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PREFACE

In presenting thlis material in the form of a short thesis
it is my sincere wlsh to expose the different types of tympani
scoring from the "Classical Era" to the present. I have fur-
nished substance chronologically how this instrument became
part of the modern orchestra from the historical survey and
excerpts extracted from scores shown in the bibliography. It
also has been my earnest desire to trace the growth and devel-
opment of this tonal membranic instrument from composers who
knew its value to blend it with other cholrs of our great
ensemble, and play its part solo at the discretion of various
composers. Through years of scientific research, our inventors
have glven us & proper lnstrument to work with, although it
will be some time before nature's elements, humidity and tem-
perature can be conquered by this sensitive instrument.
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THE TYMPANI

DEVELOPMENT AND USE TO THE PRESENT

Long before the dawn of civilization. primitive man was
fascinated by the sound of the drum and belleved it to be the
voice of the spirit. In due time the cult grew, and thé drum
became a partlicular oblect of worship. Like the ark of the
Hebrews, 1t was taken into battle to galn victory over the
enemy. The warrior would rub 1t on his thighse, and he was
immediately endowed with irresistable strength, while the
voice of the spirit was found very effectlve 1in creating fear
and dismay 1n his enemies.

The horn arrived and vplayed its countervart with the
drum. Martial music becomes a separate function and the horn

"gearind

its first exponent, by virtue of its speclal value in
the foe".l

With the Egyptians, military music had an important
place, their chief instruments beilng the trumpet and drum,
which, says Sir J. Gardner Wilkinson,2 were utllized to remu-

late and enliven the march as is the custom in modern armies.

1. Rawbotham, "History of Music", 1885
2. Wilkinson, "The Ancient Egyptlans", 1833
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2.

The drum faded away from military music in the Roman,
Saxon, and Dane armles. The horn was the chief warlike instru-
ment in their armies. The Greeks employed the flute to march
the army into battle.

It was not until the twelfth cehtury we hear of the drum
being used. It was not until this time, the era of the Cru-
sades, when the soldiers of the Cross came in contact with the
Saracens, they found a civilization vastly superior to their
own; and that great intellectual ferment which succeeded those
religious convulsions, leading to the revival of learning in
Europe, had its roots in Saracenic culture. Even the renais-
sance of the military art was born of the Crusades. One factor
at least -- the military band, which no doubt copied the
Saracens3 will claim attention here. The Hon. J.W. Fortescue
tells us4 that in the Saracen army minstrels were employed to
indicate a rallying point. The musical display of the Saracens
is described by one Crusader5 as comprising trumpets, clarions
horns, plpes, drums and cymbals -- & prodigious array, creat-
ing a horrible nolse and clamor.

One thing especially took the Crusaders' fancy, and that
was the Saracen side drum and kettledrum, which were then un-
known 1in European millitary music.

With the dawn of the slixteenth century came the renalis-

sance of the art of war in Europe and soldiering was being

3. Michaud, "History of the Crusades"
4, Fortescue, "History of the British Army! 1899
5. Geoffrey de Vinsauf, "Chronicles of the Crusades"
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gradually consolidated into a system. In the companles of
"foot" the side drum was retained for conveying commands, and
in company with the bagpipe provided excellent marching musie.
The only musiclans employed in the army were those attached
to the sultes of the great military officers.

Kettledrums, like trumpets, were aristocrats among
instruments. Possession of them was the prerogative of royalty
and nobility. Used at dourt functions, in the church, on im-
portant state occaslons, a token of distinction permitted only
to the life guards and mounted regiments which had won them on
the battlefield, the drums always held a high position until
soclal changes brought them down to the orchestra platform and
the theatre pit.

It is almost certain that the kettledrums came from the
Orient and were captured on the battlefield by Occidental
people. There were three points of contact which brought the
kettledrum into Europe. On the eastern shore of the Mediter-~
ranean they came into the possession of the Crusaders; in the
Southwest they penetrated through the contact of the Spaniards
with the Moors; anil they came to western Europe through Russia
Poland, and Hungary.

The first evidence of the kettledrums 1s in the tenth
century encyclopadia of the 'Ihwan-al-Safa'. The book enumer-
ates the bowl drum 'qasa'. As far as we can tell, the kettle-
drume originated in two forms. The older one can be seen on a

relief at Tag-1 Bustan in Persia carved about 600 A.D. and
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representing a drummer with a small shallow bowl drum which
stande on the ground and is struck with one or two sticks. The
other form, the larger drum, is found in Mesopotamian minia=
tures of the twelfth century A.D. The first of them glves an
invalueble clue to their orlgin; instead of being rounded, the
instrument has the flat bottom of a pot drum. Thus, it seems
probable that the larger kettledrums were derived from the pot
drums of the primitive man, which on a higher level are de-
picted on the Hindu-Javanese temple at Borobudor 800 A.D.
Through many centurles the Persian miniatures depict them as
Ereserving the same form. Later on, the kettledrum was rounded
like an egg; this may have been an adaption to facilitate
carrying the drums on the back of a horse or camel. In all the
iniatures two drums of different size are used simultaneously
ﬁhey are placed on the ground and inclined not towards the
blayer, as 1n occidental orchestras, but away from him.

In Europe, the kettledrum can be traced back to the thir-

teenth century, but our latest and formal data on the history

f the 1lnstrument is given to us by Nlicholas Bessaraboff, who
ells us, in western Europe the earliest traceable date is
303, when the term "naccherone" was used. In 1304, Janino le
Nakerer is mentioned in the list of minstrels of King Edward I,
but no details or description is given until 1309, Through
Jean, Sire de Joinville and chronicler of Louis IX, left us a
Hescription, "les nacaires", or "nakers" as they were called

lln England about the same period, were small kettledrums which
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could be carried at the waist of the performer.
It is not known when exactly the larger drume assocliated

with cavalry first came into Europe. Galp1n6

suggests that
they were brought by the Hungarians from Scythia, and this
seeme probable, particularly, when one considers the movements
of the nomadic Scythians and other wandering peoples in the
early centuries of the Chrisﬁian era.

The Arablan and Egyptian kettledrums are worth mentioning
gince they throw considerable light upon the early use of the
cavalry kettledrums in Europe. These "naqgareh" are slung on
elther side of a camel, on which the performer is mounted. The
drum on the right of the player measured about two feet in
diameter, while that on the left about eilghteen inches, 1l.e.
they are placed opposite that of the orchestra.

Very important historical material 1s furnished us by
Pere Benoit who writes of the embassy sent by Ladislaus V,
King of Hungary, to Charles VI, King of France, in 1457, to
ask for the hand of his daughter Magdalen. He writes of
"tabourins" which were large kettles. Dr. Sachs, commenting
upon this, remarks that in the middle of the fifteenth century
the large kettledrums were already known in Hungary, but not
in western Europe.

In this connection it 1s an interesting fact that Henry
VIII tried to procure from Vienna kettledrums which could be

carried across the saddle, after the Hungarian manner. This is

6. Galpin, "0ld English Instruments of Music"
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additional testimony that the Hungarian drums differed from
those used in western Europe.

About 1500, those large drums were introduced to Germany .
In his "Musica getulecht" (1511) Virdung writes that "now
with us" the name tympana is given to the big army kettledrums
of copper. It was during this time the kettledrums had under-
gone an essentlal change. Instead of laces, such as were used
in Asia and eastern Europe, some screws were attached around
and about the head which raised or lowered an iron hoop
stretching the skin,

Germany had become the center of kettledrum playing. As
early as 1384, Duke Philip of Burgundy had sent one of his
drummers to Germany to learn the art of playing. later, the
kettledrum was considered a specifically German instrument.

In the seventeenth and eighteenth centuries German
kettledrummers were celebrated throughout Europe. For a long
time there had existed in Germany gullds of trumpeteers and
kettledrummers, their privileges having been defined by impe-
rial decrees 1ssued in 1528, 1623, and 1650. Moreover, trum=-
pets and kettledrums, being the prerogative of the nobly born,
were forbidden to ordinary minstrels, and even the players
attached to a nobleman's establishment, were not allowed to
verform except on his requisition.

The introduction of the kettledrums into the orchestra
took plage around 1670. Lully is usually credited with the

first use of the instrument in his opers, "Thesee", 1675,
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being cited as the first score in which they appear.
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The above example 1is taken from the prologue, accompanied by

trumpets, hautbois, and strings. There was no definite pitch

glven to the drums at this particular time.

Evldence points to the fact that kettledrums figured in

many of the masques which were produced in England from 1604

onwards. The earliest examples found occur in Jonson's "The
Golden Age Restored" (1616) and in James Shirley's "The
Trumpet of Feace” (1634). During this period the drume were
played ad libitum.,.

In regard. to tuning, the interval of a perfect fourth
was the rule, having been derived from the technique of its
companion, the trumpet. Before the close of the seventeenth
century, composers had recognized that the kettledrums pos-
segsed certaln artistic qualiﬁies thet could not be over-

looked. In 1692, Purcell used the drume, "solo" in the Sym-

‘frhony to Act IV of his "Fairy Queen".

With Bach and ﬁandel, the use of the instrument was

chiefly rhythmical, although the startling solo in “andel’'s

"Semele" shows the dramatic possibilities were not ignored by

this composer. The "roll" was not written to any extent at




this particular time, but there i1s no doubt whatsoever, that
drummers 4id roll on long notes, particularly at the end of
the composition.

It 1s not known when the actual written rolls began to
appear 1in scores, but the fact remalns, that composers in the
late seventeenth century and early eighteenth century had
difficulty with the notation. There 1s a theory that the word
"tremolo" was written above the long note.

The compass was very restricted at this time, C and G,
and D and A being the favorite tunings. Further, the kettle-
drums were for the most part treated as transposing instru-
ments. This writer found himself in the wrong key a few times
due to the fact the notation appeared written C and G, and thJ
composition was in the key of D major, therefore quick changesd
on both drums were necessary. This difficulty was remedied by
later Handel and lMozart, when the tympanl parts were written
in the actual key.

It is not until much later that we find the drummer
expected to be able to changs the tuning of his drums during
the course of a movement. In the tympanli part added by Mozart
to Handel's "Messiah", the performer had to change from A and
D to @ and C, in eleven bars. There was lust time to do this,
the tuning being effected by means of a loose tuning key, and
not by separate handles to each screw, as is the case today.
But, although there was ample time available, Mozart did not

require the player to tune the C back to D in order to obtailn
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the dominant of G in which key the choruse closes. Tuning in
fifths was unusual in this period. Mozart, however, mist have
recognized the value of tuning in fifths as well as in fourths
since in his curious "Divertimenti" for two flutes, three
trumpets in C, two trumpets in D, and four drums in G, C, A,
and D, composed about 1773, the fifth 1s used, though betwseen
one drum of one palr and one of the other. The parts appear to
have been written for one player performing on two palilrs of
drums.

Haydn,himself a tympanlist, used tunings in fifths as well
as fourths, and betwesen them, “aydn and Mozart increased the
compass of the drums. In his (Haydn) "Military Symphony" (1794
we find tympani tuned to fifths, G and D, with an entrance on
G in the tenth measure in crescendo fashlion which was quite
rare at this particular time. The crescendo was founded 1in the
Mannheim School, but not associated with the tympani. Also in
this work, we find other percussion besldes the tympani. Haydn
scored for triangle, cymbals and bass drum, and this 1s con-
sldered the introduction of "hardware" into the orchestra.

With Beethoven, we find a school of new tuning. He made
the tympani play a major part in the constructlon of the orch-
estra. His recognition of "color" in the drums warrants notice
especlally in the effect which he achieves in the gtorm music
of the "Pastoral Symphony". He makes use of a heavy roll, for-
tissimo, on a low F to reinforce the bassli and celll in the

thunderous construction. In the first movement of the Fourth

.
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Symphony, he makes use of a striking solo passage in which he
uses the tympanl as a pedal force instead of the lower strings
Beethoven made sure he could make use of the drum at any given
moment. In "Fidelio", he has the tympani tuned to A and E flat
which at that date was absolutely unique. In the Scherzo of
the Seventh Symphony we discover the odd interval of a minor
sixth scored. He makes use of the high F and the A below. This
piteh interval limites the composer of the tonic dominant feel-
ing as far as the root is concerned. As we study the score,
Beethoven scores this interval to furnish himself added punch
in the non-relative modulations, l.e. he goes from F major to
A major, back to F major to D major, which the A drum fur-
nishes the dominant in this key. At letter D, the recapitula-
tion, he returns to the home tonic (F major), to A major again
and then to tonic key. From here he goee to D major to A minor
and A major, of which the low pltch drum gives us the root,
and the dominant feeling to D major once more, and ends on the
tonic of our starting key. Beethoven leaves us without any
dominant feeling coming from the drums, &s one would expect.
The same thing prevails in the Finale of the Eighth Symphony
and the Scherzo of the Ninth Symphony where the tympani are
tuned to octaves. In these two works, the tympani are used in
a most effective way. At rehearsal number 35, we find the
tympani in solo with the bassoon, planissimo, playing octaves,
a difficult passage for the bassoon. The Scherzo of the "Choral

Symphony" offers us a pause and then a cannon burst from the
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tympani on the interval of the octave. This rhythmic - e

.l

1s reveated throughout the movement with the accented note
played on the high F and in certain places the inversion is
played.

The techniques founded by Beethoven offered his contem-
porarles and later composers, as we shall hear about, the ton-

al as well as the rhythmic effect the tympani can produce.

Berlloz has given us the elaborate chord vplaying effect.
In his "Symphonie Fantastique" (1830-1831) he set a new fash-
lon by employing two palrs of tympani, although the 1dea‘was
originally a Mozart foundation, but never exercised in a
large orchestral piece. The score calls for four men (one man
on each drum) but two men can actually execute the passage.
At the end of the Adagio movement, we find the tympani in A
flat, C, B flat and F. Berlioz makes use of these drums in
80lo with the English horn, and he employs two combinations

in chordal form as shown in the example below.
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In the "March to the Gallows", Berlioz scores sdlo for
tympani using the B flat drum of the first tympanist and the
G drum of the second tympanist playing simultaneously, which
creates quite an effect as the second tympanist alternates
between the G and D, which produces a B flat and a G minor
chord. Eleven measures after the first double bar, an effect
is again achieved by Berlloz as the strings play plzzicato,
and the tympani play rapid sextuplets solo in crescendo on
the G, B flat, D and F drums returning to the B flat fortis-
simo, setting off a serles of triplets and dotted eighth note
rhythms throughout the large orchestra.

In the Overture to "Benvenuto Cellini", Berlioz instruct$
two players to perform on three drums, using wooden mallets.
The tympani are pitched in G, B, and D, thus producing the
tonic triad of the work. The three drums are employed in the
chordal fashion throughout, wlth a few instances where one
drum is used.

In contrast to the above mentioned work, Berlioz in his
"Grand Requiem Mass" makes use of eight pairs of drums which
are tuned in different vpitches and ten players are needed to
execute this huge orchestration. He has the bass drum player
tune his drum to B flat and Instructs him to lay the drum on
ite side, and play with two tympanl mallets. The table which
follows gives the various pltches of the tympani in different

sections of the "Mags".
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It is interesting to note that Berlioz made spetial em-
phaslis that certalin types of mallets are to be employed. He
states in his "Treatise upon Modern Instrumentation and
Orchestration" there are three types of mallets to be used:
mallets with wooden ends, mallets with wooden ends covered
with leather, and the type with ends made of sponge. He re-
commended that the sticks be made of whalebone. Since then,
this type of stlck has been replaced by bamboo and malacca
cane. The modern tympanist has as many as six pairs of malletq
at his disposal. The common design is either the "ball" or
"wheel"

or soft felt.

e
4.

5.

6.

These mallets are made by most tympanists, to fit the con-
ductor's taste and their own touch. It 1s safe to say that
Berlioz revolutionized tympanl playing. He had a deep insight
and feeling for the tympanist which is rarely found among

composers.

type head with cork or sponge base covered with hard

NAME OF STICK TYPE OF USE
Small headed sticks of Staccato and preclse
hard felt rhythmical effects
Wooden sticks Specialized rhythmical
effects as 1ndicated
by the composer
Cartwheel type sticks General use and tone
Light, small headed sticks Soft staccato work

Flannel headed sticks Extremely soft staccato
work
Ball type stick All around general use
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During this periods we find another composer busy. In
his opera, "Robert le Diable" (1831), Meyerbeer, himself a
tympanist, wrote a solo passage for a single player upon four
drums tuned to G, C, D, and E. (Aect IV, No. 17) This appears
in the manuscript but in the printed scores the part is
written for three tympani only, in G, C, and D, the celll
and basel playing the entire passage plzzicato, thus filling
the gaps caused by the omission of the E from the drum part

as shown below.

7 ¥ 1 . 1 1 Al ?
Ié%zfi—ii - e . i W S— i 71—
+ DL f’ R - y;a
” ¥

Later, with the completion of "The Prophet" (1849), we
discover another solo, using the same pitches, but this time .

all the drums are printed in score. This solo appears in Act

111,
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With this innovation, Meyerbeer opened the eyes of later com-
posers and allowed the tympanist tc be a soloist using the-
matic meterial instead of being part of the orchestra.

Before the middle of the nineteenth century was reached,

Wesi
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inventors in almost every country in Europe had trled thelr
hands at a mechanically tuned tympani: Stumpff in Holland,
Labbaye in France, Einbigler in Germany and Boracchi in Italy.
At first, the mechanism did not prove entirely satisfactory,
gince perfect intonation would not be achlieved owing to the
lack of homogeneity of texture in the drum-heads. But by add-
ing to the drum ordinary tuning-screws, over and above the
rapid tuning mechanism which waes operated by redals, the
difficulty was overcome, and parts specially designed for the
machine tympani began to be written.

About this time, Wagner came into being with his tympani
scoring. He makes use of two pairs of machine tympani through-
out the "Ring" and"Parsifal"™., His use of the instruments 18
particularly interesting, for he not only took advantage of,
the presence of two players in order to obtain rapidly varied
tunings, otherwise impossgible in a short period of time, But
also devised dynamic and complex rhythmic schemes. In "Die
Walkure"™ (Act I scene 1), Wagner made use of dynamics in the

following fashion.
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It 1s 0dd that Wagner dld.not follow Berlioz in notating the
roll. All present composers notate in the Berlioz manner which
1ls easier and 8lmpler to read. Later in the same work, we
discover (Act II scene 4) the famous Wagnerian scoring of
tympani known to tympanists as "leap frogging". He has one

player tuning to the written pPitches while the other is busy

performing on his drums as the illustration indicates.
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'him, plus keeping his place in the score.

In all his music-dramas, his scoring for this instrument

is effective and heavy. The dynamie employment was inherited
from Beethoven, whom he deeply respected. Through Wagner, the
tympanist is required to have a good sense of pitech in order

to make quick changes while the orchestra 1is sounding around
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i

The "Enigma Variations" (189¢) of Sir Edward Elgar offers|
us something new in the way of tvmpanl scoring. In the seventh
variation or Troyte section at rehearsal number 24, we dis-
cover the tympani pitched in G, C, and high G. This scoring 1is
very odd, especlally in the nineteenth century, with the use
of the high G. This compass is very difficult to obtailn on a
twenty-six inch drum unlese a twenty inch drum was used, which
was not practical at that particular time. To obtain this
pltch one would have to walt for a low percentage in humidity

or perform in a cold and dry concert hall.
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This rhythm appears throughout the variation both in soloi
and tutti. In the thirteenth variation Elgar instructs the
tympanlst to use side drumsticks to roll on the C drum, triple
plano. This ies difficult to execute in this particular dvnamic
plus the fact that the articulation is of the double stroke
varlety instead of the standard single stroke roll used on the
tympani. This original effect of Elgar suggeste the stillness
of the ocean in the Romance section of this work. This roll is

repeated on the G drum, and the pitch cannétibe heard because

of the dynamic and use of hardsticks, leaving us with the
eeling of calmness. This effect, without any hesitation what-

oever, can be claimed solely by Sir Edward Elgar.
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In the works of Richard Strauss, especially "Salome", two
palrs of machine tympanl are required. Being a disciple of
Wagner, his demands were greater than his great predecessor.
In contrast to Wagner who scored for two tympani players on
four machine drums, Strauss scores for one player only, on
the llke amount of instruments. Just before the third scene
we dlscover a passage that could be played on gne drum, using
a pedal freely to attain the desired effect. Strauss starts a
roll, piano, on E in crescendo fashion, and descends chro-
matically to E flat for four measures, to D for the like num-
ber of measures, and hence to C. If a player does not wish to
make use of the above technique in executing this passage, he
can prepare these pitches on four drums, which requires more
time. At rehearsal number 87, Strauss creates quite a musical
expression; as the voice of Jochanaan re-enters, we hear a
solid blow on the A flat, low E, B flat, and C drums in triple
rhythm against a chord of A flat augmented with added sixth
and ninth played fortissimo throughout the orchestra. Between
number 141 and number 142 we have the below figure which lies
comfortably in fingering, a term used by tympanists. This
figure is played with the horns, lower woodwinds, and strings.
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After we hear Salome's wild cry of "Jochanaan'!" the tympani -
enters in a ferocious manner on a group of sixteenth notes

requiring the utmost technique and traversing of the anatomy

striking all four drums at lightning speed.
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Beneath rehearsal number 298, Strauss has made note how to
set up the tympahi. This pattern is unorthodox in the way of
the pltches of the drum order, but it is easier physically to
execute. The illustration below shows how Strauss made note
of this passage, and to the right of the example, the way
this writer would execute this rhythm.
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The above figure i1s repeated and then played in the inversion
later at number 302, but this time in prilano to fortissino
crescendo fashion. Strauss furnishes us with little drops of
effect, such as found at number 331.
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This figure requires speed in the right hand, because con-
secutive blows with the right hand arecrequired, going from
the D to the E flat drums.

As this work comes to a close, we find another figure

that requires speed and technique.
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In performing this figure, one would have to encounter two
consecutive cross-beats from the D flat to the D and C drums.
This is awkward and very 1mpracticable, so therefore one would
have to make use of the D drum left of the D flat drum. The
eXecutant would have to make note of this, otherwise he would
find himself in a tangled mess. Four machine tympani must be
employed throughout, in order to execute this passage.

}

At the turn of the century we find an Englishman of
Swedish descent by the name of Gustav Holst, who made use of
8lx tympani in his orchestral suite "The Planets". The com-
position calls for two performers with at least four machine
and two hand tympani. The drums are divided with each player
using three drums except in the "Uranus" section of the work,
which calls for the first player to make use of four drums
pitched in G, B, E flat, and F, while the second player em-

ploys the remaining drume in F sharp and C, A few bars after
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the F sharp 1s changed to another G at rehearsal number 5,

the below figure takes place.
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orchestral tutti.

These tonalitles are blended with the lower string and wood-
wind choirs in unison and octaves. In part IV, known as
"Jupiter", the bringer of Jjollity, all the drums blast forth

in a fortissimo rage which can be heard distinctly over the
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sonorlities.

P

With Holst, we acknowledge his taste in usage of percussive

As we enter the era of impressionism, we discover a

unique style in notation for tympani. Debussy in his “Gigues"
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has furnished us with written aceclaccaturas.
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This type of notation produces a broad sound. The termi-
nology used in the percussion section is referred to as a
flam. It consists of a light stroke followed by a strong one,
the stronger coinciding with the accent of the music, the

lighter anticipating it slightly.

In Stravinsky, especially in the once rejected "Le Sacre
au Printemps", the tympani play an important role, particu-
larly in the Danse Sacrale of the ballet. The tympani are
notated on three staffs.
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For the performer, a revision must be made in order to make
these passages playable without encountering any difficulty.
The five tympani are divided among the two players, usually
the tympanist of the organization playing three of the drums
while the asslstant or second tympanist performs on the re-
maining two drums including the "inkwell" or tympa&i‘piccoié:
as 1t is referred to by Stravinsky. For the good of the per-

former the parts are copled on one staff making 1t easier to

read.
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For best results in resonance it is best if the high F

be played on a twenty-four inch drum, while the low F on a

thirty inch drum. It is strange to note that Stravinsky scores
the tympanl to be in octaves and unison insteasd of making use
of varied tonalities which he has at hand. At rehearsal num-
ber 193, known to tympaniste as "nightmare alley", because of
the constant meter changes, Stravinsky scores for both player
in unison, after they have made quick changes. This doubling
on a minor third (low A and C) produces a frantic paganistiec

effect which fires its way through the cacophony, 1in tutti, of
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the orchestra.

Under the instrumentation Stravinsky makes note that all
five drums should be used by both playvers. This would be quitq
awkward, because the performers would be in each other's way,
also distracting one another which is detrimental in a com-
position of this sort. The paragraph also states when the
second player is not occurled he should help the other in
tuning the instruments so that the first can follow the con-
ductor. As far as my knowledge 1s concerned, the tuning is
limited to the individual performer on his respective drums.

The written high B and B flat are the hlighest vitches
scored for tympani. Stravinsky is given credit for their use,
ahd considered by most tympanlists the father of modern rhyth-

mical and tonal effect.

In contrast to these written high pitches, our attention
is given to Mahler temporarily in his Ninth Symphony. Between
numbers 38 and 39 in the “Rondo Burleske", #ahler scores for
A on the first space, D on the third line, and then after a
few bars, the tympanist is plunged into the depth of a low D,
one octave below the higher drum. Except for an oversize tym-
pan?} correct intonation on such a low note could be reached
and sound its best on a hot and humid day. The dry air of our
concert halls is not conducive to a player's peace of mind in
such a situation. There 1s definite feeling that Mahler's

scoring for the tympani has characteristic trait, tonal rhythn
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in color contrast to other choirs, particularly in the solo
passages. The contrast in the tonal shading 1s as wide and
greatly divergent as any composer has thus far achleved.
Back to Stravinsky, we notice a series of acclaccaturas
in his "Les Noces" (1923). This type of notation and effect
was 1ntroduced to us through Debussy as mentloned but not
used in the same manner. Stravinsky has the performer strike
the initial pitch, which 18 followed by an accent after the

second drum is struck, which appears in a series at number 35.
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.Another example of note foundnin fhis work is at rehears-
al number 90. Here, we discover an innovation in tuning, in
which Stravinsxy instructs the tympanist to change his drums
to low F, and high G, an interval of a major ninth. This 1is
the largest interval ever written for tympani, and through the
daring manner in which Stravinsky wrote, the tympanist has had
an opportunity to pitch his drums other than the conventlonal
intervals plus the consistent meter changes.

9
Later, with findemith, the acclaccaturas are used with a

|broader expression in the first movement of his "Concerto for

Violin and Orchestra" (1939); we find three different tyves.
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The pitch of the drums, positioned in the correct manner, re-
quires the speed as we found in the work of Strauss, to strikd
the respective drums. These figures can only be executed in a
slow movement, otherwise the performer would be limited by

the element of time to anticipate the beat, especially with
the third example, because of the distance which lies between
the drums. This style of scoring has never made its appearanceg

in any other composition in the contemporary era. ‘A e

With the advent of improved machine tympani, a dynamic
character enters the picture in the name of Béla Bartdk. On
completion of his "Music for String Instruments, Percusmsion,
and Celeste™ (19%6), we notice in the score that if no chro-
matic tympanil are to be had, the tympani part should be played
on the piano in corresponding chromatic passages. This substi-

tute would create a diffsrent effect altogether, because of

PEel S
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working order;

iber 180 and 190,

the sonorities the membrane wlll produce when struck and rap-
141y compressed, In order to perform such a work, a player
must be very familiar with the mechanlism of his drums. He must
work with pedals that are free from locking, otherwise he will
find himself in difficulty attempting to manipulate his in-
strument, i.e. he must be sure that the pedals are in good

such an example appears between rehearsal num-
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minor third.

This is repeated by @g}l& in the next bar, followed by the
%ggg& in the third bar. Working with strings is a sensitive
task because of the brilliant tone produced by this choir.
If one is slightly éut of ﬁitch, the error can be detected
very easily, as could be the case with the above example. On
this figure the metronome is set to J: 144, requiring quick
reflexes t0 press the pedal on the fourth pulsation of this
measure. The B flat is not struck, the fourth blow or the
last G is struck producing enough vibration so it (B flat)

can be heard when the pedal 18 pressed down to obtain this

As we continue to study this score, our attention is

bers 330 and 340.

drawn to another figure involving the glissandi between num-
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The best resylts are obtained if one pulsation is glven o
to each elighth note, therefore giving each chromatic the same Jf?zgyﬂi
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value, requiring five half tones between G and A ineclusive, in ;gw“%;“
this five-eight measure. As far as the A sharp 1s concerned, il
1t may be approached two ways, elther by preparing this pitch
on another drum, or continuing in the same manner as the A
was reached. The latter i1s the easiegé and the mdg%'logical
cholice.
As the third movement opens, we hear the tympani answer-
lng the xylophone which is played solo and rubato. The glis-
Irandi are written in the inversion.
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In reaching the F sharp the dvnamic 1s lost, so in turn
ln order to maintain this dynamic and prevent an unwritten
iiminuendo, a roll must be employed, because of the tempi,
Pdagio and adagio molto. In a downward glissando, the membrane
vhen struck has a tendency for its pitch to fade, because the
ylbrations are lessened when the tension is released on the

head of the drum. One fascinating effect is found at one meas-
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ure after number 30. The tempo is slowed down to al piu lento

=46 where the executant makes use of one drum on the follow-

ing notation.
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The descending and ascending glissandl on a perfect fourth

are heard above the orchestra creating a feeling of one riding
on the crest of a wave. This 1s the most difficult passage of
this composition. It is best if number 3 drum 1s tuned to its
lowest pitch on a B flat, l1l.e. the mechanism adjusted to where
B élat will be the lowest note obtalnable on that particuldr
drum, otherwise there will not be any guarantee of returning
to the B flat, as such 1s the case 1in the second measure. Be-
neath this figure, the celeste and plano are playing chords in
series of tritones, non-relative to the pitch used in the tym-
panl, causing greater difficulty in the performaﬂce. At the
end of this third movement, Bartok employs the descending
glissandl agaln on a perfect fourthithie %1me@ going from D
down to A as the tempo is retarded to J:léu Bartdk really
favored this sound, because whenever he feels for thils effecty
he retards the orchestra by degrees so that thie sound becomes
the most prominent, allowing the tympanist enough time to

execute the figure well, through the use of a quarter rest
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between the glissandi, so the performer can pitch the drum to

a D before descending again. pi e v Yy
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As soon as the figure of a glissando is completed, Bartok
instructs the conductor back to tempo primo.

In the "Sonata for Two Pianos and Percussion" (1941),
Bartdk leaves us with a plan how to set up the various per-
cueslion instruments. This work requires at least three machind
tympanl to make a fraction of a second change in pitch de-
manded by the composer. The tympanist and percussionist must
depend on the first planist who 1s also the conductor, for
tempo changes. The first movement is well organized from a
me ter standpoint. The whole movement except for two measures
in the beginning is in nine-elght meter.

In studying this score, a noteworthy example makes its
appearance at rehearsal number 13%3. Here, Barték gilves the
tympanist a continuous roll for twenty-eight measures, with a
written glissando in each measure. This passage 1s performed
on one drum. The performer enters on low F sharp for a measurd
pressing a glissando to A, for the same value, and back. This
interval of a minor third is repeated four times, and then
Bartdk has the player execute an interval of a perfect fourth,

F and B flat in the same manner, which 1s repeated twice, end-

e

15
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ing with an interval of a diminished fourth, F sharp and B
flat, pressed and released five times. This requires a sensl-
tive ear to obtain the true pitches in a short space of time,
plus the fact that one must be familiar with the feel of the
pedal. In the latter part of this movement and througheut the
rest of the work the tympanist is called upon to assist the

percuseslionist in the rhythmic support to the composition.

In the following year (1942), Samuel Barber, a young
American, completed "A Stopwatch and an Ordnance Map", a
work for a full chorus of men's voices and three kettledrums.
Strangely, this mixture blends well, and creates a very dra-
matic atmosphere. Mr. Barber takes us deeper into the realm
of tympani playing. His demands are greater than any of his
predecessors. His new application of tympani occurs about halﬂ

way through this short composition.
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This is a very complex figure to perform due to the
physical aspects one has to undertake in executing this par-
ticular passage. The executant must be seated on & éhair

raised to the height of the drums, allowing his feet to be
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free, so that he may be able to make use of two pedals. The
tympanl are operated in the style as one would pedal a blcycle
After the G flat is struck and the C flat is reached, the
pedal 1s raised with the left foot, while the right drum 1is
struck a single stroke as the vedal is pressed to F. It is
very wise to practice with the mechanism before the performer
makes use of the mallets. This will give the player more se-
curity in timing, after he has learned to coordinate pis feet
in rhythm. For best results, two of the dfums should be ad-
Justed to where the vpedal, when fully released would sound
the lowest pltch written, leaving the executant to concentratd
on the interval of the glissandi and rhythm. When the fourth
measure is reached, the C natural must be reached and sounded
througn the feel of the pedal, i.e. where the C would lie in
relation to the B flat.

With Aaron Copland in his "Appalachian Spring" (1944),

the tvmpanl are scored in & purely melodic style.
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This passage also requires technique with the pedal and the

abllity to stop one tone from sliding into another. This is




34

exercised by use of a muffle with the left hand laid lightly
on the drum to stop the vibratlons. The above passage 1is
doubled in the basses, plano, harp, bass trombone and bassoons
With this combination, the sonority of the tympani is the most
prominent. It 18 wise for the performer to play this passage
Just before concert time, 1ln order to test his drums, and ad-
just them in the right manner. Oddly enough, only two machine
tympani and two hand tympani would be required to execute this
passacaglia. This writer would tune the drums to E, A, C, and
D, using the A drum to obtain G, F, and B. The leading tone onr
B must be pressed while the D and C dArums are sounding in the
eighth and ninth measures. Achievement can only be carried out
through the versatility in mastery of the pedal tympani in
this case, because the ear cannot be employed.

A deferentlial bow must be taken in the direction of our
modern and contemporary composers for allowing the tympanist
to display hlis musicianship and distingulish him from the

drummer in the percussion sectlon, also inviting other com-

in any form of tonality or dynamic. The future shall tell what

is in store_for us.

|

posers to make use of all sonorities offered by thie instrumerjt
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CONCLUSION

To many musiclans the appearance of a tympani part‘is
somewhat startling; in fact, relatively few realize the enor-
mous difference that;there 1s between the appearance of music
that 18 placed before the tympanist to that, for example, of
the concert-master of an orchestra.

The late English tympanist, Gordon Cleather, once said
in a lecture that "a large proportion of the migtakes made by
tympanists are really due to the conductor, or the way in
which the music is written, and to absence of cues, or cues
that are useless and only misleading or refer to instruments
of the orchestra which the tympanigt may be qulte unable to

hear'".

Most of the instruments have before them, as a guide, th
melodies of the work, or at least suggestions of the harmoniej,
together with key signatures; the tympanist is frequently fur-
nished with an almost cue-less part with no key signature or
thematic aids, and must depend on his arithmetical sense and
feeling for form.

Every one must realize that, since the number of bars in
the average work which the tympanist has to play is compara-
tively few, much of his part will necessarily consist of rest.
Accordingly, the player, unless he knows his part, must count

through every group of rests, in order that he may make his
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entrance with c ertainty.

Often the player has to alter the tuning of his drums
while counting rests, and at times this is rather difficult.
This is especlally the case when, during many bars rest, the
time signature changes, for the player has to keep an eye on
the conductor as well as his part (which is a long distance
from his eyes), count the silent bars and tune his drums at
the same time.

For this reason, it would be well if composers would in-
sist on copylsts and publishers cueing the tympanl parts ade-
quately, and arranging rests in them in such a way as to
correspond with the rhythmic structure of the work, so that
the player would have a definite check on his counting from
time to time.

Some contemporary composers have adhered to this, re-
lieving the player of added tension so that he may perform
with relaxation. We shall look to the future with a light of

hope that this realization will come true.
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Terms Used in Tympani Playing

ACCORDATO (Ite)esescecesssseTuned

ACCORDATO PER QUINTAeeseseesTuned to the fifth. Used when
alternative tunings are
possible, e.g. F,C

BACCHETTA (Ite)eescesceecsesTympani mallet

BACCHETTE............-.....oMalletS

BACCHETTE DI LEGNOeceeeeeseeMallets with wooden heads

BACCHETTE DI SPUGNA.ec......Mallets with sponge heads

BAGUETTES (Fre)eesscececsscoMallets

BAGUETTES DE BOISeessseessseMallets with wooden heads

BAGUETTES DUBRES.eseseeeseseoMallets with hard sponge heads

BAGUETTES D'EPONGE....+s....Mallete with sponge heads

BAGUETTES ORDINAIRES.eeeseeeOrdinary mallets

BLOUSER (Fre)eccesccecsceseesTo beat the tympani

COPERTO (Ite)seeseccecsseesssCovered or veiled. Plur."COPERTI"

COUVERTE (Fre)ecsecsccesseesCovered or veiled. Plur.“COUVERTES

DAMP eeeeessessscssecsncseseslO check the vibrations of the
. drum head

GEDAMPFT (GOTrs)sesscsessssscMuted or muffled

GEDI}MPFTE PAUKENees oo esoossosMuted ‘bympa.ni

GEWQSHNLICH (Ger.) .oooobooooUBual

GEWOHNLICHER SCHLAGELe......Ordlnary mallets

MIT GEWOHNLICHEN PAUKENSCHLAGEN...With ordinary mallets

GRIFF (G8rs)ececesssecsseessGrip the knob at the end of the

o handle of the mallet

HOLZSCHLAGEN 44 s esessese s «sMallots with wooden heads

JEI DREI PAUKEN..-..........Thres dmmg each

MUTA (Ite)eeecsescsavscsssssChange, e.g. Muta C in D, change
C to D

PAAR (Gero)oo».ooooooco.o*ooooPair

FUR JEDES PAAR EIN SCHLAGER.One drummer for each palr

PEAU FP.).-...-...-........A dmm head

SANS ETOUFFERLLE SON...s..ssWithout damping the sound

SCHNELL ABDAMPFEN (Ger,.)....Damp quickly

SCHWAMMSCHLAGEL s 4 eoveeeesqssosMallots with sponge heads

SORDINO (It.;...............A mute

TABALLO (Ite)ecscescccsseeesTympan¥. Old Italian term

TIMBAL (Span.)....-..-..-.o-TympanYO

TiBALES (Fr‘.).......-......Tympanl

FIMBALES COUVERTESeeeseessesMuted tympani

UMST IMMEN (Gero)oooooooooootAlter the pitvch

WIRB‘EL...D....Q.QDOOOOOQOOOOA dmm TOll

ZURUCKSTINMMENeesesseesssesssROtune, e.¢. C nach D, Tune C back
to D

ZUSAMMEN.C......Q....."O..'.Together

ZUSAMMEN DREI SCHLAGER...,.sThree drums in all
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