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THE PROBLEMS

A problem involved in writing this piece of music is
one which is present in the composition of any selection of
music. This problem consists of combining the available
material inte an ordered, sensible composition. The facing
of this problem is much like the artist or sculptor deciding
what materials to use on a certalin project.

As the artist must know what to combine to achieve cer-
tain hues he desires, so the composer must know what sounds
he may combine to produce a particular timbre or color effect.,
The composer has to consider the media he is writing for, and
strive to compose music which will sound characteristic of
that particular grouping of instruments.

Music for brass instruments is usually characterized by
the ability of the instruments to sound very regal and noble.
At the same time, brass instruments possess the ability to
give very soft and warm sounds. Percussion music, always
rhythmic and active, is capable of covering the entire dynam-
ic range from the very softest sound to the very loudest
sound. The percussion sectlion is one of the most powerful
sections in the orchestra or concert band. When the brass
and percussion families are combined, the possibilities for
colors and rhythmic expression are almost boundless.,

Another problem involved in the writing of music 1is the

problem of deciding the length of the composition. Too many
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sections will be dull and very tiresome to the performers and
listeners, and too few will have the same effect. It was
felt that the three movements which were written would be of
sufficient length to justify the material that was used in

the composition.
BACKGROUND

In the repertoire of the modern percussionist, the num-
ber of compositions which are worthy of performance 1s very
small. The reason for this lack of repertoire is that the
percussion ensemble as a unit itself is a relatively new
medium.

In earliest times, the percussion instruments were used
as war drums. Crude cymbals added to the cacophony were sup-
posed to inspire and frighten at the same time. 1In the early
Middle Ages, the tympani were scarcely larger than the fist
of a man. Cymbals and triangles were known at the time but
were never considered as members of even the crudest orches- -
tra. In the late Middle Ages, the tympanl accompanied the
trumpet, and the snare drum was used to accompany the flute.
These early snare drums were of wooden construction, with a
gut snare stretched across the lower head. The instrument
was used strictly as a delicate rhythm instrument. Also, in
the late Middle Ages, we find the tambourine included in con-

certed music as well as in the music of jugglers and minstrels.
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Triangles in this era were often made with four corners.
Small rings suspended from the lower limb produced a blurred,
but bright, sound. 1

During the Renaissance, one of the most important de~-
velopments in the field of percussion was the development of
the xylophone. This instrument was developed in the East
and was used in Germany where it was further employed and
improved upon.2

In the Baroque and Rococo periods, the tympani were
used in countries other than Germany. Composers in other
countries gradually began to recognize the value of the

tympani in serious music. Lully was using the tympani in

_a

France in 1670, and they often appeared in the scores of Bach
and Handel. The tympani were customarily used in pairs, and
one was tuned to the tonic of the scale, the other to the
dominant. Due to the many screws holding the head in place,
rapld tuning changes were hard to achlieve so the tympani

were left tuned to the tonic and the dominant. Handel, in

his Royal Fireworks Music, was the first to employ three

tympani.3

lKarl Geiringer, Musical Instruments (New York:
Oxford University Press, 1943), p. 03

2Ibid., p. 112

3Ibid., p. 148
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In the Baroque and Rococo periods, the construction
of the snare drum was improved by replacing the wooden shell
with a stronger metal shell. This gave a clearer sound to
the snare drum. The snare drum was still unable to break
away from its purely military’employment to obtain a place
in serious music. In Holland, the xylophone was provided
with a clavier-type keyboard, but this development was not
Justified and soon d:Lsappea.r'ed.Ll

In the second half of the eightéenth century, the use
of the tympani in the orchestra became more and more common-
place. Mozart was one of the first composers to make use of
the bass drum, in Il Seraglio, in 1782.5 Haydn also employed
the bass drum in his Military Symphony in 1794.6 It was in

this period that Beethoven achieved a mysterious planissimo

effect on the tympanl at the end of his Fourth Symphony. In

the Romantic period, the tympanl underwent some significant
structural changes which facillitated tuning. Cranks and
pedals were added to simplify the tuning of the tympani.
Beethoven was the first to depart from the tuning of tympani

in fourths and fifths.?! In his Seventh Symphony the tympani

41pid., p. 151

5Ibid., p. 181

6Edgar S. Kelley, Musical Instruments (Boston: Oliver
Ditson Company, 1925), p. 21%

TIbid., p. 191
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are tuned in sixths. 1In the Eighth and Ninth Symphonies, the

tympani are tuned in octaves.8 In this era, the snare drum
was provided with metal threaded rods to replace the cumber-
some rope tuning devices. Instruments added to the percussion
section since the Romantic period include: tenor drum, gong
drum, antique cymbals, musical saw, modern xylophone and
marimba, glockenspiel, celesta and typophone. The typophone
is similar to the celesta in that it employs tuning forks
instead of metal bars.

With such a variety of instruments available, the per-
cussionist found himself with nothing to play in the way of
a concerto, sonata or even.a simple solo piece. The solo
pleces 1n existence were the rudimental street cadences of
the American Revolutionary War.

In the early 1920's the scene seemed to be set for
some great change in the world of music. In keeping with
the trend toward mechanization in art and music, George Antheil

composed Ballet Mecanique in 1924, This composition is a

three-part work for four pianos, two xylophones, glockenspilel,
tympani, tenor and bass drums, military drums, gong, triangle,
cymbal, woodblock, large and small airplane propeller and
large and small electric bell. In 1931, Edgar Varese com-

posed Ionisation, a monumental percussion work for thirteen

8Geiringer;'gg. cit., p. 249
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performers and thirty-five instruments. This work contains
such strange sounds as that of a siren and a lion's roar.

Varese noted that the siren could be replaced by a theremin.d

and Celeste, for chamber orchestra. In 1938, he composed

his famous ‘Sonata for Two Pianos and Percussion. In 1942,

Carlos Chavez also noted the need for percussion literature
and the valuable resources being untapped in the percussion

ensemble. He composed Toccata for Percussion Instruments, a

work which 1s heavily shaded with the use of his native Mexi-

can percussion instruments. Also in 1942, Alan Hovahness

~ground. By the late 1950's and early 1960's, the percussion
ensemble had come into a new world, a world of solo and
accompaniment duties. Composers such as Milhaud, Boulez,
Stockhausen, Stravinsky and Shostakovitch have helped to give
the percussion ensemble prominence.

To bring out the qualities of the percussion section,
music must be produced that is specifically intended for the
percussion instruments. The author set out to achieve this
~goal in his composition which is written for brass and per-

cussion instruments.

9Joseph Machlis, Intrcoduction to Contemporary Music
(New York: W. W. Norton and Company, 1961), p. 629




SIGNIFICANCE

This composition 1s significant in that it was written
specifically for brass and percussion instruments. It 1is a
combination of the potentialities of both groups with neither
~group dominating the other. The composition is entirely
original and makes use of a limited amount of tonal and
rhythmic material. It is not an arrangement of a popular

tune or an arrangement of some other composer's material.
DELIMITATIONS

This wqu was written specifically for eleven brass
instruments and six percussion instruments. It 1s three
movements in length. This work is further delimited by the
fact that the music employs only the sounds of brass and

percussion instruments.
CRITICAL ANALYSIS

In the critical analysis of this composition, the
formal, harmonic and rhythmic structure of the work is
discussed.

Formally, the overall scheme of the composition 1is
like the French overture. Its basic structure is made up
of a slow movement, followed by a fast movement, and a final
slow movement. The first and third movements are related

in tempo and in the use of melodic material. The first
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In summary, this composition was influenced by jazz,

rhythmically. The composition was influenced harmonically
by devices used by contemporary composers. In form, the

composition was influenced by the French overture.
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