meticulously notated with well-written dynamics and articulations. In the excerpt below,
the work transitions from a texture that sounds like group improvisation to a harmonized
tutti texture in m. 72. Many times the dynamics of the supporting parts are quieter to
reflect their subordinate status. A prime example is in the first measure of the excerpt,
where the two solo voices are marked forte, the walking bass line is marked mezzoforte,
and the second euphonium is marked piano. These contrasting dynamics help the
ensemble to achieve the appropriate balance. The second tuba player should imitate

the note lengths of an upright bass.
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© BVD Press. Used by Permission.

Table 23. W. Renwick, Dance.
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Range R1 R2 R3 R4
F3-D5 D3-Bb4 A2-C4 Bb1-F3
Comm./Ded. N/A
Recording (Large Ensemble Recording) Symphonia, Symphonia Two: La Morte
dell Oom, Mark Records.

(Table 23. cont.)
GENERAL DESCRIPTION: Renwick, composer and horn player, composed

Dance for brass quintet in 1973. Dance evokes a Greek folk dance quality by employing

asymmetric and mixed meters.

TECHNICAL CONSIDERATIONS: The range of the first euphonium part places
Dance outside of the range of most high school players, which may warrant the work a

level IV rating. Fortunately, the note (D5) is approached by a scale with a crescendo.

REHEARSAL SUGGESTIONS: The asymmetric meters and dynamic swells
create the rhythmic interest in Dance. Rehearse this piece in a slow tempo with the

eighth-note subdivision improve the lilting rhythms.
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Table 24. J.P. Sousa, El Capitan.

Composer Sousa, John Philip
Title El Capitan
Arranger Morris, Winston, R.
Publisher Brass Press, The;

See Robert King;
See also Editions BIM

Year 1974
Duration 2:20
Level H-1v
Range R1 R2 R3 R4
Bb2-G4 C3-F4 G2-Ab3 A1-Eb3
Comm./Ded. Written for the Tennessee Tech University Tuba Ensemble
Recording British Tuba Quartet, In at the Deep End, Heavyweight Records, 1991;

Monarch Tuba-Euphonium Quartet, Metamorphosis, Campro
Productions, 1993 & Tubalaté, Light Metal, TUBA CD, 1995.

GENERAL DESCRIPTION: Sousa wrote several of the most popular American
marches including: The Thunderer, Washington Post, The Liberty Bell, Sempre Fidelis,
and of course The Stars and Stripes Forever. Sousa’s El Capitan is based on musical
selections from his operetta of the same name.'® This is the earliest Sousa
transcription in the GTR. As such, the arrangement is fairly straight-forward. Morris’s
transcription essentially keeps the integrity of the four parts throughout the work: first
voice (melody), second voice (counter melody at rehearsal B, melody at the trio,

harmonic support), third voice (a hybrid inner voice part akin to a typical Sousa

160. Carol A. Hess, “John Philip Sousa’s E/ Capitan: Political Appropriation and the Spanish-
American War,” in American Music 16, No. 1 (Spring 1998): 1.
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trombone or horn line), and fourth voice (a standard march bass line throughout). The
practice of moving interesting parts around the ensemble came later in the development

of the repertoire.

TECHNICAL CONSIDERATIONS: Straight forward march arrangement.

REHEARSAL SUGGESTIONS: Careful subdivision of the eighth rests insures

the proper placement of the third triplet. Observe the notated dynamics on the repeated

strains.
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Table 25. J.P. Sousa, The Stars and Stripes Forever.

Composer Sousa, John Philip

Title The Stars and Stripes Forever

Arranger Werden, David R.

Publisher Cimarron Music and Productions

Year (First Print 1979) 1992

Duration 2:00

Level [\

Range R1 R2 R3 R4
Bb2-Bb4 A2-Bb4 F2-F4 A1-C4

Comm./Ded. N/A

Recording Atlantic Tuba Quartet, Euphonic Sounds, Golden Crest, 1978; Euphonic
Tuba's Quartet, Format A4, Artlab; Swiss Tuba Quartet, Power, Pro
Music, 1996. (Unknown arrangement) Miraphone Tuba Quartette,
International Marschparade, Koch International, 1998.

GENERAL DESCRIPTION: Werden takes a different approach from Morris to
voicing this popular Sousa march. In each strain, the melodic material passes between
the top three parts. The first euphonium carries the melody in the first strain, and the
famous piccolo line at the final statement of the trio. The second euphonium is
responsible for the trio melody and harmonic support. The melody of the second strain
and the trombone countermelody at the grandioso are covered by the first tuba part,
while the second tuba plays the bass line throughout. This division of voices shifts the

focus of the audience’s attention from instrument to instrument.

TECHNICAL CONSIDERATIONS: Demanding first euphonium part at the trio.
The trills (especially the trill between D-flat4 and E-flat4) are challenging to reproduce
with a piccolo-like quality. The first tuba part would best be played on a bass tuba due to

the extended high register playing.

REHEARSAL SUGGESTIONS: The excerpt in Fig. 28 shows the division of
material between the four voices. Each of the four lines represents four primary lines of
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the original; as such, no one part should dominate the texture. The first euphonium
should model its articulation and style after the piccolo. The first tuba part is high

because it is notated at the pitch level of the original trombone counter line.
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Fig. 27. J.P. Sousa, arr. D.R. Werden, The Stars and Stripes Forever, Rehearsal F-101.
Half note = 120. © Cimarron Music and Productions. Used by permission.

Table 26. J. Stevens, Benediction.

Composer Stevens, John

Title Benediction

Arranger N/A

Publisher Tuba-Euphonium Press
Year 2003
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Duration 3:15
Level Il
Range R1 R2 R3 R4
G3-Bb4 E3-F4 G2-C4 G1-Ab3
Comm./Ded. For the Sotto Voce Quartet
Recording Sotto Voce, Viva Voce: The Complete Quartets of John Stevens,
Summit Records, 2003 & XL Tuba Quartet, 100% Tuba, Aquarius, 2007.

(Table 26. cont.)
GENERAL DESCRIPTION: John Stevens is one of the most significant

contributors to the tuba quartet repertoire. He ranks tenth on the list of best-represented
composers in the GTR, twenty-first among arrangers; in addition, he is the most-
recorded composer of identified works in the discography. Steven’s works listed in the
GTR span twenty-five years from 1978 to 2003.

Benediction is an original work for tuba quartet in the style of a simple folk song,
similar to Londonderry Air or Loch Lomond. The work features a flowing solo in the third
voice at both the open and close of the piece. Stevens uses effect voice spacing to
create an open and sonorous ensemble sound. The bottom two voices in this excerpt

are never closer together than a perfect fifth.

TECHNICAL CONSIDERATIONS: Lyrical, soloistic passages for first tuba.

REHEARSAL SUGGESTIONS: Benediction is notable for its treatment of
dissonances. The dissonances create harmonic tension through which the performers
can shape the melodic material. This passage contains many non-harmonic tones
including accented and unaccented passing tones, suspensions, retardations, and an

appoggiatura.

There are many sustained pitches in the first euphonium part where vibrato

should be employed for musical effect. The width and speed of the vibrato are a matter
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of personal taste and should be consistent with the style of the piece. There are
numerous method books that address the subject specifically, but as a basic guideline,

the vibrato should not detract from the performance of the line.

Finally, the closing two measures show the need to coordinate the progression to
the final chord of the excerpt. While the first euphonium is sustaining D4, the lower
voices are preparing to resolve the G7 chord. The ensemble communicates its
intentions extra-musically by maintaining eye contact and following the movement of an

appointed player.
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Fig. 28. J. Stevens, Benediction, mm. 42-49. Quarter note = 63.
© Cimarron Music and Productions. Used by permission.

Table 27. J. Stevens, Manhattan Suite.

Composer Stevens, John

Title Manhattan Suite
Arranger N/A

Publisher Peermusic Classical
Year 1979

Duration 15:20

Level v
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Range R1 R2 R3 R4

Bb2-Bb4 Bb1-G4 F1-Eb3 Eb1-F3
Comm./Ded. N/A
Recording Sotto Voce, Viva Voce: The Complete Quartets of John Stevens,

Summit Records, 2004; The Dutch Tuba Quartet, Four Keen Guys,
World Wind Music, 1996; Miraphone Tuba Quartett, Miraphone Tuba
Quartet, Koch International, 1996; Dites-le-moi Tuba, Mosaique, 1993;
Euphonic Tuba's Quartet, Format A 4, Artlab; & Las Tubas de Tucson,
(See Appendix F).

(Table 27. cont.)
GENERAL DESCRIPTION: Manhattan Suite is one of the longest quartets in the

GTR at over fifteen minutes of duration. The work is divided into four movements:

“‘Rock,” “Slow Swing,” “Jazz Waltz,” and “Slow and Free.” Mvts. |, Il, and IV have solo
sections over chord changes, which is not common in the tuba quartet literature.

Stevens provides sample written solos in an appendix for less confident soloists.

TECHNICAL CONSIDERATIONS: Improvisation. Low register in the second part.

REHEARSAL SUGGESTIONS: Figure 30 represents a vamp; a repeated figure
that is harmonically sparse. This vamp, repeated twenty-two times, fits the rock
character of the movement with its syncopated rhythm over a B-flat minor nine (Bbm9)

chord. Observe the notated articulations for the vamp to have an authentic rock sound.

The excerpt in Fig. 31 accents the back beat, also called the off-beat, over a B-
flat major pentatonic scale. An example of a blue note can be seen in the D-flat in mm.
70-71. Blue notes are typically a lowered third, seventh, or fifth scale degree. In this
case, the D-flat represents the lowered third. Steven combines these elements to create

the rock feel of the movement.
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© Peermusic Group. Used by permission.
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© Peermusic Group. Used by permission.
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Fig. 31. Manhattan Suite, mvt. Il, mm. 13-20. Quarter note

Used by permission.
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Fig. 32. Manhattan Suite, mvt. lll, mm. 46-55. Dotted half note = 72.

© Peermusic Group. Used by permission.

The excerpt in Fig. 31 from the second movement exhibits numerous elements of
a jazz ballad. Note the extended chordal harmonies including sevenths and ninths
throughout the excerpt. Stevens utilizes hemiolas to create rhythmic tension and
ambiguity. The harmonic motion utilizes stepwise, often chromatic movement between

chords, which is a common feature of jazz ballad writing.

The third movement excerpt (see Fig. 32), played one beat to the measure,

combines a Flamenco chord progression with soloistic passages. The Flamenco
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progression is I-bVII-bVI-V, which in F minor reads: F minor, E-flat major, D-flat major,

and C major. The accompanying voices are appropriately scored at a low volume.

Suddenly much faster
.
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Fig. 33. Manhattan Suite, mvt. IV, mm. 53-65. Dotted quarter note = 144.
© Peermusic Group. Used by permission.

The final excerpt (Fig. 33) is a low tutti passage that sets up the alternating 6/8 to
3/4 metric feel at the end of the work. The second voice is also scored in this low
register, which can be challenging for euphoniumists to play with clarity. The improvised

solos, all over a B-flat minor chord, begin at m. 91 in the third voice.

Table 28. J. Stevens, Power.

Composer Stevens, John

Title Power

Arranger N/A

Publisher Peer International Corp.;

Year 1978

Duration 2:10

Level v

Range R1 R2 R3 R4
G2-Eb4 C3-Eb4 C2-F3 G1-C3

Comm./Ded. N/A

Recording Melton Tuba-Quartett, Power, Diavolo, 1999; Miraphone Tuba Quartette,
Pictural, Koch International, 2001; Sotto Voce, Viva Voce: The Complete
Quartets of John Stevens, Summit Records, 2004 & Swiss Tuba Quartet,
Power, Pro Music, 1996.

94



GENERAL DESCRIPTION: Power is an energetic original work with funk-
inspired syncopated rhythms. This selection is one of the most recorded works in the

tuba quartet repertoire.

TECHNICAL CONSIDERATIONS: The piece’s range works well for four tubas,
though two euphoniums can also play the top parts. The level IV rating is due to the

rhythmic challenges and metric shifts.

REHEARSAL SUGGESTIONS: Observing Stevens’ articulations is essential to
achieve the funk style. Some of the power Stevens creates in this work is owed to the

pervasive octave doublings.
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Used by permission.
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Both of these highly syncopated excerpts are based on the C blues scale: C, D,
E-flat, F, F-sharp, G, and B-flat. The use of the blues scale and the stylized rhythms

make Power a distinctive piece in the early tuba quartet repertoire.

Table 29. R. Wagner, Elsa’s Procession to the Cathedral.

Composer \Wagner, Richard

Title Elsa's Procession to the Cathedral

Arranger Robertson, Gail

Publisher Tuba-Euphonium Press

Year 1998

Duration 4:00

Level 1]

Range R1 R2 R3 R4
B2-Bb4 Bb2-Bb4 Bb1-C4 (Eb1)G1-C#4

Comm./Ded. For Scott and Sarah Battunis' wedding

Recording N/A

GENERAL DESCRIPTION: Robertson, euphonium performer and teacher in
central Florida, is a founding member and arranger for the Tuba 4’s. This final selection

is an arrangement based on an operatic excerpt (from act Il of Lohengrin).

TECHNICAL CONSIDERATIONS: This work may be more difficult than level I
due to the high range, the modulation to the key of E major at m. 32, and the

challenging fourth part shown in the excerpt below.

REHEARSAL SUGGESTIONS: Robertson’s arrangement moves the melodic
and supporting lines through all four voices. This arrangement is very effective when the
slow dynamic build reaches its climax at m. 82. The excerpt in Fig. 37 (e.g., m. 56 and

57) features voice crossing, a technique in which a generally lower voice sounds higher
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than a generally higher voices. Voice crossing can be an effective way to change the

tone color of the ensemble.
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Quarter note = 66. © Tuba-Euphonium Press. Used by permission.
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CHAPTER SIX
CONCLUSIONS
Less than two centuries old, the tuba family is a relatively new addition to

Western music. The tuba family developed in response to a need of extending the
sound of the tenor and bass registers of the nineteen-century orchestra and military
wind band. While the euphonium has clearly found a home in the brass band and wind
ensemble, it has, at best, held an auxiliary role in the orchestra and a limited role in jazz
and traditional chamber ensembles. The euphonium’s heyday was in the era of touring
wind bands led by John Philip Sousa and Edwin Franco Goldman. By contrast, the tuba
is much better represented in the areas of orchestral music and chamber music. The
number of full-time tuba professional positions, however, is quite limited compared to
more prominent instruments such as the trumpet, piano, clarinet, or violin. Established
in the mid-twentieth century, the tuba quartet has become an excellent medium for
increasing the instrument’s public exposure while teaching the importance of chamber

music to university students.

The tuba quartet is the only chamber ensemble many tuba and euphonium
students experience in American universities. In point of fact, the other brass
instruments (trumpet, horn, and trombone) have more chamber music opportunities
than members of the tuba family. Students of each of these instruments may participate
in studio quartets (where four members of the same family make up an ensemble) as
well as in the brass quintet (with two trumpet parts), and in the case of the horn, a part

in the wind quintet. There are simply too few parts for tuba and euphonium students in
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other chamber ensembles to meet the pedagogical needs of a large tuba-euphonium

studio.

If not for an ensemble such as the tuba quartet, how else would university and
conservatory students approach the great works of the pre-Romantic period? Educators
recognize the value of this repertoire, which is evident in the analysis of the data
cataloged in the GTR that demonstrates the prevalence of works by Bach, Mozart,
Handel, and Haydn. There remains a large body of work suitable but neglected works

from the Renaissance through Romantic periods to transcribe for tuba quartet.

The tuba quartet also provides an opportunity to introduce musical styles that are
often neglected in curricular of many tuba-euphonium students: ragtime, Dixieland, jazz
standards, funk, Latin, polkas, and other contemporary performance styles. These
styles have popular appeal and can be a means to introduce the tuba quartet to a larger
audience. Tuba and euphonium students who gain a solid understanding of these styles

can create new, non-traditional performance opportunities.

The ensemble’s repertoire has grown rapidly over its roughly sixty-year history;
yet there are far fewer original works for the quartet than arrangements. This is certainly
an area for future growth in the repertoire. Ensembles can continue to commission,
premiere, and record new compositions. Quartets can move away from re-recording the
same Sousa marches, Bach transcriptions, and Joplin rags. Original works by John
Stevens, Jan Koetsier, Arthur Frackenpohl, and Alfred Bartles are well represented in

the discography; nonetheless, there are far more recordings of arranged works than

99



original of compositions. Recordings of original works by professional quartets would

greatly enhance the future development of the ensemble.

The pedagogical emphasis of tuba quartets is evident in the ensemble’s relative
isolation to university recital halls and brass instrumental association conferences.
Professional tuba quartets are striving to elevate their ensemble to the level of other
serious chamber groups. Unlike established chamber ensembles, such as the string
quartet, which have an elevated public perception because of their rich history and
repertoire by well-known composers, tuba quartets are challenged with overcoming

negative biases about their instrument and repertoire.

The public’s negative perception of the tuba, as with many other bass
instruments, is due to its size, range, and repertoire. Because the tuba is a large
instrument and sounds in a low register, many perceive the instrument as unrefined,
lacking in technique, and incapable of carrying a melody. Furthermore, the tuba
quartet’s original repertoire is largely by composers unknown to many audiences. These
biases are unfounded, as there are many accomplished tubists who have the virtuosic
technique, expressiveness, and melodious tone quality that one expects of professional
musicians. Tuba quartet repertoire borrows celebrated works from other genres and has

several notable original compositions in need of exposure by highly skilled ensembles.
AREAS FOR FURTHER STUDY

According to the GTR editors, “for the most part, the original TSB [Tuba Source

Book] entries have not been altered in any manner.”'®! Due to the large number of

161. R. Winston Morris and Daniel Perantoni, eds., GTR, ix.
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entries in a document of this scope, one would expect an occasional typographical or
formatting mistake. An example of an erroneous citation in the GTR is the entry for
Greensleeves arranged by Gary Buttery.'®? The work is credited in the GTR to William
Bullet, though the score indicates “Lautenbuch des William Ballet.”'®® Furthermore, the
range indicated for the first euphonium part in the GTR (B-flat-f)'®* does not take into
account the tenor clef marking in m. 22. Therefore, the correct range of the first
euphonium part should in fact read D-c”. Finally, the arrangement was originally
published by Whaling Music Publishers in 1978, but acquired by Cimarron Music and
Productions in 1994. Scholars could identify and correct these errors in future editions
of the GTR and suggest corrections to the appendices included at the conclusion of this

document and online at http://sites.google.com/site/tubaquartet.

The information contained in the GTR is due for an update, as it has been nearly
seven years since its publication. In addition to changes in the publication status of the
works, many works have been written and recorded since 2005. The discography in
Appendix F lists at least 150 tracks recorded since 2005 (and many online recordings
that were not included in the GTR). All the King’s Tubas member Tim Olt has published
at least seventeen tuba quartet arrangements through Cimarron Music, none of which
are listed in the GTR. This document has also shown that the GTR editors may have
missed works published during the editorial deadline.®® As a result of the errors found

in the Buttery entry (among others), the omission of works published before 2005, and

162. Ibid., 299.

163. From the lute book of William Ballet.

164. See Fig. 40. GTR octave designations.

165. Note the omission of Forbe’s arrangement of St. James Infirmary.
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the need to update the catalog with new works, a review of all GTR entries is warranted

for future editions.

Future studies of tuba quartet repertoire could examine the works for quartet and
auxiliary instruments (rhythm section, flute, narrator, etc.) included in Appendix H. An
analysis of part ranges or durations compared to difficulty ratings, or identifying popular
genres, would also be of interest to the tuba community. Additionally, the ITEA Journal
reviews many new tuba quartets and contains recital programs that may be successful

sources for further study.
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