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The Sorcerer's Apprentice
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Repertory for the Snare Drum

75
. Ravel —BOLERO (ex=dd== coe . —(with master.lessons)

Snare Drum BOL ERO (Ex.;i) ; ——

Tem}:o di Bolero moderato assai
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Permissiun for reprint granted by Durand et Cre, Paris. France, copyright swaers; and Elkan-Vazel Co., Inc., Philadelphia. Pa
For che percussionist this work s  study in concentration nd dynamic coatrol. Memorize the repeated two measures and get to
know the piece well enough so that the mind is free to concentrate on the incessant — almost interminable — crescendo,
2. Rimsky Korsakov — CAPRICCIO ESPAGNOL (Ex. 2)
This is an excerpt which exemplifies the merging of eyes, ears and hands in the solution of problems of orchestral balance

and coordination. For purposes of swudy, we shall divide the example into three sections: (A) Allegro, (B) The long roll,
(C) Andantino.

A. Allegro (Ex. 2a) CAPRICCIO ESPAGNOL (Ex. 24)

Snare DruAnl | o= 120 Nicolai Rimsky-Korsakov
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Copyright by Editions M., .P. Belajeff. Sole Agents: Boosey & Hawkes. Used by permission of Boosey & Hawkes.

1. The accent at the beginaing of the 6th ‘measure is, because of the tie, an accent within the roll; the roll is not stopped for
2 frésh attack,

2. The roll must be maintined a; a forté, however, one must hear the accents,
3. Don't underplay the staccato &th note of the 6th through the 9th measures. Do not confuse the staccato with the accent at this
dynamic level. Granted, the staccato on the snare

sound is nacurally a staccato, However,
the more

staccato,

drum, ss compared to other instruments, is a subtle thing, since the drum

it is possible to distinguish between the crisper sound of the center of the batter head and
ringing sound of the edge, Finger pressure on the stick is also a factor that should be considered in achieving the

-

B. The long roll (Ex. 2b)

CAPRICCIO ESPAGNOL (Ex. 28)

Snare Drum

Nicolai Rimsky-Korsakov
N¢4 TA{'.I&BOIJR SO0LO vivre fes nuances des Trompetfes 77\ Cadence-Violon Solo
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Copyright by Editions M, P, Belaiefl, Sole Agents: Boosey & Hawkes, Used by permission of Boosey & Hawkes.

It is assumed ac chis ‘point that the percussionist now has full command of the roll, The problem, relatively simple in this
case, is that of orchestral balance 10d coordinarion. In this case it is a matter of dynamics to be coordinated with those of the
? trumpers. The composer is telling the percussionist to lisfen when he inserts the dire

ction “'follow thewnuances of the trumpet”;
he does not rely solely on the conductor for chis integration,

! why should the percussionise?
o
Ci} Andaatino (Ex. 2c)

CAPRICCIO ESPAGNOL (ex. zc)

Y icolai Ri -Korsakov
Snare Drum Nicolai Rimsky LAl
\ o Timb.
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This represents a problem of balance within the percussion section. All percussionists must match one another so thar no one

instrument predominates within the phrase. The snare drurn phrase is best realized through alternate sticking. In the full score presen:
ttion of the percussion parts of the “Capriccio Espagnol,” to be found st the end of the book, a berrer understanding of the coordi-
nation needed will be achieved,
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50 Piano Concerto No. 2
Bass Drum
ymbals - Gron Cassa o Piatti.
Css 1o tacent,
III ;.,“2'- S. Rachmaninoft, Op. 18.
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