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IDENTIFICATION OF PERCUSSION PERFORMANCE 
TECHNIQUES IN THE STANDARD ORCHESTRAL 

PERCUSSION REPERTOIRE

CHAPTER I 

INTRODUCTION

Statement of the Problem 
The development and mastery of percussion perfor

mance techniques may be accomplished in a variety of ways. 
First and foremost in the percussionist's general course of 
study is the identification of the basic performance tech
niques inherent to each individual percussion instrument.
The realization of these techniques is often achieved through 

the study of technical studies and etudes such as those 
found in numerous popular percussion texts. Specific per
formance techniques may also be addressed and developed 
through the study and possible performance of certain 
selected published solos and ensembles. Likewise, the 
study of orchestral excerpts provides an additional source 
for the direct application of percussion performance tech

niques to the orchestral literature. For the percussionist 
desirous of entering orchestral performing as a career, the

1



study of orchestral excerpts constitutes a large part of 
his course of study.

At present, there is no standard repertoire list 
for percussion instruments that has been formulated through 
a systematic survey of the major symphony orchestras. For 
the aspiring orchestral percussionist, such a list could 
be extremely valuable in enumerating the literature upon 
which many orchestras assess proficiency. Numerous per
cussion method books are available which contain a limited 
number of orchestral excerpts for percussion instruments, 
although the information in these books concerning the 
excerpted works is often incomplete, usually consisting 
only of an extracted phrase or section from the composition 
with little or no explanation of the specific performance 
problems. To assemble a library of the standard orchestral 
percussion repertoire, at least eight method books would 
have to be collected.

Purpose of the Study
It is the purpose of this study to identify the 

orchestral literature that constitutes the nucleus of the 
percussion repertoire as determined by the audition lists 
collated from the major North American symphony orchestras. 
This document will identify specific percussion performance 

techniques necessary for the performance of this literature, 
and will include an anthology of the standard orchestral



percussion repertoire as an appendix.

Need for the Study
The percussionist needs a study of this type for 

several reasons :

1. it is necessary to identify the standard liter
ature of the orchestral repertoire so that the percussionist 
can become familiar with this music in preparation for 
auditions ;

2. the understanding of specific performance 
problems contained in the standard repertoire is crucial 
for the proper interpretation and proficient execution of 
this literature;

3. through the identification of the various 
techniques utilized in the standard repertoire, the basic 
percussion skills essential to the performance of orchestral 
literature (and literature in general) may be ascertained 
for the purpose of pedagogy.

Review of Related Literature
Although several percussion books contain collections 

of excerpts from the orchestral repertoire, they each suffer 
from one of two limitations. Some of these books are limited 
to a particular category of orchestral literature (such as 
excerpts from the twentieth-century, overtures, or symphonies), 
while others present a collection of excerpts selected by a 
single compiler, chosen according to his personal preferences.



None of these collections is addressed specifically to the 
standard orchestral percussion repertoire.

For example. The Logic Of It All  ̂ contains only 
twenty examples from twelve orchestral compositions, each 
individually presented with valuable observations and 
interpretations. The inverse of this is illustrated by

such collections as Modern School For Xylophone, Marimba,
2 3Vibraphone and Passi Difficili e "a Solo" per Percussioni .

Both contain numerous excerpts from the standard repertoire,
but neither contains identification of performance problems
or recommendations for their execution.

In Techniques of Playing Bass Drum, Cymbals and 
Accessories'̂ and The Snare Drum in the Concert Hall^, sec
tions of the text that discuss various percussion perfor
mance techniques are followed by orchestral excerpts that 
illustrate those techniques. However, most of the excerpts

^Anthony J. Cirone and Joe Sinai, The Logic Of It A l l , 
edited by Sondra Clark (Menlo Park, California: Cirone Pub
lications , 1977) .

2Morris Goldenberg, Modern School for Xylophone, M a r 
imba, Vibraphone (New York: Chappell § Co., n.d.).

^Leonida Torrebruno, comp., Passi Difficili e "a 
Solo" per Percussioni (Milano, Italy: G. Ricordi § Co.,
1977).

4A1 Payson, Techniques of Playing Bass Drum, Cymbals 
and Accessories (Park Ridge, 111.: Payson Percussion Pro- 
ducts, 1971).

^A1 Payson, The Snare Drum in the Concert Hall (Park 
Ridge, 111.: Payson Percussion Products, 1970).



are presented without detailing the technique's application 
to the specific passage.

As the second half of his Modern School For Snare 
Drum^ , Morris Goldenberg includes A Guide Book for the 
Artist Percussionist with sections discussing "General 
Considerations", "Performance Techniques", and "Repertory 
for selected membranophones and idiophones" (exclusive of 
timpani and mallet-played, or keyboard, instruments). The 

"Master Lessons", or observations and comments presented by 
Goldenberg, with respect to specific snare drum passages 
from the orchestral literature, are extremely valuable. 
Succeeding sections deal with the physical characteristics 
and performance techniques of various other percussion 
instruments and generally include excerpted materials per
tinent to each particular instrument. However, the "Master 
Lessons" that were included for the snare drum are absent.

Two related editions are The Gardner Modern Method
2for the Instruments of Percussion and Twentieth-Century 

Orchestra Studies for Percussion^. Though plentiful in 
excerpts, both share a common trait, containing too few

^Morris Goldenberg, Modern School For Snare Drum 
(New York: Chappell § Co., 1955).

2Carl E. Gardner, The Gardner Modern Method for the 
Instruments of Percussion, revised and enlarged edition 
(New York: Carl Fischer, 1945).

^Alan Abel, Twentieth-Century Orchestra Studies For 
Percussion, edited by Henry Charles Smith (New York: G. 
Schirmer, 1970).



excerpts from the current standard repertoire list. Some 
annotations for particular works are included in each book, 
but, in the case of the Gardner volume, most of the compo
sitions presented are no longer frequently performed. The 
original date of compilation (1919) may explain the archaic 
selection of repertoire. Conversely, Abel's compilation of 
twentieth-century literature contains excerpts from thirty- 
nine contemporary compositions. As with most twentieth- 
century compositions, their performance is infrequent and 
therefore they are currently not part of the standard 
repertoire.

All the above collections and method books are 
excellent individual sources of excerpted orchestral liter
ature for percussion. The lack of annotation for some of 
the excerpts or the infrequency of their performance by 
symphony orchestras does not warrant their neglect. Rather, 
the study of any excerpt, regardless of its source, can 
only enhance the percussionist's familiarity and interpre
tation in its eventual performance. It is the author's 
hope that this document will provide an additional means 

toward that end.



CHAPTER II

THE STANDARD ORCHESTRAL PERCUSSION REPERTOIRE

For the aspiring orchestral percussionist, familiar
ity with the standard repertoire is essential. Vic Firth 
states "in preparing for an audition, leave no stones u n 
turned, Know all the standard repertoire at your disposal."^ 
This, although good sound advice, poses an enigma. What is 
the standard orchestral percussion repertoire? To answer
this question, thirty-four major North American symphony 

2orchestras were requested to furnish a copy of their p er
cussion audition/repertoire list from their last percussion 
vacancy.^ Twenty-seven percussion repertoire lists, three 
timpani-only repertoire lists, and one letter (with no list)^

^Vic Firth, "Reflections of a Timpanist," Percussionist 
17 (Winter 1980): 107.

2"Orchestra classification is defined by budget, except 
in the case of college orchestras. Community, under $50,000; 
Urban, $50,000-$100,000 ; Metropolitan, $100,000-$500,000; 
Regional $500,000-$2 million; itajor, over $2 million." 
American Symphony Orchestra League, "Symphony Orchestras," 
Research and Reference Department, Vienna, Virginia, June 
27, 1980. (Typewritten.)

^The Appendix includes a copy of the basic letter 
and the replies from thirty-one orchestras.

*The reply from Joseph Fishman, Personnel Manager,
Los Angeles Philharmonic Association (Appendix, p. 218) states 
their opinion regarding the study of excerpts.
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were received. A summary of the orchestras surveyed and 
their general responses is found in Table 1 below.

TABLE 1

RESPONSES OF ORCHESTRAS SURVEYED

Atlanta Percussion list
Baltimore Percussion list
Boston Percussion list
Buffalo Percussion list
Chicago Percussion list
Cincinnati Percussion list
Cleveland No response
Dallas Percussion list
Denver Percussion list
Detroit Percussion list
Honolulu Percussion list
Houston Percussion list
Indianapolis Percussion list
Kansas City Timpani list
Los Angeles Letter, no list
Milwaukee Percussion list
Minnesota Percussion and

Timpani list
Montreal Percussion list
National Percussion list
New Jersey Percussion list
New Orleans Percussion list
New York No response
North Carolina Percussion list
Philadelphia Percussion list
Pittsburgh Percussion list
Rochester Percussion list
St. Louis Percussion list
San Antonio Percussion list
San Francisco Percussion list
Seattle Letter, timpani list
Syracuse Percussion list
Toronto Timpani list
Utah No response
Vancouver Percussion list



Interpretation of Data 

The twenty-seven percussion lists received were 
combined into one Master Orchestral Percussion Repertoire 
List^ (Table 2). This table indicates the total number of 
times each composition or percussion technique was requested 
by the twenty-seven orchestras surveyed. Those compositions 
appearing five or more times on the Master List constitute 
the Standard Orchestral Percussion Repertoire List (Table 3). 
Fifty individual requests appear on the Standard Orchestral 
Percussion Repertoire List and represent the works of twenty- 
nine composers. The number of composers (by nationality) 
and the number of individual requests for each group are 
listed below.

Number of composers Number of compo- 
Nationality represented_________  sitions requested
Russian 9 23
German 6 8
French 5 8
Hungarian 3 4
American 3 4
Italian 2 2
Bohemian 1 1

29 50
A synopsis of the number of compositions requested

for each instrument is listed below. (See Table 2 for a
complete listing of the specific titles.)

^Appendix II provides a complete categorized listing 
of the individual audition lists received. This- information 
is cross-indexed by (1) instrument, (2) composer, (3) title, 
and (4) orchestra.
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Number of compositions 
Instrument requested_______________
Xylophone 10
Snare drum 9
Bells  ̂ 8
Timpani 6
Tambourine 5
Bass drum 4
Cymbals 4
Triangle 2
Castagnets 1
Bass drum with cymbals __1

50
The five most requested compositions and the number 

of orchestras requesting them are listed below.
N o . of

Composer Title Instrument requests
Dukas The Sorcerer's Apprentice Bells 24
Gershwin Porgy and Bess Xylophone 23
Tchaikovsky Romeo and Juliet Cymbals 23
Rimsky-Korsakow Scheherazade Snare drum 19
Dvorak Carnival Overture Tambourine 19

In general, the following criteria may indicate

reasons for the appearance of specific compositions:
1. they are frequently performed;
2. they contain a solo passage for a percussion 

instrument ;
3. they contain a passage for a percussion instru

ment that is technically and/or musically 
difficult.

Not all solo passages are difficult, yet the fact that it 
is a solo often demands its inclusion on percussion audition 
lists. In some cases, these exposed solos are found in

^Timpani is occasionally requested at percussion 
auditions as the percussion position is sometimes co-tim
panist. Chapter IX provides a more detailed discussion of 
this circumstance.



11

"popular" or frequently performed works such as Liszt's 
Piano Concerto No. 1 in Eb (triangle). Likewise, many 
passages which are not solos may be quite difficult and 
appear on audition lists in order to assess the percussion
ist's proficiency. Some audition lists include requests 
for particular performance techniques (e.g., roll on bass 
drum for sixteen counts with an eight count crescendo and 
and eight count diminuendo) although such requests are 
often abstracted from the repertoire.

By examining the individual percussion parts^ to the 
requested compositions appearing on the Standard Orchestral 
Percussion Repertoire List, specific percussion performance 
techniques can be identified. The identification and 
subsequent mastery of these techniques may provide the 
insight necessary to perform the Standard Orchestral 
Percussion Repertoire.

^The majority of the musical examples quoted through
out this document are faithful reproductions of the original 
"published" parts supplied by the various music publishers 
(some have been "cleaned up"). The fact that some of the 
parts are engraved while others are in "published manuscript", 
along with the general inconsistencies of notational styles 
from one publisher to another, are additional performance 
problems encountered by the performing percussionist.
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TABLE 2

MASTER ORCHESTRAL PERCUSSION REPERTOIRE

Composer
Any
Any
Any
Any
Any
Any
Britten
Copland
Stravinsky
Walton

All Instruments 
Title
Sight reading
Abel excerpts book
Any rep from current/prev. season
General techniques
Goldenberg excerpts
Goldenberg Standard Concertos
Young Persons Guide to the Orch.
Hoe Down from Rodeo
L'Histoire du Soldat
Facade Suite No. 2

Times
requested

4

Any

Any Instrument 
Prepared solo

Bass drum

Stravinsky
Tchaikovsky
Tchaikovsky
Berlioz
Moussorgsky
Mahler
Mahler
Prokofiev
Britten
Mahler
Moussorgsky
Prokofiev
Rimsky-Korsakow
Sousa
Tchaikovsky

Any
Any
Any
Any
Any
Any

1 
6
5 (Scherzo)

Le Sacre du Printemps 
Romeo and Juliet 
Symphony N o . 4 
Symphonie Fantastique 
A Night On Bald Mountain 
Symphony N o . 3 
Symphony No.
Symphony No.
War Requiem 
Symphony No.
Pictures at an Exhibition 
Symphony N o . 5 
Scheherazade 
Stars and Stripes 
Overture 1812
Demonstrate proficiency
General dynamics
General technique
Loud and soft rolls for tone
Roll 10 counts slow, cresc-dim.
Roll 10 counts 2 sticks, crecs.-dim

13
7
6
5
4
3
2
2
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Composer
Any
Any
Any
Any
Any
Any
Any
Any
Payson

TABLE 2 (CONTINUED)
Title
Rolls, crescendo 
Rolls
Rolls, loud
Rolls, soft
Single strokes
Slow crescendo 10 strokes
soft, resonant pp
Steady tempo
TECH. BD CYM ACC, p. 35 1st 20 meas.

Times
requested

Stravinsky
Tchaikovsky
Mahler
Rossini
Tchaikovsky

Bass Drum-Cymbals
Petrouchka 
Swan Lake 
Symphony No. 1 
Overtures 
Capriccio Italien

10
2
1
1
1

Dukas
Respighi
Debussy
Wagner
Tchaikovsky
Stravinsky
Strauss
Mozart
Wagner
Delibes
Kodaly
Rimsky-Korsakow
Glazounov
Ravel
Scriabin
Wagner
Albeniz
Berg
Liszt
Prokofiev
Ravel
Stravinsky
Tchaikovsky
Wagner
Webern

Bells
Sorcerer's Apprentice 
Pines of Rome 
La Mer
Die Meistersinger
La Belle au bois Dormant
Petrouchka
Don Juan
The Magic Flute
Siegfrieds Rhine Journey
Lakme, Bell Song
Hary Janos Suite
Russian Easter Overture
Violin Concerto
Daphnis et Chloe
Poem of Ecstasy
Waldweben
Triana from Iberia Suite 
Three Pieces for Orchestra 
Hungarian Rhapsody No. 2 
Alexander Nevsky 
Mother Goose Suite 
Firebird
Capriccio Italien
Forest Murmurs
Six Pieces for Orchestra

24
13
11
8
7
7
6
5
4
3
3
3
2
2
2
2
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Composer
Any
Any
Any

TABLE 2 (CONTINUED) 
Title
Four sticks (mallets) 
Sight reading 
Trill

Times
Requested

1
1
1

Varese

Caisse Roulante 
Ionization

Prokofiev
Wagner
Debussy
Bizet
Ravel
Rimsky-Korsakow 
Wagner 
De Yradier 
Rimsky-Korsakow

Any

Castagnets
Piano Concerto No. 3 
Tannhauser (Baccanale) 
Iberia 
Carmen
Rhapsodie Espagnol 
Capriccio Espagnol 
Tannhauser (Der Venusberg) 
La Paloma 
Spainish Caprice
Demonstrate proficiency

5
4
3
2
2
2
2
1
1

Berlioz
Puccini
Any

Chimes
Symphonie Fantastique 
Tosca
Sight reading

1
1

Tchaikovsky
Tchaikovsky
Moussorgsky
Rachmaninoff
Debussy
Debussy
Kodaly
Stravinsky
Berlioz
Berlioz
Debussy
Dvorak

Cymbals
Romeo and Juliet
Symphony N o . 4
A Night On Bald Mountain
Piano Concerto No. 2
La Mer
Nocturnes
Hary Janos Suite
Petrouchka
Benvenuto Cellini Overture 
Roman Carnival Overture 
Iberia
Carnival Overture

23
16
9
8
4
2
2
2
1
1
1
1
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Composer
Dvorak
Enesco
Prokofiev
Prokofiev
Ravel
Rossini
Rossini
Sibelius
Sousa
Tchaikovsky
Tchaikovsky
Tchaikovsky
Any
Any
Any
Any
Any
Any
Any
Any
Any
Any
Any
Any
Any

TABLE 2 (CONTINUED)
Title
New World Symphony 
Romanian Rhapsody No. 1 
Symphony N o , 5 
Symphony N o . 6 
La Valse 
Overtures
William Tell Overture
Finlandia
Stars and Stripes
Capriccio Italien
Swan Lake
Symphony N o . 6
Crashes at any dynamic level 
Crashes, loud and soft 
Crashes, series of loud 
Crashes, series of soft 
Crashes, series of quiet 
Crashes, soft repeated 
Effects
General technique
Quarter notes (ppp-fff-ppp) 6 meas. 
Scrape technique 
Suspended cymbals 
Suspended cymbal rolls 
Swish technique

Times
requested

Any
Any
Any
Any
Any
Any
Any
Any
Any
Any
Any
Any
Any

Drum Set
Jazz style
Latin style
Rock style
Disco style
Sight reading
Bossa nova style
Cha cha style
Demonstrate proficiency
Prepared solo-optional
Rhumba style
Swing 3/4 and 4/4 using brushes 
Tango style 
Waltz style

4
4
4
2
2

Any

Gong
Demonstrate proficiency
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TABLE 2 (CONTINUED) 
Mallets

Times
Composer Title reqi
Hindemith Symphonic Metamorphosis 1
Messiaen Sept liaikai (Mamanaka movement) 1
Schuller Little Blue Devil 1

Any Any excerpt in Goldenberg book 1
Any General technique 1
Any Mallet solo of your choice 1
Any Possibly a simple chord progression 1
Any Prepared solo 1
Any Prepared 4 mallet solo 1
Any Roll on two notes 1
Any Three and/or four mallet technique 

Multiple Percussion

1

Any Sight reading 

Ratchet

1

Respighi Pines of Rome 

Snare Drum

1

Rimsky-Korsakow Scheherazade 19
Bartok Concerto for Orchestra 17
Ravel Bolero 17
Rimsky-Korsakow Capriccio Espagnol 16
Prokofiev Lt. Kije Suite 14
Schuman Symphony N o . 3 12
Rossini La Gazza Ladra 11
Debussy Fetes 5
Prokofiev Peter and the Wolf 5
Kodaly Hary Janos Suite 3
Nielsen Clarinet Concerto 3
Nielsen Symphony N o . 5 3
Sousa Stars and Stripes 3
Prokofiev Romeo and Juliet 2
Prokofiev Symphony No. 5 2
Ravel Alborada del Gracioso 2
Ravel Daphnis et Chloe (Suite No. 2) 2
Bizet Farandole 1
Bloch Schelomo 1
Borodin Prince Igor (Polovetzian Dances) 1
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Composer
Debussy
Delibes
Honegger
Khachaturian
Lalo
Martin
Schoenberg
Schuman
Shostakovich
Shostakovich
Sousa
Strauss
Strauss, J.
Stravinsky
Stravinsky
Stravinsky
Varese
Abel
Delecluse
Goldenberg
Goldenberg
Sousa
Any
Any
Any
Any
Any
Any
Any

TABLE 2 (CONTINUED)
Title
Iberia
Coppelia
Pacific 231
Gayne Ballet Suite
Le Boi D'Ys
Concerto
Ewartung
Circus Overture
Symphony N o . 5
Symphony No. 7
Thunderer March
Kaiserwaltz
Die Fledermaus Overture 
L'Histoire du Soldat 
Les Noces 
Petrouchka 
Ionization
Reading from 20th Cent. Orch. Stud. 
Five Pieces Breves (2nd movement) 
Etude in 7/4
Reading from Goldenberg etudes
Any march material
Flams
General technique 
Rolls
Rolls, all dynamics 
Rolls, both loud and soft 
Sight reading
Snare drum solo of your choice

Times
requested

Varese

Tambour Militaire 
Ionization 1

Dvorak

Tambourine 
Carnival Overture 19

Tchaikovsky Nutcracker 16
Berlioz Roman Carnival Overture 11
Rimsky-Korsakow Scheherazade 10
Bizet Carmen 8
Borodin Prince Igor (Polovetzian Dances) 4
Stravinsky Petrouchka 3
Tchaikovsky Capriccio Italien 3
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Composer
Debussy
Grieg
Prokofiev
Ravel
Rimsky-Korsakow

Any
Any
Any
Any
Any
Any
Any
Payson

TABLE 2 (CONTINUED)
Title
Iberia
Peer Gynt (Arabian Dance) 
Symphony N o . 2 
Rhapsodie Espagnol 
Capriccio Espagnol

Dynamics
General technique 
Roll, crescendo to fz 
Rolls
Single strokes
Thumb roll
Use of the thumb
TECH BD CYM ACC, pp. 10-11

Times
requested

2
2

Beethoven
Hindemith
Tchaikovsky
Bartok
Beethoven
Strauss
Beethoven
Beethoven
Schuman
Strauss
Stravinsky
Wagner
Beethoven
Beethoven
Beethoven
Berlioz
Brahms
Brahms
Elgar
Mahler
Shostakovich
Bartok
Beethoven
Beethoven
Brahms
Britten
Carter
Holst
Mahler
Mendelssohn

Timpani
Symphony No. 9 9
Symphonic Metamorphosis 6
Symphony No. 4 6
Concerto for Orchestra 5
Violin Concerto 5
Burlesque 5
Piano Concerto No. 5 4
Symphony No. 7 4
New England Triptych 3
Death and Transfiguration 3
Le Sacre du Printemps 3
Funeral Music 3
Piano Concerto No. 3 2
Symphony No. 5 2
Symphony No. 8 (IV) 2
Symphonie Fantastique 2
Symphony No. 1 2
Symphony No. 4 2
Enigma Variations 2
Symphony No. 5 2
Symphony No. 1 (IV) 2
Concerto for Violin
Symphony N o . 1
Symphony No. 3
German Requiem
Young Persons Guide to the Orchestra 
Improvisations 
The Planets 
Symphony No. 1
Midsummer Night's Dream Overture
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Composer
Mendelssohn
Mozart
Saint-Saëns
Schuman
Shostakovich
Strauss
Strauss
Strauss
Strauss
Stravinsky
Any
Any
Any
Any

TABLE 2 (CONTINUED) 
Title
Symphony N o . 4 
Symphony No. 39 
Bacchanale 
Circus Overture 
Symphony N o . 1 
Der Rosenkavalier 
Don Juan 
Til Eulenspiegel 
Zarathustra 
Oedipus Rex

Times
requested

Classical Sym. 
Rolls
Sight reading 
Tuning

for Timp.(Goldenberg)
2
1

Liszt
Brahms
Berlioz
Rimsky-Korsakow
Dvorak
Dvorak
Mozart
Rimsky-Korsakow
Tchaikovsky
Beethoven
Bizet
Borodin
Glazounov
Prokofiev
Respighi
Tchaikovsky
Payson
Any
Any
Any
Any
Any
Any

Triangle
Piano Concerto No. 1
Symphony N o . 4
Roman Carnival Overture
Scheherazade
Carnival Overture
New World Symphony
Seraglio Overture
Capriccio Espagnol
Nutcracker
Symphony N o . 9
Carmen
Prince Igor (Polovetzian Dances) 
Raymonda Ballet 
Symphony N o . 6 
Pines of Rome 
Symphony N o . 4 
TECH BD CYM ACC, p. 8 #4, 17 meas
Additional work of choice 
Flams
General technique 
Roll, loud 
Roll, soft 
Rolls

17
11
3
3
2
2
2
2
2

Any

Vibraphone 
Sight reading
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Composer 
Schuller 
Williams, R. V.

TABLE 2 (CONTINUED)
Times

Title requested
Seven Studies on Themes of P. Klee 2 
Symphony in D Minor 2

Prokofiev
Prokofiev

Wood Block
Symphony N o . 5 
Alexander Nevsky

2
1

Gershwin
Kabalevsky
Shostakovich
Kodaly
Gershwin
Ravel
Stravinsky
Stravinsky
Copland
Khachaturian
Bartok
Britten
Kleinsinger
Kabalevsky
Stravinsky
Barber
Copland
Saint-Saëns
Anderson
Bartok
Bernstein
Copland
Cowell
Ives-Schuman
Messiaen
Prokofiev
Schoenberg
Schoenberg
Schuman
Shostakovich
Strauss
Any
Any

Xylophone
Porgy and Bess
Colas Breugnon Overture
Polka from The Golden Age
Hary Janos Suite
An American In Paris
Mother Goose Suite
Les Noces
Petrouchka
Appalachian Spring
Gayne Ballet
Music Strings, Perc., Celesta 
Young Persons Guide to the Orch. 
Tubby the Tuba 
Galoping Comedians 
Firebird
Medeas Med. and Dance of Vengence
Hoe Down from Rodeo
Dance Macabre
Chicken Reel
Bluebeards Castle
Candide Overture
Billy the Kid Suite
Symphony No. 11
Variations on America
Oixeaux Exotiques
Scythian Suite
Ewartung
Five Pieces, Op. 16 
Symphony N o . 3 
Symphony N o . 7 
Salome
Sight reading
Sight reading from the show Oliver

23
17
15
12
7
7
7
7
6
5
4
4
4
3
3
2
2
2
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Composer
Stravinsky
Tchaikovsky
Tchaikovsky
Berlioz

Bass Drum
Title
Le Sacre du Printemps 
Romeo and Juliet 
Symphony N o . 4 
Symphonie Fantastique

Times
requested
13 
7 

• 6
5

Stravinsky
Bass Drum-Cymbals 

Petrouchka 10

Dukas
Respighi
Debussy
Wagner
Tchaikovsky
Stravinsky
Strauss
Mozart

Bells
Sorcerer's Apprentice 
Pines of Rome 
La Mer
Die Meistersinger
La Belle du bois Dormant
Petrouchka
Don Juan
The Magic Flute

24
13
11

8
7
7
6
5

Prokofiev

Castagnets 
Piano Concerto No. 3

Tchaikovsky
Tchaikovsky
Moussorgsky
Rachmaninoff

Cymbals
Romeo and Juliet 
Symphony N o . 4 
A Night On Bald Mountain 
Piano Concerto No. 2

23
16
9
8

Rimsky-Korsakow
Bartok
Ravel

Snare Drum

Scheherazade
Concerto for Orchestra
Bolero

19
17
17
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Composer
Rimsky-Korsakow
Prokofiev
Schuman
Rossini
Debussy
Prokofiev

TABLE 3 (CONTINUED) 

Title
Capriccio Espagnol 
Lt. Kije Suite 
Symphony N o . 3 
La Gazza Ladra 
Fetes
Peter and the Wolf

Times
requested
16
14
12
11
5
5

Dvorak
Tchaikovsky
Berlioz
Rimsky-Korsakow
Bizet

Tambourine
Carnival Overture 
Nutcracker 
Roman Carnival 
Scheherazade 
Carmen

19
16
11
10
8

Beethoven
Hindemith
Tchaikovsky
Bartok
Beethoven
Strauss

Timpani
Symphony N o . 9 
Symphonic Metamorphosis 
Symphony N o . 4 
Concerto for Orchestra 
Violin Concerto 
Burlesque

9
6
6
5
5
5

Liszt
Brahms

Triangle
Piano Concerto No. 
Symphony N o . 4

17
11

Gershwin
Kabalevsky
Shostakovich
Kodaly
Gershwin
Ravel
Stravinsky
Stravinsky
Copland
Khachaturian

Xylophone
Porgy and Bess
Colas Breugnon Overture
Polka from The Golden Age
Hary Janos Suite
An American in Paris
Mother Goose Suite
Les Noces
Petrouchka
Appalachian Spring
Gayne Ballet

23
17
15
12
7
7
7
7
6
5



CHAPTER III 

BAR PERCUSSION INSTRUMENTS

For the purpose of this study, the term "bar per
cussion instruments" refers to the xylophone, marimba, 
orchestra bells (glockenspiel), chimes (tubular bells) , 
and vibraphone (vibes or vibraharp),^ The modern physical 

design of these instruments consists of a series of bars, 
slabs, or tubes of wood or metal, graduated in length, 
arranged in two parallel rows chromatically. The bars are 
supported on felt cross supports or suspended at their 

nodal points with soft string.
Each of the four bar percussion instruments-- 

marimba, xylophone, vibes, and orchestra bells, possess 
distinct individual characteristics. Their modes of 
vibration differ, their cross sections vary, different 
bar materials are used, some use resonators, some do 
not, certain types of mallets are used for each instru
ment, and the ranges of the instruments differ.%

The individual characteristics of the bar percussion 
instruments are presented in more detail in Table 4.

^Melodic percussion, tuned percussion, tuned idio
phones, barophones or metallophones, keyboard mallet instru
ments, and the mallet instruments are other terms commonly 
used in referring to this group of instruments.

2James L. Moore, Acoustics Of Bar Percussion Instru
ments (Columbus, Ohio: Permus Publications, 1970) , p . 35.
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TABLE 4
COMPARISON OF BAR PERCUSSION INSTRUMENTS

Instrument Xylophone Bells Vibraphone Marimba
Bar material 1. rosewood

2. synthetic
kelon
klyperon

1. steel
2. alloy

1. aluminum 1. rosewood
2. synthetic

kelon
1. brass
2. bronze

Resonators^ optional none must have 
(contains 
electrically 
driven pul
sating discs 
=vibrato)

must have none

Range of , 
instruments

3 oct. c^-ci 
3ioct. f -c

Zioct. g-c^ 2|oct. c^-f5 
3 oct. f -f

2&oct. c^-f^
3 oct. f -f. 
3&oct. f -c.
4 oct. c -c. 
4joct. A -c. 
4|oct. A -e

lioct. Cn-f? 
l|oct. c -g

Damper
pedal

no no yes no yes

Types of 
mallets 
used

hard rubber
plastic
wood
yarn covered

hard rubber 
plastic 
brass 
wood

yarn or 
cord covered 
(rubber 
core) 
rubber

soft rubber 
yarn covered 
(rubber/plas 
tic core)

rawhide") 
rubber jhammers 

- plasticj

Transpositioi sounds Sva 
higher than 
written

sounds 15va 
higher than 
written

sounds as 
written

sounds as 
written

sounds as 
written

Chimes

lAll resonators manufactured in the United States are cylindrical aluminum tubes 
Zjoel Leach, Scoring for Percussion (Melville, N. Y .: Belwin Mills, 1978).
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The origins of bar percussion instruments are, for 
the most part, unknown. James Blades believes the xylophone
was one of the first known melodic percussion instruments.^

2 3Sibyl Marcuse and Curt Sachs believe the xylophone was
native to Asia. The xylophone has evolved from its simplest 
form of a few slabs of wood or rock placed across the 
player's outstretched legs and struck with a stick to the 
present-day model with its parallel and chromatic arrange
ment of precision-tuned, graduated bars.^ The marimba, 
according to Sachs, evolved alongside the Asian xylophone 
and is described as a "complicated gourd xylophone".^

Vida Chenoweth, noted marimbist and historian, places the 
origins of the marimba in Guatemala as a relative of the 
African xylophone.^

^Jaraes Blades, Percussion Instruments and Their 
History (London: Faber and Faber Limited, 1975), p. 403.

2Sibyl Marcuse, Musical Instruments, A Comprehensive 
Dictionary (New York: W. W. Norton § Co., 1975}, p. 590.

^Curt Sachs, The History of Musical Instruments 
(New York: W. W. Norton § Co., 1940), p. 238.

4Xylophones are generally manufactured in only two 
sizes: 3 chromatic octaves, with a written range from 
to c^, and the more common 3i octave model, from f to c^, 
sounding an octave higher

^Sachs, History of Musical Instruments, p. 54.

^This correlation suggest the possibility of the 
existence of a continental plat.
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The occurrence o£ the word "marimba" itself in Africa 
offers some evidence of the relationship between the 
African and Guatemalan instruments. The word or its 
variation malimba is a Bantu term referring to an idio- 
phone with gourd resonators played by the Shangana-Ndau 
people who live on the coast of Mozambique near the 
Sabi River.1

The orchestra bells^, or glockenspiel, historically 
are a fairly recent addition to the bar percussion family.

It is thought that this instrument came into being 
as an attempt to imitate the French carillons and it 
is in this connection that most of its earliest orches
tral parts appear to have been originally written 
although the present use of the glockenspiel is much 
more flexible and unique in many ways. There are 
opposing opinions as to the origin of this instrument 
as the following two quotations will indicate. "Accord
ing to Gevaert the glockenspiel originated in a toy- 
imitation of the Flemish carillons." [Groves, Vol. I, 
p. 397] Galpin, however, refers to the Jingling Johnny 
or Turkish crescent when he makes the following state
ment. "It has now for many years been laid aside, 
superceded by the lyreshaped glockenspiel." [Galpin, 
European Musical Instruments, p. 238.] In view of the 
early use of this instrument as a melodic voice, it 
would appear that the suggestion by Gevaert is probably 
more correct.3

In terms of the orchestra bells' usage in the orch
estra, James Blades states "in the standard repertoire the 

glockenspiel is the most frequently encountered of these

^Vida Chenoweth, The Marimbas of Guatemala (The 
University of Kentucky Press, 1974), p. 54.

2Orchestra bells are manufactured almost exclusively 
in one size: 2| chromatic octaves, from £  to c^, sounding 
two octaves higher than written -Q ^

3 »E. B . Gangware, Jr., "The History and Use of Per
cussion Instruments in Orchestration" (Ph.D. dissertation. 
Northwestern University, 1962], pp. 220-221.
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(bar percussion instruments).^ Gangware seems to agree.
Of these three instruments (glockenspiel, xylophone, 
and celesta) the glockenspiel has been in use the 
longest period of time, with parts for this instrument 
having been written nearly two hundred years ago.2

The results of the percussion audition repertoire 
survey indicates a slightly different emphasis. The Master 
Orchestral Percussion Repertoire List, which represents all 

the compositions requested at percussion auditions as col
lected through the survey (see Chapter II), includes twenty- 
five different titles for orchestra bells, two for chimes, 
three for vibraphone, and thirty-one for xylophone. Like

wise, the Standard Orchestral Percussion Repertoire List, 
which represents those compositions requested by five or 
more of the orchestras surveyed, indicates eight titles for 
orchestra bells, none for vibraphone or chimes, and ten for 
xylophone.

The development of the chimes^, at least for their 
usage within the orchestra, may be attributed to a weakness 
of the glockenspiel.

Although many music historians agree that it was 
the glockenspiel that came into existence in an effort 
to imitate the carillon, the instrument soon lost that 
association and developed new and more appropriate

1Blades, Percussion Instruments, p. 398.
2Gangware, "The History and Use of Percussion", p. 220.

 ̂ 2^himes are commercially available in two sizes: from
c to f , and from c to gZ, and sound as written . .I
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uses. The attempt to duplicate the sound of church 
bells in the orchestra has resulted in using tubular 
chimes for this purpose. Although church bells have 
been known to Europe since the sixth century A.D., a 
satisfactory attempt to duplicate this sound was not 
successful until the eighteenth century. Since the 
tubular bells or chimes were an attempt to duplicate 
the sounds of church bells, it is usually with this 
association that they are used in the orchestra.1

Blades agrees the chimes were originally intended 
as a substitute for large church bells and adds the following.

Bells have been associated with religious ritual, 
secular life, and musical offering over a long period 
of time. They entered orchestral music, to the best of 
our knowledge, with Bach, and later composers of the 
eighteenth century; in general their use being dramatic 
and realistic...Substitutes for real church bells, in 
addition to producing their harmonic effect with orches
tral colour, as did Manuel de Falla in El Amor Brujo 
('Minuet des Sortileges'), include tubular bells, bell 
plates, mushroom bells and electrically amplified metal 
bars, piano wires and clock gongs.%

Blades further states that "in 1890, tubular bells

appeared with a keyboard (the codophone) in the Paris

Opera House.
Of the four instruments--xylophone, orchestra bells, 

vibraphone, and chimes--the vibraphone^ is the most recent
addition to the orchestral percussion section. The vibra
phone was developed in the United States in the early 1920's

^Gangware, "The History and Use of Percussion", pp. 
232-234.

2Blades, Percussion Instruments, pp. 400-401.
^Ibid. , p. 401.
4The vibraphone is generally,manufactured in two 

sizes: 2l chromatic octaves, from £  to f^, and the more^ 
commonly used 3 chromatic g^tave instrument, from £  to f ,
sounding as written ^  =
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as an experiment in novelty for the Vaudeville theater 
crowd.^

In 1916 Hermann Winterhoff of the enterprising 
Leedy Drum Co. applied a mechanical vibrato to a 'steel 
marimba', where a vox humana effect was produced by 
lowering and raising the resonating chambers by means 
of a motor driven apparatus. In 1921 a development of 
the original principle was applied, whereby the vibrato 
was obtained by alternately opening and closing the 
upper (open) ends of the resonators by means of revol
ving discs. This principle is retained today in the 
present-day instrument. The discs are attached to a 
spindle, one to each of the two rows of resonators.
The spindles are driven by motor mechanism, electric, 
or in some cases clockwork. The repeated breaking-up 
of sound causes it to emerge in a series of pulsations, 
the speed of which is governed by adjusting the revolu
tions of the spindle.2

The vibraphone is also equipped with a damper pedal which,
when activated by the foot, presses a felt-lined rail
against the edges of the rows of metal bars effectively
dampening their vibrations.

Generally any rubber, plastic, wood, or yarn covered 
mallet may be used interchangeably on the bar percussion 
instruments. Mallets are held in the matched grip fashion.

The mallets are grasped about two-thirds the distance 
from the ball of the mallet forming approximately a 45- 
degree angle with the keyboard. The bars are usually 
struck above the resonators (in the center) but may be 
struck on the ends of the accidentals to minimize move
ment and to facilitate technique in fast passages.^

^Blades, Percussion Instruments, p. 408.
^Ibid., pp. 408-409.

^F. Michael Combs, Percussion Manual, edited by 
Charles R. Hoffer (Belmont, California: Wadsworth Publish
ing Company, 1977), p. 103.



30

For the chime mallet, a rawhide hammer is used to strike 
the tubes at the top edge. This edge is capped or rein
forced with an inner metal disc. The chimes also have a 
damper pedal which operates in much the same fashion as 
the vibraphone.

Collectively the repertoire for the bar percussion 
instruments comprise thirty-six per cent (eighteen of fifty 
compositions) of the Standard Orchestral Percussion Reper
toire as identified in Chapter II (bells=sixteen per cent, 
xylophone=twenty per cent). The bell part to Duka's The 
Sorcerer's Apprentice was the most requested composition 
in the percussion audition repertoire survey, appearing on 
twenty-four of the twenty-seven lists received, or eighty- 
eight per cent of all lists surveyed.^

No titles for chimes or vibraphone appear on the 
Standard Orchestral Percussion Repertoire List. However, 
the Master Orchestral Percussion Repertoire List contains 
the following requests for chimes and vibraphone respectively 
(Table 5).

TABLE 5

MASTER ORCHESTRAL PERCUSSION 
REPERTOIRE FOR CHIMES AND VIBRAPHONE

Chimes
T i t l e __________________Orchestras requesting

Berlioz Symphonie Fantastique Montreal
Puccini Tosca Montreal
Any Sight reading Buffalo, Chicago

^Chapter II details how the survey was conducted and 
the Master and Standard Orchestral Percussion Lists devised.
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Composer

TABLE 5 (CONTINUED)
Vibraphone

Title  _____________ Orchestras requesting
Any Sight reading Buffalo, Chicago
Schuller Seven Studies on a

Theme of Paul Klee Houston, Syracuse
R.V. Williams Symphony in D Minor Atlanta, Syracuse

The principal difficulties in playing bar percussion 
instruments may be summarized as follows:
1. executing diatonic or chromatic passages at extremely 

fast tempos;
2. executing passages that progress by disjunct motion;
3. executing passages of rhythmic complexity;
4. executing passages of disjunct motion and complex

rhythmic figures;
5. executing passages where the hands move simultaneously 

in contrary and parallel motion;
6. executing rolls;
7. executing passages which require the doubling of sticking;
8. dampening the sound;
9. manipulating three or four mallets.

The difficulty of any passage for bar percussion
instruments increases significantly when two or more of 
the preceding difficulties are combined. This may be 

attributed to the physical body movement required for exe
cuting these techniques and the slightly tempered kines
thetic experience as the mallets become extensions of the 

sensory muscles.
The variety of mallets at the percussionist's
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disposal today can pose a problem when deciding what mallet 
to use in performing a particular passage. Experimentation, 
experience, and personal preference generally aid in the 
selection process. Cirone offers this advice.

Today's composers may write for a large variety of 
mallets, but in earlier days there was not such a large 
choice; hence, for most classical works, the basic hard 
mallet is used.

This basic hard mallet, according to Cirone, is a
hard plastic mallet and should be used for playing most of
the standard repertoire for the xylophone and bells unless
the composer specifies otherwise.

Xylophone
The ten compositions which comprise the xylophone's 

Standard Orchestral Percussion Repertoire, as determined 
by the survey, contain representative techniques commonly 
associated with the xylophone. The most popular orchestral 
xylophone part is found in Gershwin's Porgy and Bess, 
appearing on twenty-four of the twenty-seven percussion

audition lists surveyed.
2Besides tempo , and the fact that almost every

^Anthony J. Cirone and Joe Sinai, The Logic Of It A l l , 
ed. Sondra Clark (Menlo Park, California: Cirone Publications, 
1977), p. 91.

^"Gershwin meant the Overture to be played like a 
'jazz lick' at a tempo of 112 to the quarter note. Over 
the years, it has gone to 126 to a quarter note. Once, at 
the Boston Pops, a guest conductor had me play it a 176!" 
Charles Smith, "Porgy and Me", Percussive Notes 19 (Winter 
1981), p. 66.
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instrument is playing in unison at the beginning of Porgy 
and Bess, the most obvious xylophone performance problem is 
the sticking. The melodic contour of the opening passage 

is constructed in such a way that it does not "lay well", 
or lend itself to a sticking pattern that is easily mani
pulated on the xylophone. A further complication is pro
vided by a series of syncopated accents. Several sticking 
variations are possible for this passage. Three versions 
are shown in Example 1 and are ascribed to Charles Smith^,

2 3Morris Goldenberg , and Thomas P. Brown respectively.
If the conventional alternating hand-to-hand pattern 

of sticking were to be followed in this example, an exces
sive amount of mallet crossing would occur. Doublings are 
therefore necessary. The problem becomes where to double. 
Right-handed and left-handed players will tend to favor 
their stronger hand. However, spatial relationships between 
the notes (intervals), coupled with the distance the mallet 
must travel laterally are factors in determining sticking.^

^Ibid., p. 68.
2Morris Goldenberg, Modern School for Xylophone, M a 

rimba, Vibraphone (New York: Chappell § Co., n.d.j, pp. T22-123,
^Thomas P. Brown, "Strawfiddle Antics", Percussionist 

10 (Summer 1973), pp. 130-133.
^John Rausch discusses the problem of spacial orien

tation and physical body adjustments that must be made in 
playing any of the mallet-keyboard instruments. Although 
his treatise deals primarily with four-mallet techniques 
for marimba, the "Adjustment to the Keyboard" and his 
rankings of "Relative Difficulties of Techniques Involving



54

Example 1: George Gershwin, Porgy and Bess
»  y  *  «  ^  _

1. R L R L R R L R
2. L R R L R R L R
3. R L R L L R L R

R L R L R R L R  R L R L R R L R R L L R R L R L  
R L R L R R L R  R L R L R R L R R L R R  R L R L  
R L R L L R L R  R L R L L R L  R R L L  R L L R L

^  R L R L  R L R L
2. RL R L R L R L
3. L R L R  L R L R

RLRL RR LR R L R L  RL RL 
RLRL RRLR RL RL RL RL 
RLRL LRLR RL RL RL RL

RL RLRRLRRL RLRRLR 
RL RLRR LR RLRL RRLR 
RL RLLR LR RL RL LRLR

1.R L R L RR L R R L LR R L RL
2.R L R L R R L R  R L R L  R L R L
3 . R L R L L R L R R L L R L L R L

R L R L R R L R R L L R R L R L  
R L R L R L R L R L R L R L R L  
R L R L L R L R  L R L R L R L R

1 . R L R L  R R L R  R L R L  R R L R
2. R L R L  R R L R  R L R L R R L R
3. R L R L  L R L R  R L R L  L R L R

R L R L R R L R  R L L R  R L R L  
R L R L  R R L R  R L R L R L R L  
R L R L L R L R R L L R L L R L

1. R RL RLRL R RL R L R R L R  R L R L  RRLR R L R L  RRLR RL LR RLRL
2. LRLRLRLR LLRL RRLR R L R L  RRLR R L R L R R L R R L L R R L R L
3. L RL RLRLR RL RL L RLR R L R L L R L R  R L R L  LRLR R L L R L  LRL

R L R L R R L L R R L R L R L R
R L R L R R L L R R L R L R L R
R L R L L R L R L R L R L R L R

R L  R L R R L R R L  RLRR L 
R L  R L R R L R R L  R L R R L  
L R L  R L R L  R L R L  RLR L

Copyright 1936 by George Gershwin, 
of Chappell & Co., Inc., New York, New York

Used by permission 
10019.

Lateral Movement and Movement Between Upper and Lower Bars' 
are applicable to two-mallet playing as well. John Rausch, 
"Four Mallet Technique and Its Use in Selected Examples of 
Training and Performance Literature for Solo Marimba", 
D.M.A. treatise. The University of Texas, 1977.
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For example, in measure seven of Example 1, Goldenberg
advocates alternating the sticking, creating an awkward

2crossing when the left mallet reaches b in beats three and
four. Brown doubles with his left mallet between beats one

2and two, thereby allowing the right mallet to be on b .
The problem with this particular doubling is the left hand

2 2must travel up and away (from the body) from e to f# ; a 
difficult lateral movement, even for left-handed players. 
Smith solves this measure by doubling in beat three with 
left-left from down to e^.

Doublings between adjacent bars on the upper and 
lower keyboard are easier and more accurately executed when 
the arm motion is downward and toward the body. Too many 
attempted doublings, from the lower to upper keyboard, have 
resulted in mallets being "stuck" between the bars. Through
out Porgy and Bess, appropriate and feasible stickings may 
be determined using the time-distance factor in relation to 
lateral movement. Other passages in Porgy and Bess have 
similar sticking problems or adhere to more conventional 
alternating patterns (Example 2, author’s stickings).

The xylophone solo in Shostakovich's "Polka" from 

The Golden Age was requested by fifteen of the twenty-seven 
orchestras surveyed and presents a slightly different per
formance problem than Gershwin's work. The sticking con
siderations in the "Polka" are fairly conventional
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Example 2: George Gershwin, Porgy and Bess

R L RLRR L R R L R L  RRLR RLRL RRLR RLLR RLR L R L R L  RRL RRLRLRLL R

A s ^

RLRL .RBLR RLLR RLRL RL RL RRLR RLRR LRR

L R  LRL RLR L R L R  LRLR LRLR L RLRLR LRLRL RLRL R

LRLR LRLR

Copyright 1936 by George Gershwin. Used by per
mission of Chappell § Co., Inc., New York, New York 10019,
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with the principal difficulty arising from the disjunct 
melody. Memorizing the brief passage may aid in accurately 
executing the various melodic leaps, in particular the 
ninths found in the fourth, fifth, and sixth measures of 
the solo (Example 3).

Example 3: Dmitri Shostakovich, "Polka" from The
Golden Age

A n a s H o

lIoa&Ka
@AilegrettoJ=M

Sllofone

TJCST
K 3

Adagio

Polka

$

The second most popular xylophone passage in the 
survey of percussion audition lists is Colas Bruegnon by 
Dmitri Kabalevsky appearing on seventeen of the twenty- 
seven lists. The passages in Colas Bruegnon present no 
particular problems in terms of sticking considerations.
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but like the Gershwin, tempo may present the main difficulty 
if performed presto (j = 126-132)(Example 4).

Example 4: Dmitri Kabalevsky, Colas Bruegnon

mm

5—
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P
The xylophone part to Khatchaturian's "Sabre Dance" 

from the Gayne Ballet is requested less frequently at per
cussion auditions, appearing on only five of the lists sur
veyed. However, tempo is once again the principal perfor
mance problem (Presto j = 184). The repeated sixteenth 
notes five measures after rehearsal [4] and similarly 
immediately before and after rehearsal [9] are often 
played using double sticking (RRLL) (Example 5).
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Example 5: Aram Khatchaturian, "Sabre Dance" from
the Gayne Ballet

Sittfimo Mia
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# m
t o
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I
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Stravinsky's Petrouchka appears on seven of the 
lists surveyed and contains two techniques not found in the 
literature discussed above. In the "Danse Russe" movement, 
Stravinsky notates a glissando. This may be accomplished 

by dragging one mallet across the lower keyboard ("white 
keys") and striking the high £  at the end of the glissando 
and on the beat with the other mallet. This movement also
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calls for the execution of grace notes or embellishments. 
(Both of these techniques are shown in Example 6 .) The 
remaining passages for the xylophone in this movement 
consist of repeated note figures ([37]-[39]), a short 
diatonic figure ([42]-[43]), and an arpeggiated figure ([46] 
to the end of the movement) (Example 6).

Example 6 ; Igor Stravinsky, ’’Danse Russe” , Petrouchka 
Xylophon

Allegro giubto.

!.. r r
y  —

m

Viol S#le

frr.ffre.-r&f- . 1 FF

rraT em p o  I.(Allegrogiiuto)
« Pnco mano'(nmgui//u)fociùai. fcce/. a tempo r a f f .  8 . i

I * *. ♦ ♦  2 B  a BH i

_______ cfesc. etloir*/^—,
I pOTrfum‘"ponrenÆ /?\ 47| /i
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An arpeggiated figure with a slightly different 
complexion can be found in Gershwin's An American In Paris 
(Example 7). Double sticking either of the right or left 
mallet may prove beneficial.

Example 7: George Gershwin, An American In Paris

17
nr. t timpa

Copyright 1929 and 1930 by New World Music Corporation. Used 
by permission of Warner Bros, Music, Los Angeles, California 90069.

Another passage illustrating embellished figures 
for the xylophone can be found in "Entrance of The Emperor 
and His Court", the sixth movement of Kodaly's Hary Janos 
Suite. This composition appears on twelve of the twenty- 

seven orchestra lists surveyed and requires the bells and 
xylophone to perform in unison a passage containing single 
and triple acciaccatura (^J ,^J ) . Placing these time-less 
valued notes before the principal melodic notes without 
disrupting the rhythm presents the foremost performance 
problem (Example 8).

. Xtl-U.COK
Example 8 : Zoltan Kodaly, Hary Janos Suite,

"Entrance of The Emperor and His Court"

m
Copyright 1927 by Universal Edition, Copyright assigned 1952 

to Universal Edition (London) Ltd., London, Copyright renewed 1955, All 
rights reserved. Used by permission of European American Music Distri
butors Corporation, sole U.S. agent for Universal Edition.
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Later in the same movement, Kodaly has written a 
rather awkward passage for the xylophone in terms of sticking. 

The passage may be played by starting with the left hand 
and adhering to the left hand lead principle (left hand on 
strong beats throughout). Some crossing of sticks may be 
necessitated if this principle is followed. Otherwise some 
doubling of mallets might be considered as an alternative 

(Example 9).
Example 9:

îempo

Zoltan Kodaly, Hary Janos Suite, 
"Entrance of the Emperor and His Court"

Copyright 1927 by Universal Edition, Copyright assigned 1952 
to Universal Edition (London) Ltd., London, Copyright renewed 1955, All 
rights reserved. Used by permission of European American Music Distri
butors Corporation, sole U.S. agent for Universal Edition.

The left hand lead concept may also be applied to 
the xylophone's figure at rehearsal [4] and [6] in Gershwin's 

An American In Paris (Example 10).
Example 10: George Gershwin, An American In Paris

Copyright 1929 and 1930 by New World Music Corporation, Used 
by permission of Warner Bros. Music, Los Angeles, California 90069.
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The final measures of the Hary Janos Suite show a 
trill i/W) in the xylophone part (Example 11), although it 
is unclear as to what Kodaly really intended. Part of the 
difficulty in interpreting these measures is due to the 
amibiguity of the notation for a roll. Throughout the 
work, Kodaly has notated sustained sounds for the snare drum 
and triangle with a similar trill marking ( ) . How
ever, since no other roll or trill markings are indicated 
in the xylophone’s part and since all other orchestral 
instruments are sustaining and not trilling in these m ea
sures, the proper interpretation may rest with the conduc
t o r ’s preference.

Example 11: Zoltan Kodaly, Hary Janos Suite,
’’Entrance of The Emperor and His Court”

Copyright 1927 by Universal Edition, Copyright assigned 1952 
to Universal Edition (London) Ltd., London, Copyright renewed 1955, All 
rights reserved. Used by permission of European American Music Distri
butors Corporation, sole U.S. agent for Universal Edition.

George Gershwin’s An American In Paris, cited earlier, 
appeared with some frequency in the survey of percussion 
audition repertoire lists (seven of twenty-seven). Generally 
the xylophone and orchestra bells perform diatonic passages 
and therefore pose no spatial adjustment problems. If, 
however, one percussionist is to play both parts, some prior 
planning may be necessary to help anticipate the frequent
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physical changes from one instrument to the other (Example 12) 
Example 12: George Gershwin, An American In Paris

[ tK!mpO
®  9  ©  3  1 9

poeo fit* Cimè^) 

6® 6 ^Gmbrio

j  I r>*fn-fiJ-fiT*fi 'iriyj-irf
) Kolto m»o

V  /
Copyright 1929 and 1930 by New World Music. Used 

by permission of Warner Bros. Music, Los Angeles, California 
90069.

Although Les Noces by Igor Stravinsky does not 
appear on the percussion audition lists as frequently as 
the works of Gershwin or Dukas (only seven of twenty-seven 
lists), Les Noces does present a number of performance 
problems for the xylophonist. In fact, the inclusion of 
Les Noces on some of these percussion audition repertoire 
lists may be attributed specifically to these performance 
problems as, unlike the other compositions found in the 
Standard Repertoire List, Les Noces is a chamber work for 
vocal soloists, chorus, four pianos, and seventeen percus
sion instruments.

One of the first performance problems to consider



is the constantly changing meter. This is coupled with a 
melodic line that in some passages requires the hands to 
play independently of one another (Example 13).

Example 13: Igor Stravinsky, Les Noces

Virtually all the xylophone's performance problems 
cited earlier in this chapter may be found in the Second 

Tableau of Les Noces. From rehearsal [53] through [64], 
the following techniques are required (see Example 14):
1. a trill: [53]-[55], [58]-[59];
2. four glissandos: between [55] and [58];
3. diatonic and chromatic passages: [57], [59]-[61];
4. simultaneous parallel and contrary hand motion: [61]-[62];
5. contrary harmonic expansion (perfect fifth to major 

tenth): [62]-[64] ;
6 . parallel octaves: one measure before [63];
7. metric fluctuation throughout.
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Example 14: Igor Stravinsky, Les Noces

# M
Ë m i

i ’ ^ L ^  j " 4
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Additional measures requiring parallel and contrary 
hand motion while playing compound harmonic intervals can 
be found in the Third Tableau, rehearsal [70]-[74] (Example 15) 

Example 15: Igor Stravinsky, Les Noces, Third Tableau

III f n i .  «

I k mu - ' r ' c i u  1 : 1

J , 1 r ^

The passage beginning at rehearsal [80] actually 

consists of only two melodic patterns: the first a five 
note pattern (g, f#, e, d, a) while the second a four note 
pattern (a, e, c, g) . Each pattern is repeated seven 
times, although with some rhythmic alteration (Example 16).
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Example 16: Igor Stravinsky, Les Noces

^ r r r f r i r n _ &

The Fourth Tableau, like the Second, contains a 
variety of performance problems for the xylophone. One of 

the more difficult sections is found between rehearsal [93] 
and [95]. These harmonic intervals moving in parallel and 
contrary motion may be performed best if the entire passage 
is memorized. The syncopation magnifies the difficulty 

(Example 17).
Example 17: Igor Stravinsky, Les Noces, Fourth

ggl Tableau



Likewise, the compound harmonic intervals one 

measure before [97] and repeated four measures later 
create problems in execution and might also be 

performed more accurately if memorized (Example IB].
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Example 18: Igor Stravinsky, Les Noces

Numerous other passages for the xylophone can be 
found in the orchestral literature. Some of the more 
notable are: Copland's Appalachian Spring and Rodeo,

Britten's Young Person's Guide to the Orchestra. Bartok's 

Music for Strings, Percussion and Celesta, Stravinsky's 

The Firebird, Kleinsinger's Tubby The Tuba, Kabalevsky's
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Galoping Comedians, and Messiaen's Oiseaux Exotiques.

Orchestra Bells
The orchestra bells (glockenspiel) exist in two 

forms: an early instrument with a keyboard mechanism sim
ilar to a pianoforte action, and the present day version- 
similar to the xylophone.

The early glockenspiel was often activated by means 
of a keyboard which made it possible to play this instru
ment in a manner somewhat different from those in use 
today, which, for the most part, are played by mallets 
held one in each hand. Because of the use of.a key
board during the early history, many parts were written 
for chords, a technique seldom employed today because 
of its difficulty.

At least one-half of the Standard Orchestral Per
cussion Repertoire for bells identified in Chapter II was 
originally intended to be performed on a keyboard glocken
spiel. Herein the principal performance difficulties lie 
since these passages are today generally executed with two 
mallets.

In certain works the part for glockenspiel was 
obviously intended for an instrument with pianoforte 
action, as with Papageno's little bells (Magic Flute) . 
...The florid writing in The Sorcerer's Apprentice 
(Dukas) was at one time generally considered to be 
'a job for the keyboard'.

Further, the published parts to Strauss' Don Juan 
specifies "Glockenspiel (mit klaviatur) and Debussy's La 
Mer is marked for glockenspiel ou celesta. About La Mer

^Gangware, "The History and Use of Percussion", p. 221.

^Blades, Percussion History, p. 399.



b j

Cirone states "for most of the French Impressionist period
of music, composers wrote for an instrument called ’jeu de

timbres', which is a keyboard instrument."^
The use of brass headed mallets on the orchestra

bells receives mixed endorsements from many percussionists.
Peinkofer and Tannigel advise "whenever the sound and

character of the keyboard glockenspiel is desired, mallets
2with small metal heads should be used" , because the original 

keyboard glockenspiel "built as early as 1791 for Mozart’s 
The Magic Flute’’̂  consisted of metal bars which were struck 
with metal heads of a hammer mechanism activated by the 

keyboard.
Except for a brief exposed solo, Don Juan does not 

pose any major technical problems for the orchestra bells 
player. However, since the part is written beyond the range 
of the standard instrument^, the bell’s passages should be 
played an octave lower. Playing the tremolo at double and 
triple piano dynamic levels may pose a problem if metal 

mallets are used (Example 19).

^Cirone, The Logic Of It A l l , p. 130.
^Karl Peinkofer and Fritz Tannigel, Handbook of Per

cussion Instruments, translated by Kurt and Else Stone 
(Mainz: B. Schott’s Sohne, 1976), p. 54.

^Ibid., p. 55.
^The normal range for the orchestra bells is 2| chro

matic octaves, £  to c ^ , and sounds two octaves higher than 
written.
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Example 19: Strauss, Don Juan
GloekenspieL

(■It Klartstsr.)

tr̂ m

The solo before letter [Q] may require some parti
cular attention to the rhythm (Example 20).

Example 20: Strauss, Don Juan

Debussy, like Strauss, wrote beyond the glocken
spiel's standard range in La M e r . Cirone suggests either 
playing the entire part down an octave, or just the passages 
that are written too high.

When parts, such as the opening sound well in the 
high octave, they should be played as written. This  ̂
is an instance when a player must use his imagination.

^Cirone, The Logic Of It A l l , p. 131.
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The impressionistic style of the work may create 
some problems in anticipating the entrances from the 
beginning of the composition to rehearsal [18]. Familiarity 
with the other orchestral parts may provide an aural aid 
(Example 21).

Example 21: Claude Debussy, La Mer
N® 2 —Jeux de vagues

A i l e ( duns on rythme très souple )  Animé
I,. Cor eny.

GLOCE.

i

The remaining passages in La Mer require a soft 

delicate touch (Example 2 2).

Example 2 2: Claude Debussy, La Mer

2119 GLOCE.Assez ta lm é  12 20 10

rr
Cédez nn p ea
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Cédez r»_yoüM_ 23

a n  M o q v *
P‘«F1GLOCK.

GLOCE.

a u Moot* 6

Très animé S 6 ~*®3

GLOCE
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The most requested composition in the survey of 
orchestral percussion audition lists--Dukas' Sorcerer's 

Apprentice--might not pose any performance problems if 
it could be performed on a keyboard glockenspiel as 
originally intended. Such is not often the case.
Instead, the tempo at rehearsal [17] (J*=120], the sixteenth 
note broken chord figures at rehearsal [22] , and the 
sticking are each factors which may make the passage 
difficult. In addition, grace notes are prescribed 
to ornament the melody. For the sixteenth note passage 
one measure before rehearsal [19] and the three measures 
afterwards, Alan Abel suggests two possible stickings^ 

[Example 23) .

Example 23: Paul Dukas, The Sorcerer's Apprentice

lllwik S«*il CLOCK.

p «cfwcAe

rrf'jrc
P<»vi> aniHnito Pill aniniaiido

R L A L #L

Alan Abel, 20th Century Orchestra Studies For 
Percussion [New York: G. Schirmer, Inc., 19)0), p. 2T.
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Double sticking allows the left hand to remain on the upper 
keyboard while the right hand remains on the lower keyboard.

Again the sticking, combined with the tempo and the 
broken chord figure makes the passage from rehearsal [22] 
to [24] difficult. Using a double right, followed by 
three hand to hand strokes for the descending patterns 
(RRLRL) and a hand to hand--starting with the left hand-- 
for the ascending patterns may aid in the execution of this 
difficult passage (Example 24).

Example 24: Paul Dukas, The Sorcerer's Apprentice

All Hoiiv!
K.

ir___

24
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Likewise, rehearsal [52] to the end of the composi
tion may require more sticking considerations [Example 25).

Example 2 5: Paul Dukas, The Sorcerer's Apprentice

3 A t«*iiip<i c>0 30 51 19 52
Sillis p

*,JU|ÜCC ClOtK.
\ "fl Kl.

53 Ell s*»miiit Ptiisaiiiiiié I Ell it»J*'iiiiiil Vif19 III! pfllT 255

In concluding the discussion of the works originally 
intended for performance on a keyboard glockenspiel. Example 

26 provides an illustration of the originally conceived 
passage to Mozart’s The Magic Flute. Even if the orches

tral bell player were to hold four mallets, this part might 
still be unplayable without the aid of the keyboard. There
fore the common practice today is to play the upper melodic 
line only, which in itself is inherently difficult chiefly 
due to the problems encountered in the sticking and the 
spatial adjustments which frequently have to be made.
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Example 26: 

JDie Zauberflote*

NV 8. Finale.
Larshetlo.

W. A. Mozart, The Magic Flute

GLOCKENSPIEL. 
Onvertore tacet.
ACT I.
.V.» 1-7 taceL

R«eit.lao

W  A. Jloxart, V/erk 620 
Andante. ^

31 17 ? 5 C\ 4

Adagio. Prewto 9
Andante. Allegro. ,

Mâ* ' a##*  • *  * ^  A

H" rrirfMr ir \Ui i' ' '
É I  Ir f  i r P f p
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Act II of The Magic Flute contains additional passages 

for the glockenspiel few percussionist would even consider 
attempting on the modern instrument (Example 27).

$

Example 27r W.A. Mozart, The Magic Flute 

GLOCKENSPIEL.
ACT II.
N? 9 -1 8  tueet.

75
leb a S e k te .ie b  « in s e b te . ja  wan ituuT

N9 19. Terzett.
Andante moderato.

1. _■  r-n--- j. k j

N9 20. Arie,
Andante.

\irr» L

1
1 ^  m m

a pp" I — a f— ^ i 1
i

Andante.

Vmü 3.
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A iieero

m
Aadaate

\lI«»rro.

gp F-* j f r\/T\
1%,
T i , r n  1̂

11 1 r\/T\ 1 * 1 /T\ I I

« -é
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The bell (campanelli) part to Respighi's The Pines 
of Rome was requested by thirteen of the orchestras surveyed. 
The first movement, "The Pine-Trees of the Villa Borghese", 
contains several performance problems dealing with the tempo, 
sticking, fast rhythmic diatonic passages, trills, and 
transposition (Example 28).

Example 28 Ottorino Respighi, The Pines of Rome, 
"The Pine-Trees of the Villa Borghese"

Allegreno vivace

«y

Froprielà ti. KICORDt &  C., Ediion ■ itamptiiari. V IL A SO . (Copyhfiii M C M W r. hy ti. Klf.ORDI & (j,.i 
T alti i diritti w no ritervati.
Tons dro iu  d'exécutinn. de difliuioa. de reproductinn el d 'arranpnienl t n r n n .  • XXVIII
iPaiVTFD IM ITALY) IIHPaiVK K> ITAI.I);.

"Used by special permission of Associated Music Publishers, Inc.,U.S. agents for G. Ricordi & Co."
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Two passages require the percussionist to hold three 
mallets and execute A, B, and D major triads: (1) beginning 
thirteen measures after rehearsal [2] (Example 28), and at 
rehearsal [8] (Example 29). The two measure repeated figure 
beginning at rehearsal [9] extends to the end of the move
ment at a fast tempo, with loud dynamics, and trills which 

tend to blur the tetrachord. Since the movement ends 
abruptly and segues into the second movement, the bells' 
ringing sound may need to be dampened or stopped. This 
may be achieved by quickly and quietly touching the reson

ating bars with one's fingers or hands immediately after 
playing the last note.

Example 29: Ottorino Respighi, The Pines of Rome,
"The Pine-Trees of the Villa Borghese"

//

fcj. y>-_ ■_ #.

I
t t tw u  • XXVIIi

"Used by special permission of Associated Music Publishers, Inc.,
U.S. agents for G. Ricordi & Co."
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The bell part to Petrouchka by Igor Stravinsky, 
like the xylophone part, appeared seven times among the 
twenty-seven orchestra audition lists surveyed. Rhythm, 
as in much of Stravinsky's compositions, presents the main 
performance problem [Example 30).

Example 30: Igor Stravinsky, Petrouchka

j^ty-vr ir r-Tp-ir

r r  p ir u x r

$ m
nsu

=*= m f l i l  Come prima.

Quintuplets against a g meter are notated in the Fourth 

Tableau, rehearsal [85]-[87] (Example 31).
Example 31: Igor Stravinsky, Petrouchka

M

-g -y
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Diatonic broken chord passages in triple and duple rhythm 
are notated at rehearsal [27]-[28] and [37]-[39] respectively 
[Example 32]. Syncopation in g meter--and going beyond the 
bells' range--can be found at rehearsal [122]-[123] (Example 
33] .

Example 32: Igor Stravinsky, Petrouchka

Cone primjk

OOKyCT».
Tasehenspielerei. I lie tour de passe-passe.

Liste
Lento. 7

pyCCRAfl.
Russiseher Tanz. I D anse Russe.

4  L g J  12  a i l  8

Violl.

m
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Example 33: Igor Stravinsky, Petrouchka

1 1 g OH A # ^

tace t

Rhythmic complexity is not a performance problem 
in the bell parts of two other compositions frequently 
requested at percussion auditions. Rather, Wagner's Die 
Meistersinger von Nürnberg (requested eight times) and 
Tchaikovsky's Sleeping Beauty (requested seven times) each 
contain passages requiring transposition. The function of 

the bell parts in these instances is to highlight or reinforce 

the melodic line.
Wagner wrote a seven measure passage for the bells 

in Die Meistersinger von Nlirberg, which is repeated forty- 
six measures later, transposed up a perfect fifth. The 
passage occurs thirty measures later in its original form 
with some minor variations near the cadence point (Example 34)

The bell part (clochettes) to Sleeping Beauty 
serves to emphasize the melodic line of the flutes and 
oboes. Transposition and the soft dynamic level pose the 
only technical difficulties (Example 35).
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Example 34: R. Wagner, Die Meistersinger von Nürnberg

Tamburoe Campanelli.
Teeipo nuxlcrutu di Vulsero.

> ivo. 8 2

Campanelli.

¥ erestc. •
VM.

— — .cftli'frrrr
- /  >»

L Z lf  i f r r r r r i f ' f P i f  f f  i f  f f  I f  f  F |̂ ..f f  i^ f f f
crtK . •

12 M<»d«rftto. vi«i.

-  /
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Example 35:: P. I. Tchaikovsky, Sleeping Beauty

“SLEEPING BEAUTY*’
Suite

isa:i.s.8.4. TiCKr.
M2 5. Valse.
Clochettes.

P. Tidiailcowaky, Op. 66a.

AUeffra CTm^UJUm)
i@L_

t04 10»

lOY
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The orchestral literature contains a number of other 
compositions which require orchestra bells. Wagner's 
Siegfrieds Rhine Journey; Delibes' Lakme, "Bell Song";
Kodaly's Hary Janos Suite; Rimsky-Korsakov's Russian Easter 
Overture ; Ravel's Daphnis et Chloe; Scriabin's Poem of 

Ecstasy; Berg's Three Pieces for Orchestra; Webern's Six 
Pieces for Orchestra; and Tchaikovsky's Capriccio Italien 
may occasionally be requested at orchestral percussion 
auditions.

Vibraphone

Although no requests for vibraphone appear on the 
Standard Orchestral Percussion Repertoire List, the Master 
Orchestral Percussion List lists five orchestras--Atlanta, 
Buffalo, Chicago, Houston, and Syracuse--which require 

some performance on the instrument. Two compositions each 
appeared twice on the Master List: Seven Studies On A Theme 
of Paul Klee by Gunther Schuller, Symphony in D Minor by R.
V. Williams. Sight-reading was also requested by two orch

estras .
Familiarity with the vibraphone and its 

mechanical idiosyncrasies may be of more importance than 
the survey suggests. In particular, the use of the damper 

pedal and the electrically operated vibrato may be of concern.
The vibraphone requires the same agile technique 

with two and four mallets as the xylophone and marimba.
In addition the manipulation of the damper pedal de 
mands extremely sensitive control because its task is
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to achieve, by way of almost imperceptibly subtle damp
ings, clarity in quick passages and harmony changes, as 
well as proper slurrings. Under no circumstances must 
there be audible interruptions of sound or noticeable 
impairments of tone quality due to abrupt or overly 
strong damping. 1

The early association of the vibraphone with 
Vaudeville has translated into a closer affiliation with 
the jazz , rather than the classical , style of music. Twen

tieth-century composers have experimented with the instru
ment, partly due to its unique timbrel quality and partly, 
to quote James Blades, "to provide the extraordinary"^
This association with the jazz style may require a more 

serious consideration of the instrument's technical demands. 
Namely, it is typical for the vibist to perform while hold
ing three and four mallets, often providing harmonic accom
paniment. "Pops Concerts", and especially those that feature 
"name entertainers" from the popular and jazz music fields, 
frequently contain vibraphone parts notated in jazz style 
(e.g., chord symbols similar to a figured bass notation). 
Often the vibist is expected to improvise over a given 
harmonic structure, and while most percussionists can per
form traditionally notated vibraphone parts, a vibraphonist 
specializing in jazz may be called upon for such a concert, 
especially if an excessive amount of jazz improvisation is 
expected.

^Peinkofer and Tannigel, Handbook, p. 57.

^Blades, Percussion Instruments, p. 408.
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Occasionally the vibraphonist is requested to play 
with the pedal off, with an accelerating or retarding vibrato, 
for the bars to be struck with the open hand or fingers, 
for the discs in the resonators to be set in a particular 
position [open or closed, or open for one row of keys and 
closed for the other), or to strike the bars with beaters 
not commonly used on the vibraphone (e.g. , snare drum sticks 
or brushes, triangle beaters). Some twentieth-century 
composers have requested a stringed instrument bow to be 
drawn across the edge of the bar creating harmonic overtones.

Chimes

From the results of the survey, expertise in the 
playing of chimes is apparently assumed by auditioning 
committees for the demonstration of proficiency on this 
instrument is rarely requested. However, like the vibra
phone the survey of percussion audition lists may under
estimate some of the performance problems unique to the 
chimes.

Most chimes possess a damper pedal similar to the 

vibraphone's pedal. Some manufacturers attach the pedal 
mechanism in such a way as to dampen the tube's sound 
when the pedal is depressed. On other models, the reverse 
may be the case. The length of the tubes when rack mounted 
stand approximately five to six feet. This might present 
a problem to a person of less than average height for the
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chimes must be struck on their cap at the top of the tube.
A standing platform might be necessary but may also pose a 
problem in operating the damper pedal.

Striking the chimes requires a slightly different 
technique from the other bar percussion instruments and 
may be compared more to hammering with small rawhide hammers 
Also, the chime’s size often creates physical problems in 
positioning the instrument in the percussion section. The 
percussionist must be able to see his music, the conductor, 
and the individual tubes simultaneously. Memorization of 

the music may simplify this problem. Peinkofer offers 
another alternative. "It is customary in continental 
Europe to hang individual chimes from a rack, in the order 
in which they are to be played in each composition."^

Chimes are frequently used for programmatic intent, 
usually in imitation of church bells or the sounding of a 
clock’s bell. Other passages are purely timbrel and may 
require special performance techniques. Some of these are: 
a three note clash, one hammer turned sideways strikes two 
tubes while the other hammer strikes one; bar clash, a

^Peinkofer and Tannigel, Handbook, p. 70.
2Chimes sounding above and below their "standard 

range" are occasionally prescribed and therefore require 
transposition. One such example is found in Kodaly's Hary 
Janos Suite, "Entrance of the Emperor and His Court", where 
a low Bb is requested.
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length of pipe strikes several tubes simultaneously; 
tremolos, performed with rubber or plastic xylophone 
mallets or snare drum brushes; and glissandos, played with 
rawhide, wooden, or metal beaters.

Marimba
The marimba is found only occasionally in the 

orchestral repertoire. Recently the marimba has gained 
considerable attention in the orchestral setting as a solo 
instrument. Through the efforts of such artists as Leigh 
Howard Stevens, Gordon Stout, and Keiko Abe, technical 
expectations for the marimba have risen to new levels.

Four mallet technique is rapidly becoming the norm, facil
itating the execution of passages previously perceived to 
be unplayable. However these techniques have been reserved 
primarily for the solo repertoire and have as yet not made 
their way into the orchestral repertoire. Instead, the 
orchestral treatment of the marimba is often that of a 
deep-toned xylophone. Some examples may be found in Berg’s 
Three Pieces for Orchestra, Stravinsky's The Flood, Copland's 
The Red Pony, and Riegger's Dance Rhythms. No requests for 
the marimba appeared on the percussion audition lists 
surveyed.

Summary
Compositions requiring bar percussion instruments
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(specifically bells and xylophone) account for thirty-six 
per cent of the Standard Orchestral Percussion Repertoire 
and generally contain passages which require the execution 
of most two mallet techniques commonly associated with 
these two instruments. Requests for three and four mallet 

techniques, both in the literature and at auditions, are 
rare with Respighi's The Pines of Rome containing the only 
passage in the Standard Repertoire requiring three mallet 
technique. The demonstration of proficiency on the chimes 
and vibraphone is seldom requested at orchestral percussion 
auditions although the performance problems related to these 
two instruments might be underestimated.



CHAPTER IV 

SNARE DRUM

The skin membranophones (drums) have been a part 
of ritual and cult since antiquity. After their arrival 
in western Europe during the Middle Ages, their use 

spread as folk and military instruments. The snare drum, 
characterized by snares of wire, gut, or nylon stretched 
across its lower head, evolved from early frame drums and 
today provides the core for much of the percussionist's 
techniques.

Historically the body was of wood or metal, and 
the heads were stretched by lacings. The medieval 
tabor is the earliest form of snare drum; during the 
15th century it gradually increased in size, to emerge 
by the 16th century as a military instrument popularized 
by the fife-and-drum corps of the Swiss mercenary foot 
soldiers, a large instrument carried over the player's 
right shoulder suspended on a strap. It is to this 
instrument that the English work "drum" was first 
applied. From then on the snare drum has remained 
associated with the infantry and the fife.

Peinkofer places the drum in the orchestra around 
the turn of the eighteenth century and states "one of their 

first uses on the stage was in the opera Alcyone (1706) by

^Sibyl Marcuse, Musical Instruments, A Comprehensive 
Dictionary (New York: W. W. Norton § Co., 1975), pp. 482-483.

76
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Marin Marais of the Lully School."^
In the twentieth-century orchestra, the drum family

is comprised of snare drums in a variety of sizes, military
or field drums [actually larger snare drums), tenor drums

2and tom-toms, and the tambourin provençal or tabor. The 
snare drum's size ranges from 3" to 6i" in depth and 13" to 

15" in diameter while the military drum tends to be 10" to 
12" in depth and 14" to 15" in diameter. Tenor drums are 
very similar to military drums in size [10" x 14" to 12" x 
17" or larger) minus snares. Tom-toms may be single-headed 
or double-headed and range from 6" to 20" in diameter.

The orchestral snare drum is generally 5" x 14" or 
6i" X 14" in size, with either a wood or metal shell, plas
tic or calf-skin heads, and wire, gut, or nylon snares.
Any combination may occur with the general consensus being 

to possess at least one drum with a metal shell, plastic 
heads and wire snares and another with a wood shell, calf-

^Karl Peinkofer and Fritz Tannigel, Handbook of Per
cussion Instruments, translated by Kurt and Else Stone 
[Mainz: B. Schott's Sohne, 1976), p. 84.

^The tambourine is often inadvertently played in 
Bizet's "Farandole" from the L'Arlesienne Suite possibly 
due to the spelling similarity to tambourin provençal.
The principal feature of the tambourin is a single snare of 
gut, silk or rough hemp, strung across the batter head. 
Because of the rarity of the instrument in this country, 
Goldenberg suggests substituting a tenor drum or field 
drum without snares, depending on the part and the conductor. 
Morris Goldenberg, Modern School for the Snare Drum [New
York: Chappel § Co., 1955), p. 87.
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skin heads and gut snares. (Combination wire-gut snares 
exist and may be useful in certain situations.) There is 

no fixed rule as to when to use a particular snare drum or 
combination other than the distinction made by the composer 
between snare drum and military drum.^

The selection and choice of a snare drum, sticks, 
and grip is largely a matter of individual preference on 
the part of the player, or conductor, and is governed by 
such factors as the character of the composition, size of 

the orchestra, and acoustics. Philosophies regarding the 
tuning of the drum differ with some percussionists advo
cating the batter head be tuned a bit tighter than the 
snare head while other percussionists believe the reverse 
to be appropriate.

Orchestral snare drum techniques are rooted in the 
highly sophisticated military drum techniques of the Swiss 

drum guilds of Basel. These techniques or rudiments are 
characterized by profuse embellishments and short, dry 
strokes. Some of these subtleties were lost when the snare 
drum moved from the military to smaller instrumental enter

tainment oriented ensembles where it provided principally 
an accompanimental background. The influence of jazz revi
talized snare drumming technique, incorporating some of the 
rudiments from the Basel tradition. Essentially these

^This distinction is not always adhered to and is 
often superseded by the percussionist's personal preferences
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homogeneous techniques can be categorized as follows:
1. Single strokes
2. Double strokes

* »
3. Grace notes or embellishments (e.g., flam , 

ruffs *^J , {Sj )

4. Rolls.
The execution of these techniques are responsible 

for most of the performance problems found in the Standard 
Orchestral Percussion Repertoire. Single strokes, whether 
played alternating hand-to-hand or repetitively single- 
handed, may affect the musical phrasing. Double strokes 
(RRLL) or variations of this such as paradiddles (RLRR or 
LRLL) also may affect the phrasing.

For example, Bartok’s Concerto for Orchestra, a 
work requested by seventeen orchestras at percussion audi
tions, contains a solo passage in the second movement for 
a snare drum without snares. In the opening measures 
Arthur Press^ recommends playing all the accented notes 
with the left hand and all the remaining notes with the 
right hand; his contention being all the accents will be 
of the same quality while the sixteenth notes remain free 
and flowing. Cirone states "many percussionists play this

^Arthur Press, Classical Percussion (New York: Music 
Minus One, no date), p. 14.
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part using only one hand"; his reasoning being that this 
keeps all strokes as even as possible, making the sound 
consistent. The difficulty in this solo might therefore 
rest with the phrasing as affected by the sticking (Example 36)

Example 36: Bela Bartok, Concerto for Orchestra,
second movement, measures 1-9

I I .  * !# # « #  • • I I *  C #p#l*
SIDE DKUIl(i« lth o » t • • l a  • a r t o k

ëlm:

Copyright 1946 by Hawes & Son. Reprinted by Permission

Another performance factor is dynamics. Some per
cussionists play almost exclusively in the center of the 
batter head while others use various portions of the play
ing surface to effect dynamic change.

A couple of generations back this method of producing 
differing volumes would have been regarded as incorrect, 
but modern techniques allow grading of volume by alter
ing the point of striking the vellum.

This technique might be appropriate to use in the snare
drum part to Bartok's Concerto for Orchestra, measures 120
to 123 in the second movement, and again in measures 254
to the end of the movement. The softer dynamic level may
be achieved by adjusting the playing area toward the edge

Anthony J. Cirone and Joe Sinai, The Logic Of It A l l , 
ed. Sondra Clark (Menlo Park, California: Cirone Publications, 
1977), p. 104.

2James Blades, Orchestral Percussion Technique, 
second edition (London: Oxford University Press, 1973), p. 10.
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of the drum (away from the center). Some differences in 
tone may be heard necessitating an evaluation of the resul

ting sound for its musical worth (Example 37).
Example 37: Bela Bartok, Concerto for Orchestra,

second movement, measures 120-123; 
254-263.

Copyright 1946 by Hawkes & Son. Reprinted by Permission,

Bolero by Maurice Ravel (requested by seventeen 
orchestras surveyed) is not difficult rhythmically when 
stroked hand-to-hand. The performance problem with this 

part is the incessant, almost interminable crescendo which 
starts pianissimo in the snare drum part and crescendos 
continously for the duration of the work. Some percussion
ists have used small coins rather than sticks for the opening 
measures in an attempt to play almost inaudibly. The more 
preferred method employs the technique discussed for the 
Bartok whereby the percussionist begins playing near the 
edge of the drum, slowly and gradually moving towards the 
center of the drum as the composition progresses (Example 3 8)
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Example 38: Maurice Ravel, Bolero, measures 1-2.

PP
Copyright 1929 Durand S.A. Editions Musicales, Editions ARIMA 

and Durand S.A. Editions Musicales, Joint Publication. Used By Per
mission Of The Publisher Theodore Presser Company, Sole Representative U.S.A.

A work occasionally requested at percussion auditions,
"Fetes" from Debussy's Nocturnes^ , may be compared in some
aspects to Bolero. A  crescendo is required although the
length and starting dynamic differ. Debussy specifies

tambour militaire [military drum) although the part is often
played on a large snare drum. Press states "the composer
calls for four snares. However, if only one is available,

2the sound can be made fuller by adding flams" [on all the 
accented notes. Example 39).

Example 39: Claude Debussy, Nocturnes "Fetes"

JJamiSimT itie^âae'

Five orchestras requested this work. See Appendix II
2Press, Classical Percussion, p. 22. Goldenberg 

also provides an excerpt for this passage which states "a 
4 Tambours", Modern School for Snare Drum, p. 82. However, 
this instruction is not always shown in some published 
editions or on the individual part.
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A brief solo passage fourteen measures from the end
of the movement is the same rhythm as rehearsal [13] only
now in ̂  and played very softly (Example 40].

Example 40: Claude Debussy, Nocturnes "Fetes”
m

Except for dynamic considerations, the execution 
of an isolated grace note or embellished rhythmic figure 
does not normally present any particular performance pro
blem. However, notation might be more of a performance 
problem than the technical execution. For example, a 
passage in "Fetes" requires the execution of single isolated

B Iruffs (drags [ ^* ]) in a compound meter. The notation

of the French quarter-note rest ( T  ) » which is often 
confused for the eighth-note rest ( y ), may create some 

difficulty in rhythmic reading (Example 41) .
Example 41: Claude Debussy, Nocturnes "Fetes"

J9F
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Four stroke ruffs may be stroked in a number of 
ways, the generally preferred being hand-to-hand (RLRL 

or LRLR). However, Press recommends (RRLL) for the ruffs 
found in the last four measures of Scheherazade, third 
movement, stating "this pattern is frequently useful in 
passages where extremely soft entrances are required."^ 
(See Example 42).

Example 42: Rimsky-Korsakow, Scheherazade, third 
movement

.0 M  P 4

The soft dynamics, the execution of the grace note 
figures which are to be placed precisely between the prin
cipal rhythm, and the sticking possibilities constitute 

the snare drum's performance problems in "The Birth of 
Kije" from Prokofiev's Lieutenant Kije Suite  ̂ (Example 43).

Rimsky-Korsakow's Scheherazade, the most frequently 

requested snare drum part at orchestral percussion auditions^, 
contains several passages requiring the execution of grace 
notes. At letters [F] and [G], the grace notes immediately

^Press, Classical Percussion, p. 9.
2Requested by fourteen orchestras surveyed.

^Requested by nineteen orchestras surveyed.
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Bass Drum 
Military Drum 
Triangle 
Cymbals 
Tambourine 
Sleigh Bells

Example 45; Serge Prokofiev, Lieutenant Kije Suite,
LIEUTENANT K U É

Suite Symphonique ^

I

T H E  BIRTH O F  K U É
Anâanit assai

S.Prokofieff.Op.

7 M  ,r]|
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Titii.nâl S Pato piùajtcmaÎB  &_
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BJ3. 3 fSl S^Ç C olpi d i eoavmxnt)
jlM .
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_g_ g E g ^  [=51 AnâeoSe 
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following the sixteenth note may be difficult to execute 

precisely. Using a paradiddle sticking on the sixteenths 

(RLRR: ^ ^^   ̂1 might make this passage easier
to execute by allowing the left hand more time to prepare 
to play the grace notes (Example 44) .

Example 44; Rimsky-Korsakow, Scheherazade

m _4-<k

The fourth movement of Scheherazade contains addi
tional passages requiring the execution of ruffs. Generally 
these are played with the same hand (e.g., ^  J 5 i ^ ) for 
consistency; the thirty-second notes being alternated in 

single stroke fashion (Example 45).
Example 45: Rimsky-Korsakow, Scheherazade, fourth

movement

JT j n o  -w  - f
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Korsakow also notates four stroke ruffs in the
snare drum part to "Fandango asturiano" from Capriccio
Espagnol  ̂ [Example 4 6).

Example 46: Rimsky-Korsakow, Capriccio Espagnol,
"Fandango asturiano"

V Fandango asturiano.

10 p o c o f ■pocof̂
w

The ability to sustain sound on the snare drum by 
means of the roll tends to offer the greatest number of 
performance problems in the snare drum repertoire.

Technically speaking it can be said immediately 
that the side drum is a difficult instrument to play. 
The foundation of the art of side-drumming remains the 
roll...The hallmark of a side drummer is his control 
of the roll.

A1 Payson describes three types of snare drum rolls.
1. The "open" roll is a double stroke roll, in 

which each beat is discernible to the ear. It 
sounds articulate, and is usually confined to

^Requested by sixteen orchestras surveyed.

'Blades, Percussion Instruments and Their History, p. 372,
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military style drumming, to deep drums with 
slow response, and loose-headed drums.

2. The "buzz" roll is a multiple bounce roll in
which beats occur too fast to be individually
discernible to the ear. It has an absolutely 
smooth, continuous sound when executed properly, 
and is used in concert and dance drumming.

3. The "crush" or "press" roll is also a multiple
bounce roll, and the drumsticks are usually 
pressed or ground down into the drum head more 
forcefully than when executing the buzz roll.
It is usually executed as a short roll, with 
both sticks striking the drum simultaneously.
The roll is used primarily in dance and jazz 
drumming, but it is sometimes employed in 
concert music.

All these three types of rolls are used in the con
cert hall, and flawless execution of all of them (in
cluding changing quickly from one to the other) is^an 
essential part of the concert drummer’s technique.

Frequently, rolls are measured or pulsed 
according to the tempo. This affects not so much the 
number of beats or multiple bounces in a given roll as 
the number of hand motions; the faster the tempo the fewer 
the hand motions. Some passages such as the opening of La 
Gazza Ladra by Rossini require only a long roll, first 
loud then soft. (The request of this work by eleven of 
the orchestras surveyed is probably due primarily to these 
opening solo measures.) The recurrence of this motive 
eleven measures before the Allegro (measures 51-52) , like 
the beginning, is generally played as a multiple bounce roll 

(Example 4 7).

^A1 Payson, The Snare Drum in the Concert Hall (Park 
Ridge, 111.: Payson Percussion Products, 1971), p. 6.



Example 47: G . Rossini, La Gazza Ladra

Ouverture
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The opening measures of the fourth movement of 
Capriccio Espagnol also calls for the loud roll followed 
by a diminuendo to triple piano and sustained throughout 
the violin cadenza (Example 43)•

The problem is largely one of technique-to maintain 
the loud opening roll, then to relax completely during 
the diminuendo and achieve the triple piano roll during 
the violin solo.

Example 48: Rimsky-Korsakow, Capriccio Espagnol

IT  Scena e Canto gitano.Allegretto.
« r*ral N*W.

** fw ii Cmdemim (I 
Tmm&wr# )We. ' ' i

aimi»

CKdrnza<n> vwiiM w *.

The openness of the double stroke roll is often
preferred by some percussionist in certain passages. The
rolls notated at letters [Q] and [T] in the fourth movement

2of Scheherazade are generally played as open rolls.

^Cirone, Logic Of It All, p. 100.
'Seven-stroke rolls in rudimenta1 terminology.
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The multiple bounce roll however might be better suited for 
the intervening rolls written at letter [S] (perhaps indi
cated by the different notation; Example 49).

Example 49: Rimsky-Korsakow, Scheherazade, fourth
movement

i  m  I "
A      .. .. f ____—A—  rVa- , ar aâ ,

g I ̂ ir (_i I
15 S  *"...... *....................   ^  i

Î
-â &,--

B 7 « a IQ ti |g I.-I M n tJ 10 V 28

At letter [C], Press prefers the open roll because
of the tempo and dynamic inflections required for each roll^
although the multiple bounce roll might work equally well
(Example 50) .

Example SO: Rimsky-Korsakow, Scheherazade, fourth
movement

M _______ i f  4k ^  ^  #

t5 E

/
----■ ».  r- g F 4

Press, Classical Percussion, p. 9.
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The tremolo (tr) markings above the roll at letter 
[C] (Example 50J and again after the piu stretto after 
letter [V] are somewhat ambiguous with regard to the ter
mination point for each roll. Generally the roll is tied 
over into the following eighth note, allowing the crescendo 
to be more effective (Example 51) .

Example 51: Rimsky-Korsakow, Scheherazade, fourth
movement

Pli^atretlo.

A  
2__

3 *r- ^
■ijp Lipi

Allegro BOB troppoeaaertoaoÿ ^ Z  6

Similarly the rolls are generally tied to the 
single notes that follow in Rimsky-Korsakow's Capriccio 
Espagnol movement III "Alborado" (Example 52). Goldenberg 
places an accent at the beginning of each of the rolls 
rather than at the end.

1. The accent at the beginning of the 6th measure 
is, because of the tie, an accent within the roll; the 
roll is not stopped for a fresh attack.
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2. The roll must be maintained at a forte, however, 
one must hear the accents.

3. Don't underplay the staccato 8th note of the 
sixth through the 9th measures. Do not confuse the 
staccato with the accent at this dynamic level. Granted, 
the staccato on the snare drum, as compared to other 
instruments, is a subtle thing, since the drum sound is 
naturally a staccato. However, it is possible to dis
tinguish between the crisper sound of the center of the 
batter head and the more ringing sound of the edge.
Finger pressure on the stick is also a factor that 
should be considered in achieving the staccato.

Example 52: Rimsky-Korsakow, Capriccio Espagnol,
third movement

ni. Alborada.
Tlvo e s t r e p l tO B O .

K 293 3J. J .

mlOivtt

In both Scheherazade and Capriccio Espagnol, Rimsky- 
Korsakow wrote similiar passages which may require additional 
finesse in executing rapid single strokes at a soft dynamic 
level. Goldenberg offers this advice for playing letter [D] 
of Scheherazade (Example 53).

Goldenberg, Modern School for Snare Drum, p. 75.
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The main problem here is twofold. It involves 
playing a rapid rhythmic figure in a slow tempo so 
that (1) it must be rhythmically precise and (2) it 
must be clear though quiet. Clarity calls for alter
nate sticking-which should be quite possible in the 
tempo in which this is usually taken.

Example 53: Rimsky-Korsakow, Scheherazade, third
movement

fttHitt.fA aMM#

i ■ f w m j y p f r - f j » r f f f f f f r

Cirone offers comparable advice for executing a

similiar passage in Capriccio Espagnol (Example 54) .
The 32nd notes at Letter L should be played as 

single notes. The difficulty here is to be exactly 
in tempo with all the notes sounding clearly.

Example 54: Rimsky-Korsakow, Capriccio Espagnol,
fourth movement

u tempo

Ibid., p. 78.
^Cirone, Logic Of It All, p. 100.
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The drum part to Prokofiev's Peter and the W o l f , 
like his Lieutenant Kije Suite and Debussy’s "Fetes", is 
often played on a snare drum rather than the military drum 
as specified. Press argues for the snare drum. "The com
poser calls for a military drum. However for the best 
nuance and execution of the music, this solo should be 
played on a snare d r u m . G o l d e n b e r g  defends the composer’s 
wish.

This is a straightforward military-style drum solo. 
It should be played with plenty of vigor and bravura. 
Actually, this solo is often played on2the snare drum 
but it is preferable on the field drum.

Example 55 illustrates this solo passage.
Example 5 5 ; Serge Prokofiev, Peter and the Wolf

SSI Jcioo w f w r c E m a

^ f - û s r i r r  H - w m ü i f m i w  i m m
aosso

Press, Classical Percussion, p. 18.
)'Goldenberg, Modern School for Snare Drum, p. 84.
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In addition, Peter and the Wolf contains a number 
of passages requiring some of the snare drum techniques 
discussed earlier. Among these are;

1. precise execution of rhythm, beginning two measures 
after [16], seven measures before [19], and four 
measures after [21];

2. long rolls (generally tied together), two measures 
before [20] , and at [27];

3. grace notes at [31], [33], and [40]; also preceding 
the rolls in the seventh, ninth, and eleventh measures 
of [35].

Example 56: Serge Prokofiev, Peter and the Wolf

1 U*l i  IWilitar* Dram)_______

nri A-ad’ÿ*,
O  till -pr»»*

B’ü». f

uclto Jsfct M o o a rit E l ” '
narrator

Ictvoso

acec2. narratM-
lâT] iUlepro J :160

/T\ (aTlmeaoiPosso A-ndV
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The snare drum part to the "Toccata" of Symphony 
No. 5 by William Schuman is a highly rhythmic part which 
requires precise execution and rhythmic distinction between 
the triplets and dotted-eighths and sixteenth note rhythms 
(Example 57].

Example 57: William Schuman, Symphony No. 3,
"Toccata"

MAT 2  CHORALE & TOCCATA 
Andontino

w  C*.w

TOCCATA Lgggiero
ISDIM* «•wSsitwdef

ii J

Copyright cl941 by G. Schirmer, Inc. Used by permission
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The "rim shot" technique requested at [375] in the 
above example may be performed by placing one stick across 
the batter head, resting on both the head and the rim, 
and being struck with the shaft of the other stick.
Another method is to strike the rim and head simultaneously 
with one stick, although this is generally not as effective 

as the first method.
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Summary
The Standard Orchestral Percussion Repertoire for 

drums (principally snare drum) provides for the demonstration 
of the following proficiencies:
1. rhythmic passages requiring consideration of sticking 

as it might affect the phrasing;
2. ability to execute rhythmic passages at various dynamic 

levels with softer levels generally considered to be 
more difficult;

3. execution of various types of grace notes or embellished 
rhythmic figures without disrupting the principal rhythm ;

4. execution of various types of rolls at varying dynamic 
levels, including the ability to change from one type 
of roll to another;

5. musical interpretation to include not only the notated 
rhythm, dynamics and phrasing, but also when to 
"interpret" (i.e., when to tie rolls-not notated, 
appropriate instrument for a given situation).

Noticeably absent from the Standard Repertoire are 
requirements for playing multiple percussion instruments. 
Several twentieth-century composers--notably Stravinsky-- 
have written multiple drum parts to be played simultaneously 
by one percussionist. The difficulties encountered in this 
technique involve physical and logistical problems which 
may alter some of the basic concepts of snare drum playing. 
More often multiple percussion techniques incorporate 
sticking and phrasing concepts that are more generally 
associated with the bar percussion instruments.

Other deficiencies in the drum's Standard Repertoire 
are the lack of "special performance effects" which might
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include (but are not limited to) the use of beaters other 
than snare drum sticks (e.g., brushes, felt mallets) and 
passages requiring playing areas other than the batter 
head (e.g., rim, shell). An additional aid to the Standard 
Repertoire might be (1) greater proportion of passages 
containing complex rhythmic figures, and (2) passages 
containing more frequent changes of the metrical unit 
(e.g.. Les Noces).



CHAPTER V 

BASS DRUM

The concert bass drum varies in size from 28" to 40" 
in diameter and from 14" to 18" in depth. A1 Payson of the 
Chicago Symphony Orchestra suggests the standard size for a 
symphonic bass drum is 16" x 36" or 18" x 36".^ Most per
cussionists believe calf-skin heads, when properly main
tained, produce a superior tone, but plastic heads may be 
more practical. For support, the bass drum cradle is the 
most common and inexpensive. However, a stand that completely 

suspends the bass drum allows for maximum vibration or tone. 
These suspension-type stands generally possess swivel mechan

isms which make it easier to play on the drum, especially 
when the drum is to be suspended in a horizontal position. 

These stands also allow the resonating head to vibrate more 
freely than the cradle stands.

Philosophies and concepts of tuning the bass drum 
often vary.

The desirable tone for the concert bass drum is a 
low "Boom" sound, as opposed to the "thud" sound of the

^A1 Payson, Techniques of Playing Bass Drum, Cymbals 
and Accessories (Tambourine, Castanets, Triangle, Tam-Tam) 
(Park Ridge, 111.: Payson Percussion Products, 1971), p. 31.

103
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military or marching bass drum. It is obtained by 
tuning both heads very low-low enough so that no 
definite pitch can be discerned, yet high enough to 
give full body to the tone. It is important that the 
heads be tensioned evenly around their perimeter. This 
is accomplished by obtaining the same pitch beside each 
tension rod.2

Joe Sinai and Anthony J. Cirone, percussionists in the San 
Francisco Symphony Orchestra, agree that the bass drum 
should be tuned to the lowest possible sound without losing 
any of its quality. They offer these comments regarding 
tuning.

The head that is not played should be tuned lower than 
the side that is played. This allows for the proper 
tension on the playing head while maintaining a low 
pitch. However, the bass drum head should not be 
tuned equally as is a timpani head. The idea is not 
to produce a definite pitch.^

Arthur Press and Vic Firth of the Boston Symphony Orchestra
suggest the bass drum be tuned to approximately a low Eb.
Press suggests the resonating head be tuned a fourth or
fifth lower^, while Firth recommends tuning the resonating
side of a 17" x 34" bass drum approximately one-half step
lower in pitch from the beating side.^

^Advocates of the tonal bass drum concept in today's 
marching bands and drum corps might question this statement.

2Payson, Techniques of Playing, p. 32.
^Anthony J. Cirone and Joe Sinai, The Logic Of It A l l , 

ed. Sondra Clark (Menlo Park, California; Cirone Publications, 
1977) , p. 66.

^Arthur Press, Classical Percussion (New York: Music 
Minus One, no date), pi ÎÏÏ1

^Vic Firth, Percussion Symposium (New York: Carl 
Fischer, Inc., 1966) , p . 121
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Karl Peinkofer and Fritz Tannigel of the Bavarian State 
Orchestra in Munich elucidate on the bass drum's tuning.

The indigenous pitches of the two heads of the bass 
drum can be ascertained, as with any other drum, by 
striking close to the rim. Tuning should aim at a 
pitch best suited to the resonance of the instrument's 
shell. Depending on the sizes of the drums, the specific 
pitches of the batter head may be around E or, at the 
highest, G, while the other head should be tuned about 
one-half step lower to produce a round, full quality 
of sound.1

Payson sums up tuning the bass drum with these comments.
There are three different schools of thought con

cerning the relative tension of the two heads. Some 
professional players tension both heads about equal. 
Others consider the head on the left side to be the 
'resonating' head (as opposed to the head that is 
struck) and feel that it should be slightly tighter.
Still others purposely tune the left head slightly 
lower than the right. These preferences are a sub
jective matter, and each performer must decide for 
himself which sound he prefers.2

The low "boom", or more appropriately the production 
of the bass drum's fundamental low tones, may be achieved 
through the use of a general purpose bass drum beater 

whose size , mass and weight correspond proportionately 
to the size of the bass drum. Additional beaters of various 
sizes (head diameter), mass, and density may be needed to 
meet the playing requirements of the symphonic repertoire.
For example, a matched pair of beaters, slightly smaller

^Karl Peinkofer and Fritz Tannigel, Handbook of Per
cussion Instruments, translated by Kurt and Else Stone 
(Mainz: B. Schott’s Sohne, 1976), p. 95.

2Payson, Techniques of Playing, p. 32.
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than the general purpose beater, may be useful in playing
rolls (tremolos) or fast rhythmic figures. Also, a pair
of hard felt beaters (similar to drum corps bass drum

beaters) or a pair of wooden-headed beaters may be desirable
for rhythms needing more distinct articulation. A bundle
of twigs, or a split rod, or the switch (rute, ruthe) as
known to Haydn and Mozart and later Mahler and Strauss is
occasionally prescribed. In II Seraglio, Mozart employed
the bass drum, cymbals, triangle, and timpani. Blades

offers this interpretation (Examples 58 and 59).
It (the bass drum) is frequently illustrated as being 
struck in the Oriental fashion, that is, with a stick 
on one side, and a switch of twigs or a split-rod on 
the other side, or at times the switch striking the 
shell of the drum. Mozart indicates this style by the 
use of 'tails up' and 'tails down' (a method used 
normally to indicate the combination of bass drum and 
cymbals) J or «p . Of this, Julius Reitz in a Breitkopf 
8 Bartel score of 1868, says: 'The double notes on the 
bass drum are to-day, to many inexplicable. It should 
therefore be noticed, that this instrument was struck 
on both sides: on the right side with the drum stick, 
and on the left side with the switch (Ruthe) . The notes 
which are placed upwards (the quicker strokes) stand for 
the switch, and the under notes for the stick.'1

Three of the beating areas generally used on the 
symphonic bass drum are identified in Table 6. Area one, 
closest to the rim of the drum, may be used for special 
effects (e.g., with wire brushes, snare drum sticks) and 
for playing tremolos or rolls. Area two is regarded

^James Blades, Percussion Instruments and Their 
History (London: Faber and Faber Limited, 1975), p. 265.
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Example 58: W. A. Mozart, II Seraglio
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Example 59: F. J. Haydn, Symphony No. 100
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f
by many to be the preferred general beating area (being 
the most resonant sounding area of the drum) and lies 
approximately one hand’s width away from the center. Rolls 
may also be played in this area. Area three, the center, 
is generally reserved for loud, dry strokes. This area 

might be especially useful for executing fast rhythmic 
figures that require precise articulation and clarity of 

rhythm.
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TABLE 6: Bass Drum Playing Areas

Just as philosophies differ with regard to the bass 

drum head's tensioning, so opinions vary concerning the 
striking of the bass drum head. Peinkofer and Tannigel 
recommend the downward or grazing stroke^ while Payson 
argues for the direct stroke.

1. There is no evidence that a glancing blow pro
duces a superior tone to a direct blow. In fact, the 
glancing blow is contrary to accepted stroke action on 
the timpani, snare drum, xylophone, and nearly all 
other percussion instruments.

2. The direct blow is basically a more natural 
action. Tempos and dynamics can more easily be con
trolled and maintained.

3. The direct blow produces maximum vibration and 
depth of tone from the drum head.^
In examining the bass drum audition requirements for 

the symphony orchestra (see Table 2, Chapter 11) specific

^Peinkofer and Tannigel, Handbook, p. 96.
'Payson, Techniques of Playing, p. 33.
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bass drum techniques, in addition to repertoire, are often 
requested. Notably, the Cincinnati Orchestra's list requests 
the demonstration of bass drum proficiency by playing single 
strokes. Baltimore requested loud and soft notes for tone 
and a slow crescendo for ten strokes. Soft, resonant 
(pianissimo) strokes were specified by Philadelphia.^ In 
addition, the technique of playing a roll on the bass drum 
was often requested: Philadelphia--roll ten counts with a 

slow crescendo-diminuendo; Indianapolis--roll and crescendo; 
and Atlanta and Cincinnati respectively --roll and crescendo, 

and loud and soft rolls.
The bass drum roll may best be played with a matching 

pair of beaters, as opposed to one double-headed beater. 
Timpani mallets, although frequently used, are often infer
ior to larger headed bass drum mallets because the timpani 
mallets do not possess sufficient mass to bring out the 
deeper tones of the bass drum. Areas one and two (see 
Table 6) of the bass drum's head are the generally accepted 
areas for executing rolls. Both mallets may strike the 
head in the same general area or on opposite sides of the 
playing surface. The roll requirements described above are

^Appendix I of this study contains copies of the 
original audition repertoire lists collected from each of 
the twenty-seven major North American symphony orchestras 
who responded to my initial request. Appendix II provides 
a cross-indexed listing of these requirements by (1) instru
ment, (2) composer, (3) composition's title, and (4) orch
estra.
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found in Berlioz' Symphonie Fantastique, which was requested 
by five of the orchestras surveyed. Example 60 illustrates 
passages requiring the crescendo roll, the diminuendo roll, 

and the crescendo-diminuendo roll. These passages may be 
requested in order to assess the percussionist's control 

of the bass drum roll.
Example 60: Hector Berlioz, Symphonie Fantastique,

"Hexensabbath" 
m  fimeti «ai m  a taau:betto.(ir«)Lazf]
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At the beginning of "Hexensabbath", Berlioz' perfor

mance instructions request the bass drum be placed upright 
and treated as a drum. Berlioz also stipulates the rolls 
be played by the third and fourth drummer (timpanists) with 
sponge-headed drum-sticks (timpani mallets). Peinkofer 

and Tannigel offer this rationale.
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The task of playing bass drum usually fell to a 
musician with little or no training in drum technique 
to speak of. He was therefore not expected to be able 
to play complicated rhythms, let alone rolls with two 
beaters. It is for this reason that Berlioz in his 
Symphonie fantastique expressly called for timpani 
players to execute the rolls on the bass drum, the only 
drum which, he wrote, sounds lower than the lowest 
kettle drum.l

The ability to produce good tones on the bass drum, 
to play loud and/or soft rolls, and to play precisely in 
time may be considered essential techniques necessary for 
playing the bass drum. Also desirable is the ability to 

control the tone of the bass drum which may be achieved 

through some form of dampening the bass drum's head. One 
method for controlling the amount of the head's vibration 
may be achieved by allowing the left hand and fingers to 

touch the head on the left side while striking the bass 
drum with a beater in the right hand on the right side. 
Further dampening may be accomplished by placing the right 
knee against the right head while exerting as much pressure 
as needed. Tchaikovsky's Symphony No. 4 is another work

2occasionally requested at orchestral percussion auditions 
possibly because the bass drum part requires the percus
sionist to produce good fortissimo tones, to dampen the., 
vibrations (to properly observe the rests), and to play 
precisely in time (Example 61).

^Peinkofer and Tannigel, Handbook, p. 94.
2Requested by six orchestras surveyed.
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Example 61: P. I. Tchaikovsky, Symphony No. 4
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Romeo and Juliet is another composition by Tchaikovsky 
occasionally requested at orchestral percussion auditions^ 
and contains some additional passages, like his Symphony No.
£, requiring precise rhythmic execution (Example 62).

Example 62: P. I, Tchaikovsky, Romeo and Juliet
Boaso «t JoliaiU.

Omrertnre* F to ta isie .
Mfttti # G t m  O a w k  
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?

Requested by seven of the orchestras surveyed.
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A twentieth-century composition. Le Sacre du Prin
temps by Igor Stravinsky, was the most requested bass drum 
part according to the survey of percussion audition lists.
A variety of bass drum techniques may be found within this 
historically significant work. One fundamental bass drum 
technique may be found at rehearsal [49]-[54] where full, 
resonant bass tones are required (sostenuto £  pesante, 
sustained and heavy) (Example 63).

Example 63: Igor Stravinsky, Le Sacre du Printemps

o  Æ
Çeeie.'tuléo e ,
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É

In contrast, sharp, dry, sforzando strokes are requested at 

the second and third measures of rehearsal [37] (Example 64)
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Example 64: Igor Stravinsky, Le Sacre du Printemps
J"ZUX

^  J. 6t -C
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Like Berlioz, Stravinsky notates several measures 
which require the execution of a roll at various dynamic 
levels (Example 65).

Example 65: Igor Stravinsky, Le Sacre du Printemps

■PPP

’̂VocA.’̂irn. Acç
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Stravinsky's instructions are quite specific with 
regard to the use of a particular stick or beater in several 
passages. A snare drum stick (colla bacch. di Tamburo) is 
used at rehearsal [103] and following (Example 66), a 
timpani mallet striking the head near the edge (bacch. di 
Timp. [au bord]) at rehearsal [113] (Example 67), and a 
wood beater (avec la baguette en bois) at rehearsal [139] 
(Example 68).

Example 66: Igor Stravinsky, Le Sacre du Printemps

GrUv,f;aLti^ àt. L H oa
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Example 67: Igor Stravinsky, Le Sacre du Printemps
jÏ ÏT ]

J- 'J j  J J .4 (4 '

Example 68 Igor Stravinsky, Le Sacre du Printemps

? atfec Ubaautitk U.>

The difficulty of the passage at rehearsal [72] 
through [78] in Part I is principally the precise execution 

required in articulating the triplet rhythm which crescendos 
to a roll and then immediately [subito] returns to the trip

let rhythm with a sforzando stroke on the first note of the 
second triplet group (Example 69). This is complicated by 
the fact that most bass drums tend to build up excessive 
vibrations when successively struck thereby making many 
rhythms aurally indistinct. Two semi-hard beaters may 
prove effective in this passage.^ The third measure of

^One pair which might be considered are those manu
factured by Tom Gauger of the Boston Symphony Orchestra.
His #7 beater is a chamois covered wooden ball. Although 
it produces a quite harsh sound, it may be useful in some 
instances where rhythmic distinction is required.
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Example 69; Igor Stravinsky, Le Sacre du Printemps 
AfLTa±in, dt iCfli 'XtT’Tt 1--------- <j/> Aj.__

Lepui». }%ÀA
ùt̂ C

Pc-^. ^

P s u K ^ P

t  i  ■]•

[72] and the similar measures that follow pose another pro
blem: playing a soft set of triplets after having just 
played a loud roll and then articulating the accent.
Playing the roll with a consistent rhythmic measure (e.g., 
sextuplets) may aid in the articulation and rhythmic place
ment of the succeeding rhythms.

The tour de force comes at the end of the Second 
Part of Le Sacre du Printemps beginning one measure before 
rehearsal [173] and continuing to the end (four measures



119

after rehearsal [204]). The performer must subconsciously 
subdivide the metric units, always thinking in sixteenth 
and eighth note values. The section extending from rehear
sal [195] to the fine is not perceived to be as difficult 
technically as anticipating the initial entrance at [195]. 
The intervening measures prior to [195] contain numerous 
changes of meter and may require careful and exact counting 
of the measures of rest if one is to enter exactly at [195]. 
An imprecise entry at this point, even if only by one six

teenth note, may destroy the intended effect of the compo
sition's finale (Example 70).

Example 70: Igor Stravinsky, Le Sacre du Printemps
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Summary
The performance problems commonly associated with 

the orchestral bass drum include (1) the ability to pro
duce a good tone, (2) to manipulate rolls at various dynamic 

levels, and (3) to play precisely in time. The works of
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Berlioz, Tchaikovsky, and Stravinsky discussed in this 
chapter, which are occasionally requested at orchestral 
percussion auditions, provide appropriate passages for 
addressing bass drum performance techniques.

Bass Drum-Cymbals Attached
Composers have occasionally written a bass drum and 

cymbal part to be played simultaneously by one performer. 
James Blades states "the combining of drum and cymbal by 
one performer is of Eastern origin and is age-old."^ Hector 
Berlioz however had strong objections to this practice.

Among instruments of percussion having an indefinite 
sound, the long drum (bass drum) is assuredly that which 
has done the greatest mischief, and brought the largest 
amount of nonsense and barbarism into modern music.
None of the great masters of the last age thought of 
introducing it into the orchestra. Spontini was the 
first to make it heard, in his triumphal march in the 
Vestale; and a little later in some pieces of his 
Fernand Cortez: where it was well placed. But to 
write for it as it has been written for these fifteen 
years, in all full pieces, in all finales, in the 
slightest chorus, in dance-tunes, even in cavatinas, 
is the height of folly, and (to call things by their 
right names) of brutal stupidity; the more because 
composers, in general, have not even the excuse of an 
original rhythm, which they might be supposed to wish 
to display and make predominant over the accessory 
rhythm. Instead of this they strike senselessly the 
accented parts of each bar, they overwhelm the orchestra, 
they overpower the voices; there is no longer either 
melody, harmony, design, or expression; hardly does the 
prevailing key remain distinguishable! And then they 
innocently think they have written something very fine!

It is needless to add that the long drum used in this 
style is scarcely ever unaccompanied by cymbals; as if 
these two instruments were in their nature inseparable.
In some orchestras they are even played by one and the

^Blades, Percussion Instruments, p. 286.



122

same musician, who, a cymbal being attached to the long 
drum, can strike it with the other in the left hand, 
while in the right he flourishes his drumstick. This 
economical proceeding is intolerable; the cymbals 
losing thus their sonority, produce a noise which might 
be compared to the fall of a sack full of ironmongery 
and broken glass. It has a trivial character, deprived 
of all pomp or brilliancy, and is fit for nothing better 
than to make dance-music for monkeys, or to accompany 
the feats of jugglers, mountebanks, and swallowers of , 
swords and serpents, in the public streets and alleys.

The principal performance problems of this technique,

once the cymbal has been securely and properly attached to 
2the bass drum , are:

1. achieving a good cymbal crash;
2. dampening either instrument when appropriate;

3. the ability to strike both instruments simultaneously.
Any of the Sousa marches may be played using this 

technique but require total concentration to effect an 
equality of sound between two unequal instruments. For the 
novice, the coordination problems between the two instru
ments may be extremely frustrating. Unintentional flams, 
or the lack of simultaneous precision, both between the

^Hector Berlioz, A Treatise on Modern Instrumentation 
and Orchestration, translated by Mary Cowden Clarke, edited 
by Joseph Bennett (London: Novello and Company, no date), 
pp. 225-226.

2Commercial attachments are available from most drum 
companies. A "home-made" device may be fashioned from two 
C-clamps, a 1" x 4" board with a hole drilled through it, a 
nut and bolt, and felt washers and plastic sleeve for mounting 
the cymbal. Care should be taken to eliminate any rattles 
that might sound when either instrument is struck.
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cymbals and bass drum may occur.
2The gran cassa and piatti parts to "The Moor's 

Room” and "The Waltz" from the Third Tableau of Igor Stra
vinsky's Petrouchka appeared on ten of the percussion 
audition lists surveyed. The rhythmic ostinato pattern 
at rehearsal [65] is typical of Stravinsky's style of 
■writing (Example 71) . The difficulty in this part lies

Example 71: Igor Stravinsky, Petrouchka, Third
Tableau "The Moor's Room"

m|SogteBBto. ^
  PUtti

Hiatti

wiwy. mumfo

In the mid-1970's, the author witnessed the United 
States Marine Corps Band from Washington D. C. One of the 
percussionists utilized this technique on all the marches 
and most of the "concert" selections. His technique was 
flawless and his control and balance of timbres was incred
ibly good.

2Morris Goldenberg implies the parts were combined 
by Stravinsky to save space and this does not mean perfor
mance by one player. Goldenberg, Modern School for Snare
Drum, p. 94.
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in executing the syncopation with absolute rhythmic pre

cision. Collectively the stringed instruments play straight 
sixteenth notes from the point where the bass drum and cym
bals enter (three measures before rehearsal [65] to one 
measure before rehearsal [66]]. This may provide an aural 

aid while counting the measures rest in anticipation of 
the bass drum-cymbals' entry.

"The Waltz" contains problems similar to "The Moor’s 
Room" (Example 72]. However, the waltz tempo is slightly 
faster and the meter becomes polymetric twelve measures 
after rehearsal [72]. The piccolo, flutes, harps, cellos, 
and contrabasses continue in ^ meter while the English horn, 
contrabassoon, cornets, and bass drum and cymbals change 
to ^ , the dotted half-note equalling the half-note and 
conducted one to a bar.^

Summary

In retrospect, the technique for playing bass drum 
and cymbals by one player is often an unwieldy one and 
generally inferior to that sound which can be produced by 
two people playing each instrument seperately. The tech
nique may be appropriate in certain musical situations if 
deemed "stylistically correct" by the performer or the 
conductor. More often, the technique may be utilized as 

an economy measure by the orchestra’s management.

^This might confuse the percussionist initially if he 
has practiced or learned his part alone or without playing 
along with a recording.
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Example 72: Igor Stravinsky, Petrouchka Third
Tableau "The Waltz"

TAHEI^'b BAAEPnm.
T anz det B allerine.. j .  D anse de la Ballerine.
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CHAPTER VI 

CYMBALS

Cymbals of various sizes and shapes appeared as 
early as the Bronze Age (2500-1800 B.C.] presumably in 
the Middle East where they were used in the religious 

rites of a cult that worshipped Cybeles, the Goddess of 
Fertility. The cult (and the cymbals] spread westward to 

Greece, Rome, and Egypt, where the cymbals have been found 
in early Egyptian tombs. Cymbals are mentioned in the Old 
and New Testaments of the Bible and were used by the Hebrews 
and later by the Eastern Christian Churches.

The introduction of the cymbals into the orchestra 
was largely due to the influence of the Turkish Janizary 
bands.  ̂ The Janizaries, an elite corps of the Turkish 
Army formed in the 14th century, marched into battle 
behind the stirring music of a band composed of woodwind 
and percussion instruments (typically big drums, cymbals, 
triangles, occasionally tambourines, and the Turkish

^Sachs cites "the earliest evidence of their intro
duction into the orchestra is in Adam Strungk's opera Esther 
(Hamburg, 1680]." Curt Sachs, A History of Musical Instru
ments (New York: W. W. Norton § Co., Inc., 1940], p. 439.

126
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Crescent or Jingling Johnny). Together the bass drum, tri
angle, and cymbals created an effect that was imitated by 
Haydn in the second and fourth movements of his Symphony 
No. 100 (Military). The success of this work subsequently 
led to the Janizary effect being used in Mozart's Overture 
to The Abduction from the Seraglio and later in the finale 
of Beethoven's Symphony No. 9 .

In the twentieth-century orchestra, hand cymbals 
(or plates as they are often called) are large circular,

slightly convex brass plates ranging in size generally from
1 2  314 to 22 inches in diameter. Denov and Payson recommend

a pair of 18" or 19" medium weight for general use in a
concert ensemble. Goldenberg^ recommends that two pair be

available: a large pair (16"-22") and a small pair (13"-16")
The choice of sizes and weights is often influenced by
personal preference. However, general consensus suggests
one pair of cymbals is not sufficient for all the standard
repertoire.

The alloy of Turkish cymbals is said to consist of 
78.55% copper, 20.28% tin, 0.54% lead and 0.18% iron. Curt 
Sachs, The History of Musical Instruments, p. 439.

^Sam Denov, The Art of Playing the Cymbals (Rock
ville Centre, N. Y . : Belwin Mills Publishing Corp., 1963), p. !

^A1 Payson, Techniques of Playing Bass Drum, Cymbals 
and Accessories (Park Ridge, 111.: Payson Percussion Products, 
1971), p. 36.

4Morris Goldenberg, Modern School for Snare Drum 
(New York: Chappell 5 Co., 1955), p. 92.
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It would be improbable for a percussionist to be 
placed in a position of playing a work like La Mer 
by Debussy or Mahler's second symphony with one pair 
of cymbals. Much of the major symphonic repertoire 
requires a large cymbal collection for proper perfor
mance. One of the cymbal player's most important jobs 
is the need to present different "colors" throughout 
a given work.l

While the selection of a good cymbal is somewhat 
subjective, certain qualities of sound are generally 
sought. Payson suggests these qualities:

1. lack of pronounced fundamental or any other 
definite pitch,

2. good balance of overtones throughout the tonal 
spectrum (body), 2

3. fairly long duration of vibration.

Denov adds good response and good resonance to the list.^
Once a pair (or pairs) of cymbals has been selected, 

leather straps are attached through the hole found in the 
center depressed cup (allowing the player to hold the plates) 
Other grip devices such as wooden or fiberglass handles are 
available but are not generally recommended as they tend to 
dampen some of the cymbal's overtones. Likewise, lambs 
wool, leather or plastic pads are sometimes used to provide 
a cushion between the plates and the player's knuckles.
These too may dampen the cymbal's vibrations.

Various schools of thought exist concerning the

^Anthony J. Cirone, "The Orchestral Cymbal Player," 
Percussive Notes 21 (April 1983), p. 40.

2Payson, Techniques of Playing, p. 36.

^Denov, Art of Cymbal Playing, p. 7.
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proper technique for crashing cymbals; brushing, clashing, 
rubbing, dropping, and glancing together being several. 
Peinkofer and Tannigel offer the following advice.

The sparkling lustre of a big cymbal crash or the 
glistening sound of the cymbals played softly is 
achieved not only through the particular kind of metal 
used for the instruments, but also through sophisticated 
performance techniques. The execution of a fortissimo 
crash demands great exertion of strength as well as 
corresponding skill and sensitivity. Ugly sounds can 
be avoided only if the stroke causes the entire alloy 
to vibrate as much as possible, thus releasing sound 
from all fields of tension within the metal. Rigid, 
clamp-like holding of the cymbals as they collide, or 
clashing them with little energy, cause the opposite. 
Bringing the right-hand cymbal against the one in the 
left should be carried out in such a way that the two 
cymbals do not collide all at once, i.e., concentri
cally. Instead, the upper rims must touch a fraction 
of a second before the remainder to avoid compressing 
the air between the cymbals with a smack.1

The primary performance problems encountered in
cymbal playing stem from executing crashes at various 
dynamic levels. The difficulty of this technique lies not 
only in passages which might require fast consecutive 
crashes, but also in the execution of a single, often solo, 
crash. This crash may occur at the conclusion of a rather 
lengthy composition thereby requiring the cymbalist to 
suddenly rise and execute said crash without real prepara
tion or warmup, possibly having waited as much as forty-
five minutes or an hour without playing.

The finesse required for crashing cymbals extends

^Karl Peinkofer and Fritz Tannigel, Handbook of Per
cussion Instruments, translated by Kurt and Else Stone 
(Mainz: B. Schott’s Sohne, 1976), p. 120.
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to the areas of interpretation and imagination. This 
includes selecting the proper cymbals for a given composi
tion (including hand or suspended), determining when to 
muffle or dampen the cymbal's sound and when to "let vibrate", 
and interpreting dynamics (especially of solo versus accom
paniment crashes).

One of the most frequently requested compositions
in the survey of percussion audition repertoire was Romeo

and Juliet by Tchaikovsky. The cymbal part to this
composition was requested by twenty-three of the twenty-
seven orchestras responding to the survey. Generally the
interpretation of this part requires precise execution of
the eighth notes as found at letter [E] (Example 73). Press^

2and Cirone both state these crashes are to be played very 
short. This may be achieved by pressing the edges of the 
cymbals against the chest or midriff section of the body 
immediately after their crashing, and upon proper observance 
of the notated rhythm. The half notes found nine, ten and 

eleven measures after [E] are generally allowed to sustain 
as are the quarter notes in the first and third measures of 
letter [N] (Example 73). Cirone also suggests cymbal crashes 
be added at letter [S], with the conductor's approval, as

^Arthur Press, Classical Percussion (New York: Music 
Minus One, no date), p. 52.

2Anthony J. Cirone and Joe Sinai, The Logic Of It A l l , 
ed. Sondra Clark (Menlo Park, California: Cirone Publications, 
1977), p. 106.
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this coincides with the music ten measures before [F]. The 
last nine measures again require fast, short consecutive 
crashes. As an alternative, this passage might be played 
with a slightly smaller pair of cymbals (e.g., 16").

Example 73: P. I. Tchaikovsky, Romeo and Juliet

Romeo et Jn liette .
Ouverture - Fantaisie.

• 6r«a Cam**.
AxUmte b o b  tau U o  gwm»! B I o d e r a to .« M k r  A n e g T O .M o n o B * n o m o B M . 
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Tchaikovsky’s Symphony N o . 4 is another work frequently 
requested at orchestral percussion auditions (requested by six
teen of the orchestras surveyed)•

Of all the famous parts written for cymbals, Tchai
kovsky’s Symphony #4 reignS as one of the most, specta
cular.. If ever there was S concerto for cymbals, this 
is it!

2Cirone offers this interpretation.
1. In reality, the opening eighth note is a solo 

crash that should have beeh written as a whole note.
By contrast, the following eighth note comes at the
end of the violin passage and is played very short.

2. All of the quarter notes beginning with the thir
teenth measure after Letter A sustain and are played more 
softly than the fortissimo marked. The four quarter notes 
preceding measure 18 after Letter A can be played with a 
crescendo. In the next three measures each quarter note 
on the second beat should be louder than the previous one.

3. The quarter note oh the fourth beat, five measures
before Letter B is a solo crash and needs more sound than 
any of the previous crashed-

4. The entrance after Letter B is usually played 
more softly than the fortissimo marked.

5. The triple forte solo at the Andante after
Letter F is the loudest c r s s h  in the piece. It is
imperative that the player be familiar with the orch
estra part so the entrance can be made precisely.

6. The following two eighth notes are extremely 
short and should be marked with SEC, (secco-dry).

7. If possible, the ehding should be played with 
the large, 18-inch crash cymbals. However, if it is 
too difficult playing the rhythm with the large cymbals, 
then 16-inch cymbals may be used. The best place to 
make such a change is thirteen measures after Letter H.

8. Begin the eighth-nOte section at the end no
louder than mezzo forte; then crescendo for the last
nine measures of the piece.

^Ibid., p. 108.
^Ibid., pp. 108-109.
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Example 74: P. I. Tchaikovsky, Symphony No. 4

SYMPHONIE lY.
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TAMBOm GRAND «t PUTTI
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The percussion section is one of the more visible 
sections at a live concert and therefore requires some 
consideration of its visual impact upon the audience. 
Superfluous gestures might be considered distracting or 
of no musical value.

Some conductor’s demand that obvious cymbal crashes 
be executed by the performer standing in a grandiose 
pose in order to provide the audience with a visible 
aspect of the orchestral climax. This optical height
ening of the crash loses its effectiveness if used for 
every forte stroke and should therefore be limited to 
true climaxes, if used at all.

The two works by Tchaikovsky discussed above contain 

principally loud cymbal crashes. An excellent example of 
a passage requiring pianissimo cymbal crashes can be found 
in Rachmaninoff's Piano Concerto No. 2 , third movement. 
Although some loud crashes are prescribed, the principal 

performance problem in this occasionally requested work 
at auditions lies in the pianissimo crashes. The piatti 
soli at rehearsal [32] and again the twelve measures before 
rehearsal [38] is in unison with the high wind and stringed 

instruments (Example 75).

^Peinkofer, Handbook of Percussion Instruments, p. 121,
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Example 75: Serge Rachmaninoff, Piano Concerto No. 2

^ 2 0
Bass Drum 

Cymbals

Piano Concerto No. 2
6rm a Caaaa e  P ù ü i .

I. H. taoeat.
m.

A llegro  s e h e n a n d o .^ ^ e )
s. Rachmaninoff, Op. 18.

Sr. Cu m  •  Flatti.

gg 1551 R IQ

hg.1.
M enom ouo . Modermto.W=u) r 

8  riL_______ 18 rtfcL

'A

I S

rü.

»
ritard.

A llegro sdieizaBdo.(Mote »riB«s o « a#) 5 Gr.Ce P
mono.tJ.fao') meeeler. « 2

Aeafo.(J= £m )

.^  r - T Ttar-



137

Onu Cuba e Piatti.

27
^  r 'r L f c  'u r  t j ' t

186 \aeeetera»do % ^  ^  « Pià Ti^cJxit*)

1 ^ 1 . Sala.

i
Gr. C. e Piatti.

TImp.
M eno m os80.(Coiae prima). 

________8 r it.

M odento.(cisn)l==a tempo ______ le rtf.|871 Md kjT
- a -

fâf.

17 IB 1» SO 10
Meno moB8o.(J=4s) 

l ia t t i  aoli.U  .M J:jJz J IJ J J
J!P

ritard. -f ] |J J J 1 11
issâïïs::^legro sdienaBdo.(ïiIoto primo^

15 JNNWCJ
i f t

A U a ln r e .  ArltmtoXJ=Mi)I S________e

Tnaka Taka.=

meetderoMdo 20
_ Pregto.(J=m) 

gg gg Or.̂ C. e PiattL

Cad. Maest080.(J=m)
^ __

Piô TiTo.(J=ao) s*_____ 1_____ 2
r -t-' hmga

RiBolvto.(J X lao)
 1___ ._____IS .

Timp.

Gr. C. e P iatti.

,] i ,J |J IjJ i ^ 1^

Timp. 

1
m



138

Of the four compositions appearing on the Standard 
Orchestral Percussion Repertoire List for cymbals, Moussorgsky's 
A Night On Bald Mountain contains the only passage requiring 

the use of a beater on the cymbal. At letter [H] the French 
term baguette appears. Literally this translates as stick 
although a yarn-covered mallet might prove more effective 
(Example 76).

Example 76: M. Moussorgsky, A Night On Bald Mountain

bag u ette
(oajosKOÜ)

Letter [M] designates the cymbal be played sans 
baguette (without stick) implying plates in the normal 
manner. Ten measures after letter [P], a roll on the cym
bal is notated and is to be played with baguette. Letter [R] 
to the end of the composition is to be played with plates 
with the following exceptions: the four crashes immediately
before letter [Q] are often played with plates which may 
require another percussionist to play the cymbal roll as 
no time is allowed for the change from suspended cymbal to 

the plates. Letter [S], first and third measures, may 
prove to be too difficult to execute with plates if the 
tempo is too fast. One alternative is to use a snare drum
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stick even though the sound might be inferior to two plates 
being crashed together. The last four measures again require
the roll with baguette on the cymbal. The remainder of the
work requires rhythmically precise execution of short duration 
crashes (Example 77).

Example 77: M. Moussorgsky, A Night On Bald Mountain
F la tll .  mf I .  I y  _ _ _ _ _ _ _ _ _ _ _ _ _ _ _  I  I  "  y
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Summary
The four compositions appearing on the Standard 

Orchestral Percussion Repertoire List for cymbals provide 
enough passages to assess the percussionist’s proficiency 
at executing loud and soft cymbal crashes. A particular 
weakness of the Standard Repertoire is its lack of a 
sufficient number of requirements for the suspended cymbal, 
and especially of passages which require the use of various 
types of beaters (e.g., snare drum sticks, triangle beaters, 
yarn or felt covered mallets, brushes), or techniques (e.g., 
rolls).

The execution of specific cymbal techniques either 
in lieu of or in addition to the literature was requested 
by five of the orchestras responding to the survey. These 
specific techniques are worthy of consideration and are 
listed below.
Technique Orchestra requesting
Crashes : at any dynamic level Cincinnati
Crashes: loud Atlanta, Indianapolis
Crashes: soft Atlanta, Indianapolis,

Chicago
Effects Cincinnati
General technique Cincinnati
Quarter notes: ppp crescendo to

fortissimo, diminuendo to ppp Baltimore
Scrape technique Atlanta
Swish technique Atlanta
Suspended cymbals: rolls Philadelphia, Cincinnati

Although the above described techniques can be 
found in numerous passages in the orchestral repertoire, 
their presence on audition lists serves to identify the
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specific cymbal techniques to be assessed. The requests 
for cymbal parts to specific compositions allows the transfer 
of these techniques into a musical context.



CHAPTER VII 

TRIANGLE

The modern triangle is a steel rod, approximately 
5/8" in diameter, bent into the shape of an equilateral (or 
isosceles) triangle and open at one end. The length of the 
sides vary, but triangles with 10" sides are the most common.^ 
Italian and English paintings of the fifteenth century show 
the instrument in a trapezoid form similar to the shape of 
a medieval stirrup. Three jingling metal rings were usually 
strung on the horizontal section of the triangle prior to 
1600, and thereafter, as many as five.^ These rings were 
abandoned circa 1810.^

The triangle entered the European orchestra in the 
eighteenth century by way of the Janizary music of the 
Turkish soldiers. Sachs notes the use of the triangle in

^A 6" triangle manufactured by Alan Abel is of excep
tional quality and in wide use.

^Curt Sachs, The History of Musical Instruments (New 
York: W. W. Norton 6 Co., 154Ù), p. 437.

^Sibyl Marcuse, Musical Instruments, A Comprehensive 
Dictionary (New York: W. W. Norton 8 Co., lé/S), p. 531.
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the Hamburg opera in 1710 and in the Dresden court orchestra
in 1717.^ At this time, the triangle was used mainly to
give added color. Additional examples of the triangle’s
use during this period can be found in Gretry's opera La
fausse Magie (1775), Gluck’s Iphigenie en Tauride (1779),
Mozart's Seraglio (1781), and in the finale to Beethoven's
Symphony No. 9 (1823). "In 1853, the triangle was raised
to the rank of a symphonic solo instrument by Liszt in his
Piano Concerto in Eb, causing, it is said, considerable 

2consternation."
In order to realize fully the wide range of sonori

ties available from a triangle, the percussionist often uses 
several different sizes of triangles as well as several 
pairs of beaters. These may be rods of steel, iron, brass, 
or less commonly of wood, and may vary in thickness from 
1/12" to 1/4", and in length from 6" to 10". The French 
type beaters, with their strongly-weighted heads, produce 
much more sonorous effects, but require greater sensitivity 
in their use.^

The triangle, when in use, is generally suspended 
by a thin string of nylon or gut, which is attached to a 
clip-type holder. This allows the triangle to be hand-held

^Sachs, History of Musical Instruments, p. 437.
^James Blades, Percussion Instruments and Their 

History (London: Faber and Faber Limited, 1975), p. 388.
^Karl Peinkofer and Fritz Tannigel, Handbook of Per- 

cussion Instruments, translated by Kurt and Blse Stone 
(Mainz: È. Schott's Sohne, 1976), p. 118.
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or hung from a support. By striking different parts of 
the triangle a variety of tones can be produced. The 

striking areas most percussionists prefer are near the 

top on the outside, and on the base, either on the outside 
or inside and away from the open end. Each triangle seems 

to have a unique timbre therefore requiring experimentation 
to determine its best sounding area.

The Standard Orchestral Percussion Repertoire 

shown in Chapter II indicates the triangle parts to the 

Liszt Piano Concerto No. 1 in Eb and the Brahms' Symphony 
N o . 4 are requested frequently at orchestral percussion 

auditions.^ The solo nature of Liszt's triangle part is, 
of course, one of the reasons it is frequently asked at 

symphony auditions. However, both the Liszt and Brahms 
triangle parts contain passages that utilize basic triangle 
techniques and each are indicative of the writing for the 
orchestral triangle. For instance, the rapid rhythmic 
figures shown in Examples 78 and 79 may be executed by 

using the inner sides of the triangle's two bars, alternating 
between the two with a back and forth movement. Similarly, 

the rolls (or tremolos) in Example 79 may be played in this 
same fashion, alternating rapidly between either the top or 

bottom closed corners of the instrument.

^Of the twenty-seven percussion repertoire lists 
received for this survey, the Liszt Piano Concerto No. 1 
appeared seventeen times and the Brahms Symphony No. 4 
appeared eleven times.
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Example 78: Franz Liszt, Piano Concerto No. 1 in Eb

Example 79: Johannes Brahms, Symphony No. 4

When playing consecutive short notes, Arthur Press 
of the Boston Symphony recommends placing the ring finger 
of the non-striking hand on the triangle, applying pressure 
in accordance with the dynamic level, while playing the 
entire passage.^ This keeps the triangle from building up 
vibrations and can be useful in playing soft rhythmic pas
sages with clear and precise definition. This technique 
may be appropriate to use in the initial triangle passage 
of the Liszt Piano Concerto No. 1 in Eb (Example 80].

Example 80: Franz Liszt, Piano Concerto No. 1 in Eb

Arthur Press, Classical Percussion (New York: Music 
Minus One, no date), p. 46.
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The complete dampening of the triangle's vibrations 
is often necessary in order to observe beats or passages of 
rest or silence. This is generally accomplished by clasping 
the fingers of the hand holding the triangle around the 
triangle's sides, close to the apex, at the appropriate 
moment. A hung triangle may be efficiently dampened by 
grasping the vibrating ends at the open corner.

Most embellishments, or grace note rhythmic figures, 
may be played with one beater. One example, the flam ( jj ), 
may be executed by means of a glancing, curved motion, 
stroke inside one of the closed corners of the triangle. 
Similarly, two, three, four, and even five note embellish
ments may be played using the same technique as for playing 
rapid rhythmic figures (alternating rapidly back-and-forth 
between the insides).

Philosophies and preferences vary with regard to 
the use of two beaters in manipulating certain rhythmic 
passages on the triangle. Most percussionists agree that 
two beaters should be used only when absolutely necessary.
The Brahms example cited in Example 79 could be executed 
quite easily using two beaters of equal size, as could the 
Liszt (Example 78). However, precautionary measures might 
need to be taken prior to the performance so that the music 
stand or support from which the triangle is to be suspended 
does not emit sympathetic vibrations. These often occur 
when the triangle is struck and the vibrations are transferred
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through the triangle's clip holder to the music stand. To 
help eliminate these extraneous noises, some percussionists 
place a piece of cloth or felt between the clip-holder and 
the music stand. This is often accomplished by glueing 
small pieces of felt to the insides of the clip-holder at 
the points where it will be making contact with the music 
stand. Perhaps the most compelling reason for single
beater triangle playing is the combined visual-aural effect 
produced by the triangle held at eye level. The tone 
quality is clearly communicated to the listener together 
with a pleasant visual stimulus. Additionally, many players 
prefer the in-line nature of triangle, music, and conductor, 
which often facilitates increased control of the strike.

Summary
Triangles come in several sizes, are played with a 

variety of beaters, and are struck at various points on 
the triangle's sides. The triangle techniques found in 
most of the orchestral repertoire require the ability to 
execute at various dynamic levels and tempos (1) single 
notes, (2) combinations of single notes and rapid rhythmic 
figures, (3) embellishments, (4) rolls or tremolos, and 
(5) muffling or dampening of the triangle's sound. Addi
tional examples of the triangle's usage in the symphonic 
literature may be found in Berlioz’ Roman Carnival Overture, 
Rimsky-Korsakow's Scheherazade and Capriccio Espagnol.
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Dvorak's Cmraivsl Ovortur#. Tchaikovsky's The Nutcracker 
and Symphony No. 4. Respighi's The Pines of Rome, and 
Bizet's Carmen.



CHAPTER VIII 

TAMBOURINE

Except for the occasional inclusion of bells, gre
lots, and sometimes a snare, the tambourine (like the tri
angle) remains virtually unchanged in physical appearance 
from its predecessors. The tambourine, as mentioned in the 
Old Testament, descended from the frame drum^ and was known 
to primitive Asiatic peoples. Medieval minstrels adopted 
the tambourine from the Romans, and it later became an 

important instrument in folk and dance music. The tambourine 
found its way into the European military bands around 1800, 
through the influence of the Janizaries and their music,
and shortly thereafter appeared in the classical orchestra

2where it was used to underline folk and dance elements.

^Sibyl Marcuse defines the frame drum as one "with 
a diameter great or greater than the depth of its body; it 
may have one or two heads, be rounded or have corners, be 
large or small. Some varieties are fitted with handles.
Frame drums were known to ancient Sumer, where they assumed 
great proportions, and are still played in many parts of the 
world today, in Europe chiefly as the tambourine." Sibyl 
Marcuse, Musical Instruments, A Comprehensive Dictionary 
(New York: W. W. Norton § Co., 1975), p. 1Ô3.

2Additional information on the history and evolution 
of the tambourine prior to its use in the orchestra can be 
found in E. B. Gangware's "The History and Use of Percussion 
Instruments in Orchestration" (Ph.D. dissertation, North
western University, 1962), pp. 69-78.
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This favourite instrument of Italian peasantry, 
who use it in all their festivities, is of excellent 
effect when employed in masses, striking like cymbals, 
and with them, a rhythm in a dance scene or orgy. It 
is seldom introduced alone in the orchestra; unless in 
a case where the subject of the piece renders it illus
trative of the manners of the people who habitually use 
the instrument--such as wandering Bohemians, or gypsies; 
the Basque nation; the,Roman peasants; and those of the 
Abbruzzi and Calabria.

Except in France where the tambourine is known as
the tambour de basque. Western Europe calls this instrument
the tambourin or tamburin. Thus the tambourine should not
be confused with the French term tambourin which is the

2provençal tubular drum. The tambourin part to Bizet’s 
L 'Arlesienne is frequently played incorrectly on the tam
bourine by less experienced percussionists. The part should 
be played on a long drum without snares.

The tambourine consists of a wooden hoop^ approxi
mately two and one-half to three inches wide, a single head 
of calf-skin (or less preferred plastic) tacked, tied, or 
glued to the hoop, and a number of equidistant slots in 

the shell. In these openings are a pair of small metal 
discs called jingles which may be fashioned from hammered

^Hector Berlioz, A Treatise on Modern Instrumentation 
and Orchestration, translated by Mary Cowden Clarke, edited 
by Joseph Bennett (London: Novello and Company, no date), 
p. 230.

2Chapter IV of this document provides a more detailed 
discussion of the tambourin provençal.

^Tambourines with metal hoops are manufactured today 
but do not possess the true timbrel characteristics of its 
ancestors. Also, many of these metal shelled tambourines 
possess tensioning devices which are unnecessary and add 
extra weight to the instrument making it quite unwieldy.
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brass, silver, or various other alloys. A1 Payson describes 
two different types of jingles: "smooth cupped discs (some
times called Mexican jingles) and fluted edge or 'corrugated' 
discs (sometimes called Spanish jingles)".^ These pairs 
of jingles are arranged in either a single or double row 
around the shell.

The orchestral tambourine is generally ten inches 
in diameter. Additional sizes range in diameter from six 
to fourteen inches. Also, some headless tambourines exist 
and are useful for performing certain passages in the tam
bourine's orchestral repertoire.

Numerous ways of holding and playing the tambourine 

are possible. These include the following:
1. Holding the tambourine in either a head-up or 

head-down position, parallel and/or slightly vertical--but 
not perpendicular--to the floor. The tambourine's head is 
struck with the knuckles, fingertips, palm, or closed fist.

2. Resting the tambourine on a soft-padded surface 
or on one's leg between the thigh and knee area. The tam
bourine may also be attached and suspended from a suspended 
cymbal stand. The rim or head of the tambourine is struck 
with the fingertips of one or both hands, or with drum sticks

3. Striking the tambourine on the knee, or back and

^A1 Payson, Techniques of Playing Bass Drum, Cymbals 
and Accessories (Tambourine, Castanets, Triangle, Tam-Tam) 
(Park Ridge, 111.: Payson Percussion Products, 1971), p. 4.
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forth between the knee and the fist.

4. Sustaining a note may be produced by (a) shaking 
the instrument, or (b) rubbing the head with the moistened 
thumb^ (to produce the thumb roll, or a given number of 
recurring strokes).

Karl Peinkofer and Fritz Tannigel, members of the 
Bavarian Opera Orchestra, offer the following descriptions 
of the various tambourine roll techniques.

Although dancers shake the tambourine with one hand 
to produce a roll, the orchestral tambourine, as a rule, 
is set into rapid vibration by both hands holding the 
instrument vertically in front of the player. In this 
way rolls of any length and of contrasting dynamics can 
be executed. A considerably denser and more intense 
roll can be achieved by letting the moistened thumb tip 
stroke the skin. Such stroking begins at the lower edge 
of the skin and proceeds on a semicircular path upward 
along the edge of the rim, whereby the thumb, because 
of moisture, vibrates in short, rapid skips along the 
skin, beating it like a drum roll, which, in turn, pro
duces a dense rattling of the jingles. Here, too, 
different degrees of dynamics can be achieved by corre
sponding differences in finger pressure and by the way 
the tambourine is held: the more horizontal the position 
of the instrument, the more intense the rattlings sound. 
Since the path of the skipping thumb is limited--few 
players master the art of an interrupted roll by moving 
the thumb up and down without a break--the roll can only 
be of short duration unless one is willing to have brief 
interruptions. A normal roll can thus last three seconds 
if played loudly, and up to about eight seconds if played 
softly.2

^To facilitate the playing of the thumb roll, it is 
often necessary to "treat" the tambourine's head. This may 
include rubbing a cake of hard rosin over the playing sur
face. (Beeswax or a commercial product called "sticky 
finger", which is found in most stationery stores, might be 
substituted.) Glueing a strip of fine (emery) or double 
0 sandpaper around the rim of the head is another method.

2Karl Peinkofer and Fritz Tannigel, Handbook of Per
cussion Instruments, translated by Kurt and Else Stone 
(Mainz: B. Schott's Sohne, 1976), pp. 101-102.
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The five compositions most frequently requested 
for the tambourine in the survey of orchestral percussion 
audition lists are Dvorak’s Carneval Overture, Tchaikovsky's 
The Nutcracker, Berlioz' Roman Carnival, Rimsky-Korsakow's 
Scheherazade, and Bizet's Carmen. Carneval Overture by 
Antonin Dvorak tops the list by appearing on nineteen dif
ferent audition lists and requires the execution of several 
different tambourine techniques. For contrast, two tam

bourines may be used: one for the loud passages and another, 
with a more delicate sound, for the soft passages. In the 
opening measures of the Overture (Example 81), the half-note 
in the first, fourth, fifth, and sixth measures may be played 
using the thumb roll technique^, while striking the remaining 
quarter notes with the fingertips on the head. In the first 
measure after the second ending (measure 9), and again at 
letter [A], many percussionists play the half-note as a 
shake roll with an accented beginning stroke. The shake 
roll continues two measures before letter [B] with the 
thumb roll entering at letter [B] and following.

Except for the roll between letters [H] and [J]
(which must be a shake roll), the tambourine part between 
letters [F] and [H] and letters [L] to [M] require a more 
delicate touch. The use of a tambourine smaller than the

^Some percussionists prefer the shake roll in these 
measures while others may prefer not to play a roll at all 
in the first measure. The conductor's preference, coupled 
with personal interpretation, will net the final decision.
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one used for the opening of the Overture together with 
playing towards the rim of the tambourine using the finger

tips while maintaining precise rhythm is an effective method. 
Example 81: Antonin Dvorak, Carneval Overture

Carneval.
Ouverture.

Allegro.
Tamburino. Ant. Dvorak, Op -92.

C 33 4 2 , 2 D 1» E 20 ^  ^  ,

14 G4
V P
1

pp

 ̂l-r * t r~pl"d
a a K » ?  a Aadantino eon moto. JT- J 20______16 K  9

W w
pp 2 L Tew^o i. Allegro.

P P
11 1

• l
EDWIN F. KAtMUS

N«w Ywk. N. Y.
to V a. i
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Should the eighth notes not be articulated clearly 
and accurately with one hand from letter [Q] to the end, 
use of the knee-to-fist technique [utilizing one of the 

following patterns: K F F K ] ^ ^  may prove
effective (Example 82).

Example 82: Antonin Dvorak, Carneval Overture

FFf»rcrr

\VPooopio

I

' ^ ^ [ r r c r i  rc rrc^ i i  u i u  11 u  i u  11 ‘ -1 ■" i ^gr^P.r i
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The knee-to-£ist technique can also be used in a similar 
passage in The Nutcracker by Tchaikovsky (Example 83).

Example 83: P. I. Tchaikovsky, The Nutcracker
"Trepak Dance"

e; DANSE ROSSB, TREPAK.
Tempo di trepak, molte rirsee.

M A i________ I
P.TSCHAlKOWSTC Op.?H

B- .Vf ..C g

U T [f

a a t 2 s a Pytiaaimo. ,

i -  8
Depending on personal taste, the rhythmic figure 

between letters K and M in Rimsky-Korsakow’s Scheherazade 
may be played by resting the tambourine on a padded surface 
(or knee) and playing the rhythm alternating hand-to-hand, 
or by using the knee-to-fist technique and alternating

between the knee and fist I ^ F K F K  |f k FKFK ^
(Example 84).^

Arthur Press recommends the "fist/fist" technique 
for this section. This one-handed fist technique might not 
be possible if too fast a tempo is taken by the conductor. 
Arthur Press, Classical Percussion (New York: Music Minus 
One, no date), p. 42.
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Example 84: Rimsky-Korsakow, Scheherazade (IV)

g p r m

The tambourine's rhythm at letter [F] in Scheherazade 
is generally played with the fingertips and phrased in two 
beats as written rather than in one beat ( JT355 not 1 ^55 ) . 
One method percussionists use for maintaining absolute 
control in passages like this is to rest the tambourine on 
a soft-padded surface or one's leg (thigh area) and execute 
the rhythm by using two hands. (Care should be taken to 

not muffle the tambourine's sound too much.) Another pas
sage like that at letter [F] begins four measures before 
letter [0] and continues to letter [P] (Example 85).

Example 85: Rimsky-Korsakow, Scheherazade(IV)

<3 14 15 ■P 20

For the "Spiritoso" section in Scheherazade (letter 
[W]), striking the tambourine solidly with the fist pro
vides an appropriate dynamic and rhythm (Example 86).
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#

Example 86: Rimsky-Korsakow, Scheherazade(IV)

13 Y IS Z fiAllegro non troppoemaestoso. ^  ^

One of the more delicate solo passages for the 
tambourine can be found in the "Arabian Dance" movement 
of The Nutcracker. A small (six to eight inch) tambourine, 
played with the fingertips on the rim, often works espe
cially well here (Example 87).

Example 87: Rimsky-Korsakow, The Nutcracker

A lleg re tto . d> DANSE ARABE.
Bojkna»'»- ODJkllnn no mo%t.
Mit deiH Dntmen.

VI. I  IA Corn» Initt

B 17

1

dtm.. mortndo (/ r t t io  taceL
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"Perhaps the most famous part for the tambourine 
and triangle in Berlioz' music is that which occurs in the 
introduction of the Roman Carnival Overture."^ For this part 
Berlioz requests two tamburini (Example 88) and states 
"...when it (the tambourine) is simply struck with the hand,

2its sound has not much effect (unless employed in numbers)."

"It is with this thought in mind that Berlioz invariably
called for two or more tambourines to perform each part.
This also magnifies the principal performance problem:
executing clearly and distinctly the thirty-second notes

at rehearsal [3].
Example 88: Hector Berlioz, Roman Carnival Overture

3  T aa* e i* i
TMa

Peter Hyde Tanner, "Timpani and Percussion Writing 
in the Works of Hector Berlioz" (Ph.D. dissertation. The 
Catholic University of America, 1967), p. 203.

2Berlioz, Treatise, p. 230.
^Tanner, "Timpani and Percussion", p. 184.
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Similar delicate tambourine and triangle duets can be found 
in the "Habanera" from the Carmen Orchestra Suite No. 2 by 
George Bizet (Example 89) and in the third movement of 
Scheherazade by Rimsky-Korsakow (Example 90).

Example 89: George Bizet, Carmen Suite No. 2

If? 7. Habanera.
A lleg re tto  quasi A ndantiuo . ( J = r*.)

F1.I.S010

rr I r fT 1 ri ■> f t/zpr---
e/
„Triaagol«. * 1 * 8 4 1 S * 1 ^ 1  f ^ -

ift » L J 1 r L / i f  g Ir L n r g j r 1  ̂ 1 ~

Example 90: Rimsky-Korsakow, Scheherazade (III)

i P
F  A

p  ̂p>;Lf

#
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Several passages in the orchestral repertoire pro
vide for the utilization of the thumb roll technique. The 
"Danse Bohême" from Carmen Suite No. 2 (Example 91) and the 
last four measures of Scheherazade, movement III (Example 
92) are two such illustrations.

Example 91: George Bizet, Carmen Suite No. 2

I

Tobvziv». ̂

rr
2 » f g .  a  tempo p

Example 92: Rimsky-Korsakow, Scheherazade (III)

rtf. moHo

Stravinsky's Petrouchka contains a section where both 
the shake and thumb rolls may be used (Example 93).

Example 93: Igor Stravinsky, Petrouchka "Gypsies
and a Rake Vendor"

bfww. •>

shake thumb shake thumb
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The tempo and dynamics are two factors which may 
influence the execution of the tambourine part to the 
"Aragonaise" dance found in Bizet's Carmen Suite No. 1 
(Example 94]. Of concern here are the two sixteenth notes 
(and particularly the second sixteenth note) which might 
require special attention to enable their clear and precise 
articulation.

Example 94: Georges Bizet, Carmen Suite No. 1
Allegrc Tivme«.( jiv #«.)

^aabwriae.

Taauitziao.

diwu ir

IT
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In addition to the general playing techniques for 
tambourine, some composers make specific requests for other 
unusual timbrel effects. At a dramatic point in Petrouchka, 
Stravinsky directs the tambourine be dropped on the floor 
(in the score, see two measures before [129] in the Fourth 
Tableau). Respighi requests the tambourine be muffled 
(coperto) and played with snare drum sticks in his Pines of 
Rome. This can be accomplished by attaching the tambourine 
to a suspended cymbal stand, taping a small piece of felt 
to the head, and playing on the head with sticks, or by 

laying the tambourine head-down on the batter head of a 
snare drum and playing with snare drum sticks on the inside 
of the tambourine. Brushing or flicking the jingles is 
requested by Walton (Facade) and Lambert (The Rio Grande) .
Rare examples of the tambourine without jingles (see the 
definition of a frame drum at the beginning of this chapter) 
can be found in Stravinsky's Renard (sans grelots) and Falla's 
El Retable de Maese Pedro. A more comprehensive and detailed 
listing of other percussion effects requested by composers 
can be found in Gardner Read's Thesaurus of Orchestral 
Devices.^

Summary

The orchestral literature for the tambourine requires

^Gardner Read, Thesaurus of Orchestral Devices 
(New York: Greenwood Press, 1969), pp. 159-233.
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a variety of techniques. Notably, the execution of single 
notes can vary from the most delicate of fingertip pianis- 
simos to the most boisterous fist-struck fortissimos. The 
playing of faster rhythmic figures with a single hand is 
generally preferred but tempo and dynamics often dictate 
its practicality. These rapid rhythmic figures, coupled 
with faster tempos, might also require the consideration 
of whether to use the knee-to-fist technique or to lay the 
instrument down on some padded surface and use two hands.
A sustained sound on the tambourine may be achieved by 
using one of the roll techniques--the shake roll or the 
thumb roll--with their use usually determined by the length 
of time the sound is to be sustained.

Additional examples of the tambourine's usage in 
the orchestral literature (and found in the Master Orches
tral Repertoire List) are "Polovetzian Dance" from Prince 
Igor by Borodin, Petrouchka by Stravinsky, Capriccio Italien 
by Tchaikovsky, Debussy's Iberia, the "Arabian Dance" from 
Peer Gynt by Grieg, Prokofiev's Symphony N o . 2 , Ravel's 
Rapsodie Espagnol, and Capriccio Espagnol by Rimsky-Korsakow.



CHAPTER IX 

MISCELLANEOUS PERCUSSION INSTRUMENTS

It is a generally accepted fact that the percussion 
sections of the major symphony orchestras are divided 
into two subsections: (1) timpani and (2) percussion. Some 
believe the percussion subsection can be further subdivided.

For all practical purposes, the symphonic percussion 
section can be divided into four areas: snare drum, 
mallets, bass drum and cymbals. As we observe the many 
percussion sections of the major orchestras, we can see 
the specialization that has taken place. Although orch
estral percussionists perform on all the instruments, 
the pressure in performing the orchestral literature 
and the continuous repetition of the classical music 
have made specialists,out of the percussion section in 
the above four areas.

Of the thirty-four major North American symphony 
orchestras surveyed for this study, twenty-seven responded 
with specific percussion audition lists. Close examination 
of these lists, whether singly or collectively, imply the 
overall requirements for playing the orchestral literature 
demands far more than specialization might allow. Often, 
orchestras are indeed looking for a particular individual 
with "specialized" percussion skills when a vacancy occurs

^Anthony J. Cirone, "The Orchestral Cymbal Player," 
Percussive Notes 21 (April 1983): 40.

165
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in their orchestra. Therefore some audition lists might be 
slightly weighted towards a particular percussion area (e.g., 
more snare drum excerpts might be requested if there is a 
need for a snare drum principal). However, as Cirone states 
"...percussionists perform on all the instruments..."^, and 
the audition lists invariably contain requirements which 
are designed to test the applicant's ability to perform 
on some of these instruments. In surveying the percussion 
audition lists obtained for this study, relatively few 
compositions appear with any degree of frequency which 
require any of the miscellaneous (or accessory) percussion 
instruments. However, some of the more frequently prescribed 
accessory instruments are discussed below.

Castanets
Generally the castanets are considered a member of

the Latin American instrument family and although Curt Sachs
2assumes an Asiatic (Phoenician) origin , Marcuse states

"Spain, like South Italy, was a Phoenician colony and a
3 «center of dancing in antiquity". The castaneta, from the 

Spanish castana for chestnut, are played in pairs ("two

^Ibid., p. 40.
2Curt Sachs, The History of Musical Instruments (New 

York: W. W. Norton § Co., 1940), p. 103.
^Sibyl Marcuse, Musical Instruments, A Comprehensive 

Dictionary (New York: W. W. Norton 5 Co., 1975), p. 83.
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half shells lying with their hollow parts against one 
another, and connected, hinge-like, by a cord tied 
through holes at their upper rims"^]. One pair is held in 
each hand with the cord passing around the thumb and one 
finger thus controlling the opening of the shells. A great 
deal of dexterity and individual finger coordination is 
necessary to manipulate the rhythms associated with the 
Spanish dances on this type of hand castanet.

The modern castanets exist in two additional forms.
The castanet machine and the handle (or paddle) castanets 
are generally made of one of two materials, hardwood (gren- 
adilla, ebony, rosewood, walnut, chestnut) and plastic 

(bakelight). The handle castanets are two half-shell cas
tanets attached to a handle and may be played in a variety 
of ways.

1) Slow, loud passages are played by holding a set 
of handle castanets in each hand and "flicking" the 
wrist for each note.

2) Slow, soft passages can be executed by holding 
one set in one hand and tapping the handle, slightly 
behind the castanet, with the fingers of the other hand.

3) Fast, loud passages can be played by putting 
one's foot on a chair, holding a set of handle castanets 
in each hand, and striking the castanets against the knee.

4) Fast, soft passages can be performed in the same 
manner, except that the forefinger of each hand presses 
the top castanet against the paddle, so that only the 
bottom castanets sound.2

^Karl Peinkofer and Fritz Tannigel, Handbook of Per
cussion Instruments, translated by Kurt and Else Stone 
(Mainz: B. Schott's Sohne, 1976), p. 143.

2A1 Payson, Techniques of Playing Bass Drum, Cymbals 
and Accessories (Tambourine, Castanets, Triangle, Tam-Tam)
(Park Ridge, 111.: Payson Percussion Products^ 1971), pp. 21-22
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The castanet machine suspends two pairs of half-shell 
castanets by various means and may be played by striking or 
tapping the castanets together with the fingers, yarn mallets, 
or another pair of handle castanets.

A1 Payson identifies three hand castanet rudiments, 
or techniques, which may be applied to castanet machine 

performance. The golpe and double golpe are performed by 
striking either a single pair of castanets with the two 
middle fingers (golpe] or both pairs in unison (double 
golpe] in the same fashion. The carretilla is performed 

by striking the castanet with each of the four fingers of 
the right hand in rapid succession, starting with the little 
finger and ending with a golpe with the left hand.^ V ar
iations of the carretilla, using one, two, or three fingers, 
may be used to perform most embellished or grace note rhy
thmic figures found in the orchestral repertoire. In addi
tion, embellishments may be performed in the same manner as 
one would perform these rhythmic figures on a snare drum-- 
whether using fingers, mallets, or handle castanets--and 
alternating hand-to-hand.

Of the several orchestral compositions which contain 
castanet parts, only one--Prokofiev’s Piano Concerto No. 3-- 
appeared with any degree of frequency throughout the survey 

of percussion audition lists. The inclusion of Prokofiev's

^Ibid., p. 19.
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work might be due in part to the castanets' solo-like status 
as it accompanies the piano solo. Also, many of the tech
niques commonly associated with the castanets are found 
in this work. Notably, the execution of single notes and 
single notes with embellishments at a soft dynamic level 
pose one particular performance problem (Example 95). Like

wise, a similar passage requires the execution of a four- 
note and three-note embellished figure while maintaining a 
strict rhythm (Example 96).

Example 95: Serge Prokofiev, Piano Concerto No. 5
j  carf.______ nay__________ t______
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Example 96: Serge Prokofiev, Piano Concerto No. 5
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Possibly another reason for the Concerto's inclusion on 
audition lists is the rhythmic figure shown in Example 97. 
Here the percussionist is expected to perform various sub
divisions of a given beat (e.g., J#* , /I , and ] j i J ). 
Rhythmic control and precision, coupled, with the soft 
dynamic level, make this passage slightly more difficult. 

Example 97: Serge Prokofiev, Piano Concerto No. 5
B1   y   g j _______

f f  I f  f f f  t ( j f P f  > r *
fp • ff ff

Additional examples of the use of the castanets in 
the orchestral repertoire are found in Wagner's Tannhauser 
"Der Venusberg" and "Baccanale", Debussy's Iberia, Bizet's 
Carmen, Ravel's Rhapsodie Espagnol, Rimsky-Korsakow's 

Capriccio Espagnol, and De Yradier's La Paloma.

Woodblock
Woodblocks are carved from a variety of hard woods 

such as maple, walnut, teak, cherry, and rosewood. Their 
rectangular sizes will range from I5" to 2 3/4" high, 6" 
to 10" long, and 2\" to 4" wide. Larger and smaller blocks 
exist. A resonant sound may be obtained by striking the 
block above the hollow section, generally in the center of
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the block and slightly towards the edge or lip. Hard 
xylophone mallets of wood, rubber, and plastic are gen

erally best suited for performing most rhythmic passages. 
Some experimentation might be necessary in order to find 
the best sounding beating area and the appropriate mallet 
for individual blocks. Occasionally, yarn covered marimba 
mallets are appropriate for softer dynamic levels, depending 

on the quality and type of woodblock. Snare drum sticks 
are frequently called for by composers for use on the wood
block, but they are generally inferior in sound to the xylo
phone mallet.^

Although orchestral parts for the woodblock do not 
appear on the Standard Orchestral Percussion Repertoire 
List, two compositions by Serge Prokofiev are listed on the 
Master Orchestral Percussion Repertoire List and may be 

executed by transferring basic snare drum techniques to the 
woodblock (Examples 98 and 99). Other examples of the 
woodblock’s use in the orchestral literature can be found 
in the Second Symphony by Samuel Barber, Walton's Facade, 

and Grofe's Grand Canyon Suite.
Example 98: Serge Prokofiev, Symphony N o . 5

f f f f  l y ’ f f f f f r f  I

This is principally due to the bead of the snare 
drum stick having a lighter weight and less mass distribu
tion when compared to the more densely weighted xylophone 
mallet.
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Example 99: Serge Prokofiev, Alexander Nevsky

 ̂ S-MUyre modtrs*̂
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Tam-tam
"The orchestral tam-tam or gong (synonymous terms 

in the Western orchestra) is one of the few percussion 
instruments with an internationally accepted name.

The first Western mention of the word gong was in 
England in 1590, but use of the instrument is not re
corded in Europe until 1791, when it was played at 
Mirabeau's funeral (Gossec's Funeral Music) . Since 
then it has gained acceptance in the orchestra as an 
instrument of indefinite pitch.

Gongs, as opposed to tam-tams, possess a small dome-like 
protuberance in their center and have definite pitch char
acteristics .

Hermann Scherchen in his Handbook On Conducting 
(Oxford, 1956, p. 132) says: 'The tone of the gong

^James Blades, Percussion Instruments and Their 
History (London: Faber and Faber Limited, 1975), p. 382.

2Marcuse, Musical Instruments, p. 212.
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does not differ from that of the tam-tam but is definite 
in pitch. Sometimes, unfortunately, the point is over
looked, and composers prescribe a gong when they 
obviously mean a tam-tam. Special care should be .
taken not to use the one or the other indiscriminately'.

Karl Peinkofer offers an explicit description of the tam
tam's sounding characteristics.

Tamtams of cast alloy are suitable for loud passages, 
but in soft ones they speak with more difficulty and are 
hard to dampen. On the other hand, the thin sheet-bronze 
tamtams react considerably faster and develop more depth 
of tone, even with a smaller diameter. These, however, 
do not usually have the noble sound of the original type. 
The strong tensions in the material, resulting from the 
art of hammering it, cause it to release a multitude of 
partials when struck. The tamtam gives off a different 
tone color at each beating spot. Lighter colors pre
dominate in the heavy-walled areas near the rim; towards 
the center lie the areas which, through vibration of 
the entire material, produce the greatest volume with 
the deepest, long-vibrating fundamental tones.%

Tam-tam beaters should have considerable mass and 
weight in order to produce the tam-tam's fundamental tones 
and should correspond proportionately to the diameter of 
the instrument. A beater of this type will produce a rel
atively quick response. Softer, padded beaters produce a 
weaker tone on impact, but stronger, more slowly developing 

reverberations. Small, hard beaters (felt, yarn, rubber) 
are incapable of generating the tam-tam's low fundamental 
and generally allow only the higher pitch frequencies to 

sound. However, this type of beater might be useful for 
producing bright sounding rolls on the tam-tam. (Rolls or

^Blades, Percussion Instruments, p. 383.
2Peinkofer, Handbook of Percussion Instruments, p. 126.
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tremolos may be produced with either a single beater or a 
pair of beaters, the latter being preferred.)

Like the woodblock, no single composition requiring 

the tam-tam appeared with any regularity in the survey of 
percussion audition lists.^ Nonetheless, this unwieldy 
instrument commands the respect of most percussionists and 
has been known to create considerable consternation when 
struck improperly or at an inappropriate time.

The principal performance problems of this instru
ment center around two factors: (1) starting the sound,
and (2) stopping the sound. Further, anticipation of the 
conductor's ictus often compounds the first factor and 
might require the player to strike the tam-tam slightly 
in advance so that the vibrations reach the conductor at 
what is perceived to be the right time. Also, prior to 
striking, the tam-tam may be "primed" by gently and quietly 
tapping its surface or plate with one's fingers. Dampening 

may be achieved by placing both hands on opposite sides of 
the tam-tam, or by pressing one hand on the outside surface 
of the instrument while the other side is pressed against 

one’s leg.
Two notable works by Igor Stravinsky show the tam

tam's usage in both conventional and nonconventional terms.

^The San Antonio Symphony's audition list did require 
the demonstration of proficiency on the gong (tam-tam).
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For example, at rehearsal [72] in Le Sacre du Printemps, 
Stravinsky notates a tam-tam roll with crescendo (Example 
100). The difficulties here are to execute a short roll 
with a crescendo (and at a fast tempo) and then immediately 
dampen the vibrations so the next roll-crescendo may begin. 
If the roll is being played with two mallets (and therefore 
two hands), dampening becomes more difficult.

Example 100: Igor Stravinsky, Le Sacre du Printemps

Prestissimo (j= 168)

moHb MoHd Mit

Some special or unusual effects on the tam-tam are 
obtained by (1) rubbing the tam-tam's edge with a triangle 
beater, (2) striking the tam-tam with xylophone mallets, 
drum sticks, or metal rods, and (3) drawing the bow of a 

stringed instrument across the rim of the tam-tam. Again 
in Le Sacre du Printemps, Stravinsky writes these instruc
tions in the tam-tam part at rehearsal [106] , "gliss. colla 
bacch. di Triang.", or glissando with a triangle beater.
This may be accomplished by rapidly rubbing the surface of 
the instrument with the tips of the metal rods (Example 101).

Some tam-tams such as the Paiste brand possess a lip 
area of approximately 1" to 3" and turned 80° to 90° from 
the main striking surface. This indented area is generally 
more coarse than the main surface and provides another area 
where glissandos may be produced.
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Example 101: Igor Stravinsky, Le Sacre du Printemps

In Petrouchka, Stravinsky writes for the tam-tam 

to be struck with a baccheta du tambour militaire or snare 
drum stick (Example 102).

Example 102: Igor Stravinsky, Petrouchka

Bfrii.a T—kwflK.

Additional examples of the tam-tam's use in the 
orchestral literature can be found in the Hary Janos Suite 
by Kodaly, Sinfonische Metamorphosen by Hindemith, Boris 
Godunov by Mussorgsky, and Salome by R. Strauss. One
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excellent example of the tam-tam’s dark and solemn nature 
is found in Respighi's The Pines of Rome.

The Drum Set

Although the lay musician does not normally associate 
the drum set or jazz set with the symphony orchestra, it is 
interesting to note that six of the major symphony orchestras 
surveyed for this study require the exhibition of proficiency 
on the drum set.^ Specifically the audition requirements 
request the percussionist to demonstrate the jazz, rock, 
disco, bossa nova, cha cha, rhumba, tango, and waltz styles, 

as well as proficiency using brushes in 3/4 and 4/4 swing 
styles. The reason for requesting such techniques lies 
with the fact that many symphony orchestras present "Pops 
Concerts", or concerts of light-classical music, contem
porary pop music, or music from Broadway shows and produc
tions. The percussionist is expected to perform on the 
drum set in many of these concerts.

In terms of the drum set’s accouterments, James
Blades offers the following insights:

In the pit of the theatre and elsewhere he was both 
orchestral player and effects man. His ’kit' (traps) 
consisted of a bass drum with cymbal attached, side 
drum, a ’crash’ cymbal, a wood block, and a few luxuries 
(effects), such as a triangle, tambourine, castanets, 
slapstick and a few whistles, a pair of sandpaper 
blocks, and later the wire brushes.2

^Honolulu, San Antonio, Denver, Buffalo, Chicago, 
and Cincinnati.

2Blades, Percussion Instruments, p. 458.
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Following World War I, the perfection of the bass drum foot
pedal allowed the drum set to assume the following complexion;

A modern 'kit' will include bass drum, side drum, two 
or more suspended cymbals (including a 'ride' or 'bounce' 
cymbal, and a 'sizzle' cymbal), the hi-hat pedal-operated 
cymbals, two or more tom-toms (cylindrical drums, single 
or double-skinned) and a similar array of bongos, played 
as the situation demands with sticks or with brushes.^

With the advent of the silent cinema, the drum set was
further expanded.

...the minimum percussion equipment required was timpani, 
side drum, bass drum, cymbals, gong, etc., glockenspiel, 
xylophone and tubular bells. In addition, the numerous 
effects required for the screen demanded such equipment 
as: wind machine, rain machine, thunder sheet, a tray of 
broken glass, dog bark, a bull roar, an electric 'roll
ing' machine for attachment to the side drum, bass drum 
or timpani, a cylinder of compressed air for the imita
tion of rushing water, etc., and the blowing of tug 
boat whistles and fog horns (the last two sounds being 
effects by means of a 'reducer' on the nozzle of the 
cylinder), plus a host of other effects too numerous 
to be mentioned.2

This paraphernalia is in evidence today in many of the
Broadway musicals and productions. In addition, many of
the popular music groups have at their disposal all the
instruments named above plus others. The physical set-up
and configuration of the "basic"^drum sets that manufacturers
are assembling is astounding. It is no mean feat to execute
a basic jazz rhythm on the drum set, let alone to imitate

^Ibid., p. 460.
^Ibid., p. 464.
^The basic drum set consists of a snare drum (5"xl4"), 

bass drum (12"x20"-24") with pedal, tom toms (9"xl3" and 16" 
xl6") , two suspended cymbals (20" medium ride and 16" medium 
thin crash), and a hi-hat machine with a pair of 14" cymbals.



179

the current popular music sounds.
It is therefore recommended and appropriate for one 

to gain a minimum level of proficiency on the basic drum 
set if one wishes to successfully compete in orchestral 
percussion auditions. Listening to the radio, television, 
or other recorded music of these various styles is one 
method which might be useful in developing comprehension 
of a particular style. However, the principal performance 
problems may be related to developing the proper coordina
tion and independence of the hands and feet necessary to 
execute the techniques associated with these various styles. 
Numerous method books are available which explain or offer 
etudes for developing drum set techniques.^

Timpani
The inclusion on the Standard Orchestral Percussion 

Repertoire List of compositions requiring the timpani 
necessitates some discussion. In general the techniques 
of timpani playing and the performance problems connected 
with this instrument are quite different from other per

cussion instruments.
The position of timpanist in the majority of the 

North American symphony orchestras is separate from the

^Advanced Techniques for the Modern Drummer, Volumes 
I G II by Jim Chapin and Four-Way Coordination by Marvin 
Dahlgren and Elliot Fine offer technical independence studies. 
Two books by Joel Rothman, Basic Drumming and Beats and V ar
iations contain a variety of examples illustrating most of 
the common dance beats.
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percussion section, sometimes even physically removed to 
the opposite side of the stage. While timpani auditions 
often ignore the demonstration of non-timpani or general 

percussion techniques, the demonstration of timpani tech
niques at a percussion audition may not be totally unreal
istic as some principal percussion positions are often co
timpani positions. Such a position would require more than 
basic knowledge of timpani techniques and repertoire. The 

percussionist might have to fill in for an ailing or absent 
timpanist though seldom would he be called upon to perform 
major works using the timpani. More likely the percussion
ist would be expected to perform second timpani parts to 

such works as Stravinsky’s Le Sacre du Printemps or Berlioz’ 
Symphonie Fantastique, or to perform timpani parts at ’’Pops 
Concerts".

The compositions included in the Standard Repertoire 
List found in Chapter II might adequately serve to assess 

a percussionist’s abilities on the timpani (e.g., Beethoven's 
Symphony N o . 5 , Tchaikovsky’s Symphony N o . 4 , Hindemith’s 
Symphonic Metamorphosis) . If this is the intent, then the 
repertoire is sufficient for this purpose. However, works 
requiring a second timpanist might be valuable additions to 
the Standard Repertoire thereby reflecting more accurately 
the percussionist’s role as auxiliary timpanist.
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Other Percussion Instruments
Such instruments as temple blocks, sleigh bells, 

slapstick, finger cymbals, antique cymbals, claves, maracas, 
guiro, cowbell, bongos, congas, timbales, ratchet, cabasa, 
and vibra-slap are regularly requested in twentieth-century 
orchestral scores. More esoteric instruments such as auto

mobile brake drums, anvils, flower pots, pots and pans, wind 
machines, and various types of ethnic percussion instruments 
are also being requested with increasing frequency. Con
temporary composers are constantly experimenting with 
sound collages and will often specify certain special or 
unusual effects. These might include drawing a stringed 
instrument bow across the edge of a vibraphone bar or 
cymbal, or producing a glissando on a tam-tam or triangle. 
However, these techniques are not regularly practiced and 
frequently are learned and mastered only when essential to 
a particular performance.

Summary
The multitudinous variety of percussion instruments 

available makes it virtually impossible for the orchestral 
percussionist to be masterfully proficient on them all. 
Instead the orchestral percussionist tends to specialize 
in a selected instrumental area. Prior to the late nine
teenth and early twentieth-centuries, the orchestral per
cussionist was considered adequate if he could perform
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proficiently on the snare drum, bass drum, cymbals, triangle, 
and tambourine. However, historical accounts sometimes 
question the true proficiency of these early orchestral 
percussionists. The music of the twentieth-century now 
requires proficiency not only on all the instruments pre
viously discussed in this study, but also on any and all 
other instruments directly or indirectly associated with 
percussion. These various accessory percussion instruments 
are inextricable members of the percussion family and many 
demand not only familiarity but a minimum of technical 

proficiency at the least.



CHAPTER X 

SUMMARY AND CONCLUSIONS

Restatement of the Problem 
The development and mastery of percussion perfor

mance techniques may be accomplished in a variety of ways. 
First and foremost in the percussionist’s general course of 
study is the identification of the basic performance tech
niques inherent to each individual percussion instrument.
The realization of these techniques is often achieved through 
the study of technical studies and etudes such as those 
found in numerous popular percussion texts. Specific p er
formance techniques may also be addressed and developed 
through the study and possible performance of certain 
selected published solos and ensembles. Likewise, the 
study of orchestral excerpts provides an additional source 
for the direct application of percussion performance tech
niques to the orchestral literature. For the percussionist 
desirous of entering orchestral performing as a career, the 
study of orchestral excerpts constitutes a large part of 
their course of study.

At present, there is no standard repertoire list

183
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for percussion instruments that has been formulated through 
a systematic survey of the major symphony orchestras. For 
the aspiring orchestral percussionist, such a list could 
be extremely valuable in enumerating the literature upon 
■which many orchestras assess proficiency. Numerous per
cussion method books are available which contain a limited 
number of orchestral excerpts for percussion instruments, 
although the information in these books concerning the 

excerpted works is often incomplete, usually consisting 
only of an extracted phrase or section from the composition 
with little or no explanation of the specific performance 
problems. To assemble a library of the standard orchestral 
percussion repertoire, at least eight method books would 
have to be collected.

Summary of Purpose
The purpose of this study has been to identify the 

orchestral literature that constitutes the nucleus of the 
percussion repertoire as determined by the collected 
audition lists of the major North American symphony orches
tras, to identify specific percussion performance techniques 
necessary for the performance of the standard repertoire, 
and to include an anthology of the standard orchestral 

percussion repertoire.
The identification of the standard orchestral per

cussion repertoire would be particularly useful to the
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percussionist desirous of pursuing an orchestral career.
Also, the identification of specific percussion performance 
problems contained in the standard repertoire may aid in 
their proper interpretation and execution.

Summary of Percussion Performance Techniques in 
the Standard Orchestral Percussion Repertoire

In Chapter II, the procedure for conducting the 
survey of thirty-four major North American symphony orches
tras was outlined with the tabulated results of the twenty- 
seven orchestras responding to the survey included. The 
individual audition-repertoire lists are presented in 
Appendix I while Appendix II provides a complete categorized 
listing of the individual audition lists cross-indexed by

(1) instrument, (2) composer, (3j title, and (4) orchestra.
The Standard Orchestral Percussion Repertoire was 

identified as those compositions appearing five or more 
times among the twenty-seven audition-repertoire lists 
received. In general, the appearance of specific composi
tions may be attributed to either their solo-like nature, 
or the fact that they contain passages for percussion 
instruments that are technically and/or musically difficult, 
or both of the preceding. The five most frequently requested 
compostions and the number of orchestras' requesting are 
Duka's The Sorcerer's Apprentice (bells; 24), Gershwin's 
Porgy and Bess (xylophone; 23), Tchaikovsky's Romeo and 
Juliet (cymbals; 23), Rimsky-Korsakow's Scheherazade (snare 
drum; 19), and Dvorak's Carnival Overture (tambourine, 19).
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Chapters III through IX provide a brief discussion 
of the various orchestral percussion instruments' history 
and physical characteristics and a summary of their basic 
performance techniques. Various passages from the Standard 
Orchestral Percussion Repertoire are examined and possible 
methods for executing these passages, along with personal 
interpretations by selected professional orchestral per
cussionists, are provided.

In general, the Standard Orchestral Percussion 
Repertoire identified in Chapter II is adequate for asses
sing a percussionist's proficiency on a variety of percus
sion instruments. A sufficient number of passages are 
represented which require two mallet techniques commonly 

associated with the xylophone and bells. A weakness in 
the bar percussion instruments standard repertoire is the 
lack of requirements for three and four-mallet techniques 
and the demonstration of proficiency on the chimes and 
vibraphone.

The Standard Orchestral Percussion Repertoire for 
the snare drum discussed in Chapter IV provides numerous 
passages which require the execution of snare drum tech
niques relating to (1) sticking as it effects phrasing,
(2) rhythmic passages at various dynamic levels and tempos,
(3) embellishments, [4) rolls, and (5) musical interpreta
tion of the notated part. Noticeably absent are (1) requests 
for playing multiple-percussion instruments, (2) "special
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effects" which might include the use of beaters other than 
snare drum sticks, or playing areas other than the batter 
head, and (3) the lack of passages containing complex rhy
thmic figures, frequent changes of the metrical unit, or 
aleatoric or improvisatory techniques.

The performance problems discussed in Chapter V 
and commonly associated with the orchestral bass drum are 

identified as (1) the ability to produce a good tone, (2] 
to manipulate rolls at various dynamic levels and tempos, 
and (3) to play precisely in time. The four works compris
ing the bass drum's standard repertoire sufficiently address 
these performance techniques. The playing of bass drum and 

cymbals (attached) by one percussionist is considered 
inferior in sound to that which can be produced by two 
players and is generally utilized only as an economy measure 

by the orchestra's management.
The four compositions appearing on the Standard 

Orchestral Percussion Repertoire List for cymbals (Chapter 
VI) provide enough passages to assess the percussionist's 
proficiency at executing loud and soft cymbal crashes. A 
particular weakness of the Standard Repertoire is its lack 
of a sufficient number of requirements for the suspended 
cymbal and especially of passages which require the use of 
various types of beaters (e.g., snare drum sticks, triangle 
beaters, yarn or felt covered mallets, brushes), or tech
niques (e.g., rolls). Five orchestras requested the
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execution of specific cymbal techniques either in lieu of 
or in addition to the orchestral literature. These requests 
identify the specific cymbal techniques to be assessed 
although they are generally abstracted from the repertoire.

The triangle techniques (Chapter VII) found in most 
of the orchestral repertoire, and in particular in Brahms' 
Symphony N o . 4 and Liszt's Piano Concerto No. 1 in E b , 
require the ability to execute at various dynamic levels 
and tempos (1) single notes, (2) combinations of single 
notes and rapid rhythmic figures, (3) embellishments, (4) 
rolls, (5) dampening of the triangle's sound, and (6) all 

of the preceding with two beaters.
Likewise, a variety of tambourine techniques are 

found in the Standard Orchestral Percussion Repertoire.
The execution of single notes ranges from pianissimo to 

fortissimo while the techniques for executing rapid rhy
thmic figures is often determined by the tempo and dynamics 
(e.g., single hand, two hand, knee-to-fist techniques). A 
sustained sound on the tambourine may be achieved through 
the shake or thumb roll techniques, their use being deter
mined by the length of time the sound is to be sustained.

Only a few of the accessory percussion instruments 
(castanets, woodblock, tam-tam) are requested with any 
degree of frequency at orchestral percussion auditions, 
though their importance (like the chimes and vibraphone) 
may be underestimated. The drum set requires basic
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coordination proficiency in executing various "popular" 
dance rhythms and is an appropriate request not only for 
orchestral requirements, but also for the general develop
ment of the "total percussion concept". Timpani, too, is 
a legitimate request at orchestra auditions as the percus
sionist often "fills-in" at "Pops Concerts" or serves in 
the capacity of auxiliary or co-timpanist. However, a 
separate study of orchestral timpani techniques and reper
toire is recommended. Familiarity with all percussion 
instruments is expected although not always practical. 
Instead, the more esoteric and ethnic percussion instru
ments are often practiced and "mastered" only when dictated 
by special performances.

Conclusion

The percussion performance techniques found in 
the Standard Orchestral Percussion Repertoire are essential 
basic percussion performance techniques. The identification 
of these techniques and their subsequent mastery are recom
mended and useful to the performance of literature in 
general. The ability to specialize in a given percussion 
area with regards to orchestral percussion will continue 

to be permissible so long as the programming for the major 
North American symphony orchestras remain steadfast to 

the "classical" repertoire. However, should orchestras 
become more adventuresome in their programming, especially
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in the areas of contemporary or "new music", or more sup

portive of twentieth-century American composers, or possibly 
more "pop" oriented, then percussionists will be required 
to be more versatile and proficient at a greater variety 
of percussion techniques and less dependent on the repeti
tive execution of the basic techniques found in the Stan

dard Orchestral Percussion Repertoire. The use of percus
sion has increased significantly since 1900 and new per
cussion performance techniques are being developed accord
ingly. Therefore mastery of the basic percussion perfor
mance techniques is essential while an open and creative 

mind for the development and execution of new percussion 
performance techniques is recommended.



APPENDIX I

The following appendix materials consists of a 
copy of the letter sent to the thirty-four major North 
American symphony orchestras requesting their last per
cussion audition/repertoire list. Replies from thirty- 
one orchestras were received and their returned lists 
and cover letters (where applicable) are included.
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2ZP '■ 3 IS8Ô

ATigust 30, 1980

Ur. Stepken Sell, Zzecativa Tice Fresideat Atlanta Sjmpkony Orckestra 1280 Peachtree St., B. £.Atlanta, Georgia 30309
Sear Ur. Sell:
Aa part of the requlrementa for the Doctor of Uusioal Arts degree at the Univeraity of Oklahoma, I am preparing a study on the orchestral repertoire for percussion instruments.I mould sincerely ^predate it if you mould kindly formard to me the audition/repertoire list from your last percussion vacancy. If you do not have one available, mould you please forward this request to your principal percussi onist.
A self-addressed stamped envelope is enclosed for your convenience.
Ihank you for your assistance.
Sincerely,

Emery g. Alford leaching Assistant -'The University of Oklahoma

'  A '" '
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ATLANTA SYMPHONY ORCHESTRA 
4D0XX1M w m iiL S

N i

KALIJET Btcnmt
I. tùTjj aaé B«a« • S
X. S«rear«r's Appratle* •  B«kaa
3 . ÉwirtcMi fm Parla - Sarahata
4 . Calma Brangnaa Oaar t ura  - Kabalawrtr
5 . Pal km froa Tka Celdaa Aga - ShaacakavlA
4. Tauog Paraaa'a Outda ta  Ordhaatra -  Brlttam
7. Wm Rocaa -  S trsvlaal^ 
t. Patramtckka -  Straalaaky
9. la ty  Jaaaa Soita -  Kadaly 
lO.Smnee Kaeabra - Salat-Samaa
II.Raa Doun frea  Badaa « Caplaaé 
IX.Syaphoay la  D Mtaoc -  Panghae V ltllaaa 
17.4S7 aacarpt l a  Caldaaâarg CallaeCiaa
l.Prapmrad aalo 

19.Prapara4 4 a a l la t  aala

SMU DROH tXOlPXSt

1 . 7/4 Celdaabarg Xtada
2. Ceaeert Bail a i l  dynaalea
3. Ceoeerta fa r Ora&aatra -  Bartak
4 . Sehaloao -  Vlach
5. Sebaharasada -  l le e la l  Blaaky^æadhaa
4. Third lyaphooy - Set— aim
7. Thundcrar •  Smaa
4. Capileelo Eapagnol - Uaakr^Ceraakaa
9. laadlng froa 20th CaaCarjr Orebaatra ftad iaa
10.Baadlog fraa Caldaabarg Xcadaa

ACCXSSCUXSl

Cÿabalai
1 . Sarlaa a f  f a la t  «adk
2 . Sarlaa a f laad araak
3 . Saiah taAmlqua
4 . Scrapa tadm lqaa
9 . Baaao aad J a l la t  -  TabafMaaly
4 . 4 tk  Syaphoay •  TAalkaaahy
7 . H tllla a  T all O vartva -  Saaalaf
5 . Saaaa Caralvat •  Sartlaa

fcapaadad Cÿabalt
1 . La Mar -  Dabaaay

Caataaatat
1 . Xbarla • Dabaaay
2. Caprlcela Sapa goal -  Staafcy^Taraahaa

TMaaglat
■1, Saaao Caralaal •  Sarllaa

4^ 2 . 4th Spiihaay •  T A alkaaa^
3 . 9th Sya*haoy •  Saathaaaa

Ta#  uiir laat
1 . Camlaal -  Daarak
2 . Saman Caralaal •  Sarllaa
3 . Arabian Sanaa - Tahalkaaaby

Baaa Bmnt
1 . B lta a f  Spring -  S*aalnaby
2. 4th Spnphenp -  Tdialfceaakp
3 . Sanaa and J n lla t  -  Tehalkeaakp
4 . Laud and aaft ra l la
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J o w p h L M V t t t

B a ltim o re  S y m p h o n y  O r c h e s t r a  223222,*™camîloo.. Mu»i/ Ok-Sr

Septecter 26, 1980

Mr. Emery E. Alford 1524 Wind Hill Road Norman, Oklahoma 73071

Dear Hr. Alford:
Enclosed find percussion list. We trust that this contains the necessary information that you seek. We have no finished copies available so pleaseexcuse the correction markings

•ely

^segn Leavitt General Manager

cc: G. Aranow
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BALTIMORE SÎMPHOKY 08CHESTKA 

PRINCIPAL EERCDSSIOM ADDITION REPERTOIRE LIST 

PRELIMINAKI ADDITIONS ABDIIIOIUL REP TOR PINALS

Snmre Drum

P ro k o f ie v  -  L t .  .
R lsA kjr-K orsakov- ~i l ii ||i  ( | | l  ^ I f  
R ev e l -  B o le ro  »
Rlmeky-Roreakov — C e p r lc c io  Eepegqol 
P ro k o f ie v  -  P e te r  end th e  N o l ^

Xylophone
G cxehvln -  Porgy & Berne 
R ev el -  M other Coose 
S h o e tak o v lch  -  Age o f  C old P o lk e

C lo ck e n ep le l

Dukes -  S o rc e re rs  A p p re n tic e  
Debussy -  L s Her

B s r te k  -  C o n certo  f o r  O rc h e s tra  
V. Schimso -  Symphony No. 3 
R o l ls

Gershw in -  Am erican i n  P a r i s  
K odaly -  B sry  Ja n o s  
A t c h a t u r i a n  -  Cayne B a l l e t

R e sp ig h i -  P in a s  o f  Rome 
T ch a ikovsky -  CapptiOdo I t a l i e n  
Wagner -  Valdweben 
R av el -  M other Coose

Cymbals

M oussorgsky (R-Korsakov) -  H iÿ i t  on 
B ald  M ountain 

T chaikovsky -  Romeo & J u l i e t  
Tchaikovsky  -  Symphony No. A 
R achm aninoff -  P ian o  C o ncerto  No. 2 
— s i s  b a r |  o f  q u a r te r  n o t e s ,  ppp to  f f f  t o  ppp —

Tam bourine

S ib e l iu s  -  P in a la n d ia  
Encsco -  Romanian Rahpsody No.

T r ia n g le

B ass Drum

Dvorak -  C a rn iv a l O v e rtu re
T d ia ik o v sk y  -  N u tc ra c k e r: T rep a k , A rab Dance

Brahms -  Symphony No. 4 
L i s z t  -  P la n o  C oncerto  No. 1

Tchalkovslqr -  S y ^ h o n y  No. 4 
V e rd i -  Requiem 
M ah ler -  Symphony No. 3

Loud and s o f t  n o te s  f o r  to n e
NOTES:

T here  w i l l  b e  no p ia n o  accom panim ent.

We do mot a s p e c t  a n y th in g  t o  b e  p la y e d  from  memory.

Be p ro v id e  th e  m usic  t o  o r c h e s t r a l  e x c e rp ts .  A p p lic a n ts  may u se  t h e i r  own m usic 
i f  th e y  p r e f e r ,  p ro v id ed  i t  conform s a c c u r a te ly  t o  th e  o r i g i n a l .

The p re lim in a ry  a u d i t io n s  and p a r t  o f  th e  f i n a l s  a r c  h e ld  b eh ind  a  s c r e e n .  A pp li
c a n ts  ax e  re q u e s te d  n o t  t o  sp eak  and fem ale  a p p llc a n ta  a r e  u rg ed  to  w ear s o f t - s o l e d  
s h o e s .  The s c re e n s  w i l l  b e  removed b e fo re  a  f i n a l  d e c is io n  i s  made.

A/80



196

BOSTON SYMPHONY ORCHESTRA 
PERCUSSION AUDITION REPERTOIRE LIST

I  T*«o s o lo  p ie c e s  o f  your ch o ic e ;

a  m a l le t  so lo  
a  sn a re  drum so lo

I I  O rc h e s tra  r e p e r t o i r e  — be p rep ared  to  p la y  a l l  p e rc u ss io n  In s tru m en ts  i n  
th e  fo llo w in g  p ie c e s  (e x c lu d in g  tim p an i) e s p e c ia l ly  th o se  In s tru m en ts  
in d ic a te d :

R im ski-K orsakov S h eherasade  ( s n a re  drum)

Debussy I b e r i a  (tam b o u rin e , c a s ta n e t s ,  s n a re  drum)

Wagner Tannhauser Venusherg v i s i c  ( c a s ta n e ts )

S t r a v in s k i F etro u ch k a  (b a ss  drum and cymbals)

Dukas S o r c e r e r 's  A p p ren tice  (m a lle ts )

Gershwin Porgy and Bess (m a lle ts )

P ro k o fie v Symphony n o . 2 (tam bourine)

Tchaikovsky Romeo and J u l i e t  O v e rtu re  (cym bals)

T chaikovsky Symphony no . 4 (cym bals)

M oussorgsky N ig h t on B ald  M ountain (cym bals)

Kodaly Hary Jan o s S u i te  (cym bals)

Mr. A lfo rd :

(T h is  l i s t  was used f o r  o u r  l a s t  a u d it io n s  h e ld  i n  1968. F o r each

new a u d it io n  o u r  a u d i t io n  l i s t s  a r e  review ed and re v is e d  a s  n e ce ssa ry )

P a t  B ase lo
O rc h e s tra  P e rso n n e l O f f ic e  
Septem ber 15 , 1980
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BUFFALO PHILHARMONIC ORCHESTRA 

PERCUSSION REPERTOIRE LIST 1980

Glockenspiel

Debussy La Her
Oclibes Bell Song from Lakme
Dukas Sorcerer's Apprentice
Glazounov Violin Concerto
Kodaly Hary Janos
Respighi Pines of Rome
Rimsky Korsakov Russian Easter Overture
Scriabin Poem of Ecstasy
Tchaikovsky La Belle au £ois Dormant (Sleeping Beauty) 
Wagner Dance of the Apprentices (Meistersinger)
Wagner Forest Murmers

Tambourine

Berlioz Roman Carnival Overture
Borodin Prince Igor-Polovetzian Dances
Dvorak Carnival Overture 
Rimsky Korsakov Scheherazade 
Tchaikovsky Nutcracker-Trepak

Timpani

Beethoven Piano Concertos S3, S5 
Beethoven Symphonies S7, S9 
Beethoven Violin Concerto 
Brahms Symphô iy j/A 
Elgar Enigma Variations 
Hindemith Symphonic Metamorphosis 
Mahler Symphony F5 
Schuman New England Tryptych 
Strauss Burlesque 
Strauss Don Juan 
Stravinsky Rite of Spring 
Tchaikovsky Symphony Sk

Triangle

Brahms Symphony #4 
Liszt Plano Concerto #1
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Snare Drum

Bartok Concerto for Orchestra 
Kodaly Hary Janos 
Nielsen Clarinet Concerto 
Prokofiev Lieutenant Kije 
Ravel Bolero
Rimsky Korsakov Capriccio Espagnol
Rimsky Korsakov Scheherazade
Rossini Gazza Ladra
Schuman Symphony #3
Sousa Stars and Stripes 
Varese ionization

Xylophone

Copland Appalachian Spring 
Gershwin American in Paris 
Gershwin Porgy and Bess 
Kabalevsky Colas Breugnon Overture 
Kabalevsky Galoping Comedians 
Kleinsinger Tubby the Tuba 
Kodaly Hary Janos 
Shostakovich Age of Gold Polka 
Stravinsky Les Noces

Cymbals (Bass Drum)

Moussorgsky Night on Bald Mountain 
Sousa Stars and Stripes 
Stravinsky Petrouchka

Bass Drum

Berlioz Symphony Fantastique 
Mahler Symphony #1 
Stravinsky Rite of Spring

Castenets

Prokofiev Piano Concerto #3

Wood Block

Prokofiev Symphony #5

Jazz Vibraphone, Chimes. Drum Set. Timpani (tuning): Sight Reading

(R e la t iv e  t o  Drum S e t: a) Stylistic demonstration of Jazz, Rock, Latin;
b) The best overall musicIan-percussionist will 

ultimately be chosen, regardless of their drum 
set proficiency.)

8 /I/So
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CHICAGO SYMPHONY ORCHESTRA PERCUSSION AUDITIONS
WIMTER-SPRING: 1979 

Vorks will be selected from the following lists:
•REPERTOIRE - SNARE DRUM

1. Le Gazza Ladra Overture - Rossini
2. Stars and Stripes Forever March - Sousa
3. Concerto for Orchestra (Giuoco del le copple) - Bartok 
h. Bolero - Ravel
5. Hary Janos Suite (selected passages) - Kodaly
6. Lieutenant Kije(Birth of Kije) - Prokofieff
7. Clarinet Concerto - Nielsen
8. Ionization - Varese (Tambour militaire. Caisse roulante)
9. Sight reading
XYLOPHONE

t .  Overture to Colas Breugnon - Kabalevsky
2. Les Noces - Stravinsky
3. An American in Paris - Gerslwin
4. Appalachian Spring - Copland 
5- Tubby the Tuba - Kleinsinger
6. Galoping Comedians - Kabelevsky .
7. Porgy and Bess - Gershwin
8. Hary Janos Suite (selected passages) - Kodaly
9. Sight Reading
GLOCKENSPIEL

1. Pines of Rome - Respighi
2. Dance of the Apprentices (Die Meistersinger) - Wagner 
3 Hary Janos Suite (selected passages) - Kodaly
4. Beil Song from "Lalone" - Delibes
5. Concerto for Violin - Glazounov
6. La Belle au Bois Dormant (Sleeping Beauty) - Tchaikovsky
7. Russian Easter Overture - Rimsky-Korsakov
8. Sorcerer's Apprentice - Dukas 
9* Sight reading
CYMBALS (bass drisn)
1. Night on Bare Mountain - Moussorgsky
2. Petrouchka (B.D., Cym. attachment sections) - Stravinsky 
3 Soft repeated notes, crashes
TAMBOURINE

1. Carnaval Overture - Dvorak
2. Trepak (Nutcracker Suite) - Tchaikovsky
TRIANGLE - Brahms 4th Symphony
VIBRAPHONE. CHIMES. DRUM SET. TIMPANI (tuning): Sight reading 
(Relative to DRUM SET: a) Stylistic demonstration of Jazz, Rock, Latin;

b) The best overall musician-percussionist will 
ultimately be chosen, regardless of their drtn 
set proficiency.)
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CINCINNATI SYMPHONY ORCHESTRA
SNABE DRUM

G eneral te c h n iq u e  such  a s  r o l l s ,  f l a g s ,  e t c .  Tempi and dynam ics a r e  c o n s id e re d . 

K e p e r to irc  t o  be r e a d  and perform ed  from  th e  fo l lo w in g :

D ebussy:

K lm sV y'Eorsahof f : 

K im shy-K orsakoff: 

B o s s in i :

Sousa:

f e t e s  from  N octurnes

A lborsda  from  C a p ric c io  Espagnole

S cheherazade (3 rd  and  4 th  movements)

La Gazza L adra

The S t a r s  end  S t r ip e s  F o re v e r  ( o r  en y  o th e r  march m a te r ia l )

MALLBTS (CEDES. RirrrPNgPTEL. MARIMBA. XTLOPBOTS. VIBRAFHONE)

G enera l te c h n iq u e  such  a s  r o l l i n g  on 2  n o te s  (d o u b le  s t e p s ) ;  3 -a n d /o r  4-hammer tech n iq u e  
( n o t  m an d a to ry ); p o s s ib ly  a  s im p le  chord  p r o g re s s io n ;  e t c .

k e p e r to i r e  t o  be re a d  and 

B a rb e r:

Dukas:

G ershw in:

Gershw in:

X ahalevsky:

K h a ch a tu ria n :

S h o s ta k o v ich :

S t r a u s s :

S tra v in s k y :

V agner:

G enera l te c h n iq u e  su ch  a s

K a p e r to ire  t o  be r e a d  and 

D ebussy: 

K e e s in t:  

T chaikovsky : 

T chaikovsky :

perform ed from  th e  fo llo w in g :

M edea's M e d ita tio n  and Dance o f  Vengeance

S o r c e r e r 's  A p p ren tice

An Am erican i n  P a r i s

Porgy and B ess

C o las B reugnon O v ertu re

Dance o f  th e  Rose M aidens f r om Cayne B a l l e t

P o lk a  from  th a  Golden Age B a l le t

Don Ju an

P e tro u ch k a

S i e g f r i e d 'a  R hine Jo u rn e y

CTMBALS (CRASH AMD SDSPENDED)
c ra s h e s  a t  any dynamic l e v e l ;  suspended c y r t a l  r o l l s ;  e f f e c t s ;  e t c .

pe r f orme d from  th e  fo l lo w in g :

N octu rnes -

Any Ov e r tu r e  1

Romeo and  J u l i e t  

Symphonies Nos. 4  end 6
—c o n tin u e d —
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P e rc u s s io n  K eperC cire  
Page 2 ,  c o n t i n u e d . . . .

BASS PROM

G enera l te c h n iq u e  su ch  s e  m ingle e t r o k a s ;  r o l l s ;  d y n sa tic s; s te a d y  t e ^ o ;  e t c .  

X e p e r to ire  t o  be  r e a d  end perfo rm ed  from  th e  fo l lo w in g :

Iftissorgslcy-R evel P ic tu r e s  e t  e n  E x h ib i t io n

S tm V in sk y : The R i te  o f  S p rin g  f rom d l9 £  t o  th e  end

T ch a ik o v sk y : 1812 O v e rtu re

TRIANGLE

G enera l te c h n iq u e  su ch  e s  r o l l s ;  f le m s :  e t c .

R e p e r to ire  t o  b e  re e d  end p e rfo rm ed  from  th e  fo l lo w in g :

Brahms: Symphony No. 4  (3 rd  movement)

B e r l io z :  Roman C a rn iv a l O v ertu re

U s z t :  P ian o  C o n certo  No. 1 i n  E F l a t  (3 rd  movement)

TAMgODRIKS

G enera l te c h n iq u e  such  a s  s in g le  s t r o k e s ;  r o l l s ;  u se  o f  th e  thum b; dynam ics; e t c .  

R e p e r to ire  t o  be  r e a d  end p e rfo rm ed  from  th e  fo l lo w in g :

B e r l io z :  Roman C a rn iv a l O v ertu re

Dvorak: C ar neve1 O v ertu re

Rimsky E o rs a k o ff : S cheherazade (4 th  movement)

T chalkovfcsy: Dense R usse end T repak  from  th e  I b tc r a c k e r  S u i te

G enera l te c h n iq u e  on  th e  v a r io u s  o th e r  p e rc u s s io n  In s tru m e n ts  such  a s  c a s ta n e t s ,  gong , 
w oodblock, sound e f f e c t s  ( In c lu d in g  w h is t l e s  o f  e l l  k in d s ) ,  e t c .  R o l l s ,  s in g le  n o te s  
end a r t i c u l a t i o n  a a  r e q u e s te d .

S ig h t  re a d in g  o f  a  m u lt ip le  p e rc u s a lo n  p a r t .

4  p re p a re d  p ie c e  on  one o r  more p e rc u s s io n  In s tru m e n ts  a s  d e s ig n a te d  by  th e  p ro s p e c tiv e  
p e r c u s s io n i s t .  T h is  I s  o p t io n a l  and  n o t m andatory .

4  p re p a re d  work o r  Im p ro v laa tlo m  on  a  drum s e t .  T h is  I s  o p t io n a l  and n o t  m andatory .
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S36 F o r * # t g r o v #  D r i v a  
D a l l a s ,  T a x a s  79218 
S a p t a a b a r  24, 1980

Eaary E. Alford 
1924 Wind Hill Road 
Noraaa, Oklahoma 73071
Oaar Ur. Alford:
Your lattar of August 30, 1980 to Ur. Laoaard David Stoaa 
has baaa rafarrad to aa. As I was ebalraas of tha audition 
coaalttaa during our most raeaat pareusslon auditions 
(April, 1979), I aa saeloslng a copy of tha audltloa/rapartolra 
list which I coapllad for thosa auditions.
I hops this Is tha Information you daslra.
Yours truly,

Kalman Charry , Tl^^nlst 
Dallas Symphony Orchastra
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DALLAS SYMPHONY ORCHESTRA 
PRINCIPAL PERCDSSION ATOITIOK SEPESIOISE LIST

A U  «qulpaent vill b« provided, hwcver, candldetM ara aneourased to bring 
vfaatever equipment of their own they desire.

PHONEWLOPl
^ R a v e l  - Mother Coose Suite
_________________-  S a b re  Dance from  Cayne b a l l e t " ^

© S h o s ta k o v ic h  -  P o lk a  from  C olden Age P a l l e t  
* . C opland -  B i l l y  Che K id S u i t eè K abalevsky  — O v e r tu re  from  C olaa  B reugnon 

C ccshv ln  -  O v e rtu re  from  P orgy  an d  B ess

B. CLOCKENSPIEL
4 )  U s z t  -  H u n g a rian  Rhapsody f2
2 .Wagner -  Dance o f  t h e  A p p re n tic e s  from  D ie  M e is te r s in g e r  

@ M o za rt -  The M agic P i u t e ,  P ln a le  o f  A c t Iê R e sp ig h i -  The P in e s  o f  Rome 
Dukas -  The S o r c e r e r 's  A p p re n tic e

C .. SNARE DRDMf R o s s in i  -  O v e r tu re  t o  L a Gazza L a d ra  
P ro k o f ie v  -  L ie u te n a n t  K i je  S u i t e  
R avel — A lb o ra d a  d e l  C ra z lo ao  

A .B arto k  -  C o n certo  f o r  O rc h e s tra  
^ R im sk y -K o rsak o v  -  C a p r ic c io  E sp ag n o l 
© R im sk y -K o rsak o v  -  S c h sh e raz a d e

D. TRIANGLE
1 .L is z t  -  P la n o  C o n c erto  #1 

© B rah m s- Symphony IA
3 . Dvorak -  "New W orld" Symphony
A .Payson* -  p a g e  8 ,  e x e r c i s e  #A, f i r s t  17 b a r s

S . TAMBOURINE
1 .B e r l io z  -  Roman C a rn iv a l  O v e r tu re  

® B i z e t  -  Carmen S u i te  
0 T e h a lk o v s lg r  -  N u tc ra c k e r  S u i t s  
A .Dvorak -  C a m e v s l  O v e rtu re
S .R im sky-X orsakov  -  S A A e r s s s d e
S .P ayson*  -  p a g e s  10 A 11

P . CASTANETS
1 . Wagner -  B acch an a ls  from  T sn n h a u se r

e .  BASS DRDM
l.P a y so n *  -  p a g e  3 5 , f i r s t  20 b a r s

H . CXMBALS
l.T c h a ik o v s l7  -  Romeo sa d  J u l i e t  O v e rtu re  

© R a chman in o f f  -  P i n o  C o n certo  #2 
© M ousso rgsky  -A  n l ÿ t t  on B a ld  M ounta in  
A .Debussy -  F e te s  
^ D e b u s s y  -  L s Mar 
©  T chaikovsky  -  Symphony #A 
/ . P ^ o n *  -  p a g e  A6

*  A1 Pays on  -  T ec h n iq u e s  of P la y in g  B ass  D m ,  C y s b a ls ,  and A c c e s s o r ie s
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Denver
Symphony
Orchestra

ia«c ctiOTpi ttiMi
Daimr, Catorado 10304 (M) a: MO

SaptoBber 22, 1980

faary E. Alford
Taachiog Assistant
The Onivarsity of Oklahoma
Oaar Mr. Alford:

Zhclosad plaasa find a copy of tha Kapertoire list for our Percussion 
Auditions.
I hope this will be of some assistance to you.
Sincerely,

T. SafStrom ^
Personnel Manager

BTS/dm
ancl
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Dâir;zR s-ai?:io:nr o?ch--:3Taa ?h?.ct7ssi~" .uozriozz: i-iarch, 1980
Works to be selected from the foilowin^ lists, üijhtrcciüinj will also be required.
SÎUHS D R W

Nielsen - Clarinet Concerto 
Rimskj-Korsakov - Capriccio Espagnol Hinsky-Korsakov - Scheherazade 
Ravel - Bolero
Bartok - Concerto for Orchestra 
Prokofiev - Lt. Kije
Schuman - Symphony No. 3 (Part 2 - Toccata)

XÏL0PH0N3
Kabelevsicy - Overture to Colas Breugnon 
Kodaly - Haiy Janos Suite
Bartok - Music for Strings, Percussion and Celeste 
Gershwin - Porgj’’ and Bess

BELLS
Dukas - The Sorcerer's Aoprentice
Wagner - Dance of the Aporenticcs from "Die Keistersinger" Debussy - La Her

BASS DRU:*..
Berlioz - Symphonic Pantestique (last movement)
Stravinsky - Le Sacre du Printemps (Sacrificial Dance) 
Stravinsky - Petrouchlca (sections for B.D. with attached cymbal)

CEI-3ALS
Ÿrfiaikovslcy - Romeo and Juliet Overture 
Tchaikovsky - Symphony So. k

TAIIBOLHI'.iS
Dvorak - Carnoval Ovorture

TRIANGLE
Brahms - Symphony Wo. ij,
Liszt - Piano Concerto No. 1

DRUM SET
Demonstration of Jazz, Rock, Disco, and Latin styles.
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detrcA symphony II b iira

(/vo M  C2*ax

Ha' 1L

Detroit Symphony Orchestra Ford Auditorium Detroit. Michigan 4-8226 (3 0  961-0700
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T H E  H O N O L U L U  S Y M P H O N Y
___________________PHONE (8081537-6171___________________
Oon»ld lohanoi. Muuc Director Robert C  BtcUev. Emecwbve Director

September 2 6, 1980

Mr. finery E. Alford Teaching Assistant,
University of Oklahoma 
1524 Wind Hill Road 
Norman, Oklahoma 73071
Dear Mr. Alford:
In response to your letter of September 4, 1980 we have 
enclosed the percussion audition list for the Honolulu 
Symphony Orchestra as prepared by Lois Russell, principal 
percussionist. I hope this was the Information that you were looking for; If not, please let us know and we will 
pursue the matter further.

Sincerely,

Catharine L. Hite 
Orchestra Manager

CLH:np

SUITE W l BISHOP TRUST BUILOIN'C '  1000 BISHOP STREET HONOLULU, HAM.AII %BI3 CABLE: HQNSYM
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HONOLULU SYMPHONY ORCHESTRA
PEnCUSSlOS ADDITION UST

The following works mr* contained in the six duplicate voluinns of percussion 
audition materials already conpiled and in usei
Snare Drum
Scheheraiade - Eimsky-Norsakov 
Third Sysçhony - Schuman \
Bolero - Ravel 
Lieutenant Kiji - Prokofiev 
Concerto - Frank Kartin

Triangle
Liszt Piano Concerto No. 1 in E flat - Liszt 
Raymonda Ballet - Glazounov 
Pines of Rome - Respi^
Syiçhony 6 - Prokofiev

Castanets
La Paloma - de Iradler 
Carmen - Bizet 
Bacchanale - Wagner 
Piano Concerto #3 - Prokofiev

Tambourine
Arabian Dance (from Peer Gynt) - Grieg 
Capriccio Italien - Tchaikovsky 
Carmen - Bizet 
Carnival Overture - Dvorak 
Scheherazade - Rimsky^orsakov

Cymbals
Romeo & Juliet - Tchaikovsky 
Ki^t on Bald Mountain - Koussorgsky 
Sysphony No. 4 - Tchaikovsky

Bass Drum
Romeo & Juliet - Tdiaikovslqr 
RiC^t on Said Mountain - Moussorgsky 
%niÿhoi^ No. 4 - Tchaikovslqr 
Le Sacre du Printeips - Stravinsky

continued on next page
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p.2

PîECüSSION ATOincS LIST continued

Bells
Petrouchka - Stravinsky
The Magic Flute - Mozart
The Sorcerer's ^prentice - Dukas

Xylophone
Petipuehka - Stravinsky 
Ka Mere L'Qye - Ravel
Infernal Dance (from the Firebird) - Stravinsky
Variations on America - Ives/Sebuman
Sabre Dance (from Cayne Ballet) - Khachaturian
Colas Breugnon - Xabalevsly
Porgy & Bess - Gershwin
Chicken Reel - Anderson
Tubby the Tuba - Xleinsinger
Xoung Person's Guide to the Orchestra - Benjamin Britten 
Polka (from the Golden Ago Ballot) - Shostakovldi 
Comedians Gallop - Xabalevsly

Drum Set
Play the following beats: 

jazz 
rock 
disco 
sumbo 
rhumba 
tango 
waltz 
bossa nova 
eha cha
swing 3/^ and 4/4 patterns using brushes
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o
Houston 
SymiAom

J w H . J e * s M â a # e r t à e N r t e m w t A n a  • IS tW tW M  h r rw  H e w e e .  TX 770M  (7 l9 )a4 * 4 M 0

September 10, I98O

Hr. Emery E. Alford 
1524 Wind Hill Road 
Norman, Oklahoma 73071

Dear Hr. Alford:

Enclosed is the information you requested. As It turns out, we are 
currently in the midst of percussion auditions.

I hope we have been able to be of help.

Sincerely,

Russell P. Allen 
Operations Manager
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REPET0I2E DlFORIftTION 
PERCUSSION SUBSTITUTE AUDITIONS
September 10, 1980 7:00 p.m. 
Jones Sell Behesrsal Boom

Prepared music for percussion substitute auditions will be excerpted from the 
following compositions:
SHARE DRUM BASS DRUM
BARTOK-Concerto for Orchestra ElMSKS-KORSAKOV-Scheherazade
FROKOFIEV-Lleutant Klje Suite
EIMSKT-EORSAXOV-Scheherazade CYMBALS

læsssa , s s s r g r s /î iL
TAMBOURINEORCHESTRA BELLS

EYLOPHONE TCHAIKOVSKY-Arablan Dance from Nutcraker
SCHUMAN-Thlrd Symphony TRIANCLE
^ ^ ^ r î r ^ d ^ ^ s s  LISZT-Pi.no Concerto No. 1

VIBRAPHONE
SCHULLER-Seven Studies on Themes of 

Paul Klee

TIMPANI

BOLST-Tbe Planets

‘SIGHT-READING WILL BE AN INTERCRAl PART OF THESE PERCUSSION AUDITIONS. 
‘All percussion instruments required will be supplied by the Orchestra. 
‘Please bring your own sticks and mallets.
‘You may use any other of your own instruments if you care to bring them.
ALL of the above excerpts available through:

-Goldberg, Modem School for Snare Drum 
-Goldberg, Modem School for Xylophone 
-Leavitt. Rhythms of Contemporary tbiaic
-Abel, 20th Century Orchestra Studies for Percusaion/for Tis^ani
-Payson, Snare Drum in Concert Hall
-Payson. Baas Drum, Cymbals and Accessories

PLEASE SEND RESUME TO: PHIL KRAUS, Personnel Manager
615 Louisiana Street 
Houston, Texas 77002 
224-4240

7-23-80/jl
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KansasQtyPhilhariraTic
<RE

Di^aMnLBMCuMwVtoi PmildW iaOwM nm— gir

Scptaaber 8, 1980

Mr. bcry E. Alford 
1524 Mad Bill Road 
■oraan, OK 73071
Daar Mr. Alford:
I am aneloaiag tha tynpani audition rapaxtolra from 
the Kan Ml City Philharmonic's most recent audition 
for percussion held in April of 1979. I bqpe that 
this information is helpful.
The best of luck to you in your doctoral studies. If 
me here at the Kansas City Philharmonic can be of further 
help to you, please do not hesitate to call.
Sincerely,

Alpha Mandelsoo 
Music Administrator
be.

.  2»  MM MSI S M  • K n a  CXy. Ma 6 0 »  •  ( ( • )  M 2«eO
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THE KANSAS CITY PHILHARMONIC 

TYMPANl AUDITION REPERTOIRE

1. Short solo of your own choice

2. Orchestral excerpts, to  be chosen from the following:
BRMK Symphony No. 1

Symphony No. 4 . 3rd movement 
Plano Concerto No. 1

HAGNER

TCHAIKOVSKY

BEETHOVEN

BERLIOZ
SIBELIUS

HINDEMITH
STRAVINSKY

STRAUSS. R.

BARTOK

MAHLER

SHOSTAKOVICH

S iegfried 's Funeral Music 
Rhine Journey
Symphony No. 4
Overture -  Romeo and J u lie t

Symphony No. 1 
Symphony No. 5 
Symphony No. 7 
Symphony No. 8 
Symphony No. 9
Symphonie Fantastique. March to the Scaffold
Symphony No. 1 
Symphony No. 2 
Finlandia
Symphonic Netamorpnoses on a Theme of von Weber
Rite of Spring 
Firebird
Burlesque 
Til Eulenspiegel 
Death and Transfiguration 
Don Juan
Music fo r S trings, Celesta and Percussion
Concerto fo r Orchestra
Violin Concerto No. 2
Sonata fo r Two Pianos and Percussion
Symphony Ko. 2 
Symphony No. 5
Symphony No. 1

3. Sight-reading
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KansasCiyPhilharmcric
roni W.Bwn> Piwian
DM0 a  Ktnl. EmcuUm  vio> Pniidint and Q m l  Mnev

September 18, 1980

Mr. Emery E. Alford 
1524 Wind Hill Road 
Norman, OK 73071

Dear Mr. Alford:

After checking with our Personnel Manager, I t  seems tha t 
I t  has been many years since our la s t  percussion audition. 
So many years as a matter of fa c t, th a t we do not have 
any record of what was Indeed scheduled In the way of 
repertoire.

I'm sorry th a t I couldn't have been of more help to 
you In your research.

Sincerely,

Alpha Mendel son 
Music AArlnlstrator

. aDOWMiw<SMi«Km*awiMaM«B,ira)aeasoo
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A T1>Cl«J»CC£N ItB  
ANDNOUVWOOOIOWL

LOS ANGELES PHILHARMONIC ASSOCIATION a S ï ^ o T i i i î ^
CARLO MARIA GIUUNI. Music Director »occo c  y a w o

B M STFtSK M A M W

September 3, 1980

Mr. Emery E. Alford 
1524 Wind Hill Road 
Norman. OK 73071
Dear Mr. Alford:
Mr. Harth has asked me to reply to your letter to him of August 30.
I much regret that, as we have not had a vacancy in our percussion section 
since 1969, there is no current audition repertoire list for percussion.
In any event, we find such lists are not representative of the responsibilities 
of orchestral musicians, and cannot recoamend the study of excerpts from any 
prepared list, when actual performance experience and fasiliarity with entire 
works is essential to our profession.

I have enclosed our summer and winter season brochures in the hope that these 
may be of use to you in your project.
Thank you for your interest.
Sincerely,

Joseph Fishman 
Personnel Manager 
encs (2D

138 N C * T M S a * » A V B « .L C » * N O a R C * :K » M A 9 0 0 1 2  P » 0 «  (S IS ) 9 7 3 -7 3 0 0  C A U B . lA A IU O aW lO i A N SB B  TE£X. 19A72SIA9W .ISA



219

Milwaukee Symphony O rchestra
Lukas Foss. Music Director

November 24, 1980

Mr. Emery Alford 1524 Wind Hill Road Norman, OK 73071
Dear Mr. Alford:
I am enclosing a Xerox copy of some percussion repertoire which was used when we heard extra musicians locally in the Milwaukee area. It Is not the repertoire that we use when holding national auditions. I have asked our timpanist and principal percussionist to submit that repertoire, but, to date, be bas not found the time to do so. As soon as he does, I will be happy to forward It on to you.
I hope the attached will be of some help.
Sincerely.yours,

Richard C. Thomas General Manager
RCTikjt Attachment

Perform ing A rts  C enter 
g a g  N orth  W a e r  S tree t 

Milwaukee. W I 53303 4U/̂*73-7“
JencfFaiLRaidenc Conductor •>ihilC.MKlveEPiaidcafiliibcR L CwdfieM. Enecudwc Director «lUdariC Thooin«.Cenail M u grr
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Repertoire for
Substitute 6 Extra 'htsician Auditions Page 2

r  r

y " ' -  3rERCUbSION; I ^

I. Bass Drum S Cymbals
Tschaikovsky - "Romeo S Juliet" overture's Symphony #4' —

II. Bass Drum with Cymbal Attached 
Stravinsky)- "Petrouchka"

III. Tambourine
» ?  Tschaikovsky - "Danse Arabe"
^  "Capriccio Italian'^  Riasky-Korsakoff - "Scheherazade'!)

IV. T r ia n g le

Liszt - Piano Concerto #1Simsky-Korsakoff - "Schehorazade".„-<^

Castanets
-Prokofiev - Piano Concerto #3 

VI. Snare Drum'VI,
Prokofiev - "Peter and the Polf"-^

(All of the above excerpts can be found in Modem School for Snare Drum with a Guide Book for the Artist Percussionist by Goidenberg.)
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innesota

.Orchestnt
The Minnesota Orchestral Association
opfBiing ana maintaining Ota Minnnola OictiMtia ana Oicfwttra Hall

1111 NieollttMall 
Minnaapolis.MN55403 
(612) 371-5600 
C abk. MINNORCH 
Talax: 2&0233

November 19, 1980

Mr. Emery Alford 
52» Vend Hill Hoad 
Norman, Oklahoma 73071
Dear Mr. Alford:

After much frantic searching and digging through library files we 
finally came up with both a percussion list and a timpani list.
Both lists are old, percussion is 12 years old and timpani is 8 years 
old, therefore if we were to hold auditions in the near the future the 
list might change.
Hopefully, these antiques will be of use in your survey, 
of any more help, please feel free to ask.
Sincerely,

If I can be

—/i
Mary Thome 
Personnel Secretary

P.S. 1 would appreciate a copy of your final conclusions, or accumulations 
of lists for our files. If it is possible, please send one. Thank you!

Neville Merriner, Muiic Okactor 
Stephen R. Pfieum. Chairmen of the Board 
Richard M. Cisek. President 
Richard B aa, Managing Director
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REPERTOIRE PGR PERCUSSION ADDITIONS
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I lm p a - n - i  Beethoven:

Bartok:
Hlndeoith:
Strauss:
Brahms:

Bass Drum Stravinsky: 
Triangle Liszt:

Kozart: 
Xylophone Gershwin:

Shostakovitch 
Snare Drum Stravinsky: 

Ravel:

General Britten:

Symphony No. 7
Symphony No. 9
Violin Concerto
Concerto for Orchestra
Symphonic Metamorphosis II Movement
Till Eulenspiegel
Geman Requiem
Le Sacre du Printemps
Piano Concerto No. 1 in E Plat
Seraglio Overture
Porgy & Bess
iPolka from the Golden Age 
Petrouchka
Alborado del Gracioso 
Bolero
Young Persons' Guide to the Orchestra- 

Percussion Variation

4/10/68
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Minnesota 
Orchestra

date Nay 8, 1972
to Hessrs. Skrowaczewskl. Trautweln, Smith, Hystep, Jackson, Oahlgron,

Tafoya, Cubbins, Ms. Culp
from Non Balazs
gŷ eei REPERTOIRE LIST FOR NAY 17, 11:30 a.m. rohaarsal at Northrop 

Auditoriua for throa timpani finalists

. ii I'f-
Mp^rr'Niarriagm of Ngare 
Haydnv '^W^onjrJio. Wk 
Stravinsky Rita of Spring
Bartok Music for Strings, Percussion B Calasta 
Bartok Concerto for Orchestra 

' ' Clinka Russ lam B Ludmilla Overture
&krôwac?êWIW'l.Agfl#hTjlécn<bonckc81Wl t6aw%,aOl̂ l it >
Beethoven Symphony No. 5» No. 7, No. 9
Tchaikovsky Symphony No. 4, first movement and finale ^
Tchatkgvskŷ vSyMphw%pv-ii*̂ Jpst.̂ ovp«̂ ,̂Uo*g/llmd̂ _Biî BamiLfol4i 
Brahms Symphony No. 1, first and last movements
Brahms Symphony No. 2, last movement

The followng excerpts «HI1 be played during the intererfssion 
without the Orchestra:
Shostakovich Symphony No. I, last movement (timpani solo)
Note to Cubbins: The five Symphony timpanis without casters will be 
used during the first half of the rehearsal plus part of the inter, 
mission. As soon as Mr. Skrowoczewski is finished hearing tw candi
dates playing a short sole during the intermission. Nr. Jack Moore's 
timpanis will be placed in the exact same location where the S)hM>hony 
(impanis were for the last pert of the Interedssion and the second half 
of the rehearsal.
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Minnesota
Orchestra■MtEArous tyMnoff oMOCsmA

St*ni*lM> SkrevK Z m U , M ule Ometor 
O u w  TrwHuin, AsudM * Conduetef

/Y.n. /K/A
C A I E i n ^  ABE BOX UPOBMED 07 THE WOBIC OB g lS  
U S T , EXCEPT FOB UMBER Ik AED 17 BEICH SBET wnx 
RECEIVE COPIES 07 THE PABJS.  —  - '

A^tTc Oi' ŷ /ez/u/.̂  i/"/ 

/' Y I 7j c'Vo

('li- ScHjAlfi ■%/ - y
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?A?it-V/.vit> "ZT
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. ' â ;  / Y < f  y

i'6̂ ' f a c c H T A ^
(4"; 7 u CmJC _ j l ô

/ l ' I ü k i i  7a ^  «T/\V.V i'i, • 'C r . ' f : . , ' f  Ç û Ù k  i  

A i n  ri .ij3ai

__ iil9) n  / ^ . i  ^
Mk^r. j)L * I t j  |5=j j /  iX
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/ • Tj k'

Richard M. Ciwk. Vica PtuidM and Miragmg DIractor 
Chanu C. Fwdmar. Managar 
110 Northrop Auddenum 
IlinniRinln. M innaaou I 
TatapMna: aix|S7a|MH
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Orchestre 
symphonique de

tüi-ÿiw ant.'Ji<f’ui

200 ouM t tauL d* MMonnww 
Mocatoal, Qu*b^
SoY s • September 18, 1980
TMipnen»; (S M jM O M  
CABLE: OnsVMON

Mr. Emery E. Alford 
Teaching Assistant.
The University of Oklahoma
Norman, Oklahoma
73071

Dear Mr. Alford:

Your le t te r  of August 30, 1980 addressed to Mr. Roger 
Larose has been forwarded to  me for reply.

As per your reques', please find enclosed a copy 
of our audition repertoire for the percussion section.

Yours sincerely.

f René Auger 
Personnel Manager
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(hdicsliv 
symplumitjuc de 

.\hnlmil
Audition po<^ tro is  postes dans la  section 
des percussions

le 15 noveetre 1979 1 131*0

l'O rciiestre syn>*<on«|ue de Montraal aura sur place; 

a tinbales Premier 
1 g lo(lenspifl
1 »>-1iitione reion - 3 1/2 octaves 
1 marimba Kelon - * octaves 
1 grosse caisse avec cymbale attachée 
1 grosse caisse seule 
queliiues i-aires de cymbales 
les baguettes de grosse caisse 
1 Vm>d Blocs 
1 tdM.-our basgue 
1 triang le
r  I a ires  de castagnettes
1 caisse l i a n e   ( S 1/2 Rogers)
1 ta-lMjurin pruvengal.................... ou Ludwig )
1 lambuur m ilita ire  
1 jeu cloches tutie
Pour la caisse c la ire ,  la pièce imposée e s t:  2e mouvement e n tra it  de *5 pièces brèves" 
de J . Delecluse.
luur les c la v ie rs , la pièce imposée e s t le  mouvement Tamanaàa e n tra it  des 
Sept liaika'i d O liv ier Messiaen(| jouer au M riaèa ).

Pruries f in a l is te s  qui voudront auditionner pour le  poste d 'a s s is ta n t aun tin b a les . 
le  no 5 "Improvisation* e n tra it  de 8 pièces pour solo timpani d 'E . Carter e s t  imposé. 
Aussi le jure dernamern ées en trn its  de: -anoels Suivants;
A) Standard Concertos for Orchestra (Goldenberg)
B) Classical Symphonies fo r timpani (Coldcnberg)
le tout bien entendu en plus des e n tr a i t :  fournis pour tous le s  instrimmnts.
N.B. a) Les f in a lis te s  seulement pourront auditionner pour le  poste d 'a ss is ta n t aun 

timbales.
b) Les muuvtments de 1 'H isto ire  du Soldat de Stravinsky se feront avec accompa

gnement de piano.

.../2
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... :.. inniuut in. txiiiiMAi

Sj.litK 'i' I our tro is  postes d«ns 1* 
•.fCt'Cn des percussions 
Ic 15 novel*re 1979 1 lOhOO

page 2

PII-tPTOISt _____
tftisM ciftm et.iM«ouR.mu3*>«t

A) I ifce  impo.fe: 2e mouvement, e x tra it

G) Mi'.toire du Soldat 
lj; .r ic e  espaijool 
îineheraïade 
P ierre e t le loup 
Roneo e t  J u l ie t te ,  su ites  1 e t  2 
S.uipimnie no S 
<1.; •.■*1 la
le  Roi d i s
S,np#innie no 7

1rs Toc lûmes
’..vm.honie no 3
l e s  "Rifes

la  uazza ladra
l a  I j r a n d u le

i r  Bolern
I ii..jlen an t i'iijP
l’a p h n i s  A Chlod
;«iC*iiMandler
I n se r -k a l .r r  •
liMirerfo pour orchestre '
s.Tn honie no 5

(tambour m ili ta ire )

de S p itces b rtv e s ' de J .  Delecluse

Strauinsliy 
Rimsky-Korsaitov 
Riasky-Korsakov 
Prokof le»
Prokofie»
Prokofie»
Delibes 
la lo
Shostakovitch 
Debussy 
Schwaan (U.)
Stravinsky 
Rossini 
Bizet 
Ravel 
Prokofiev 
Ravel
Schoenberg 
Strauss 
Bartok 
RIelsen .

(tambour m ilita ire )

(tambourin)

rlR l'-.M ins

s.^am nie no f<
ivie nu it Sur le Mont Chauve
Rnmfo e t  J u l ie t te
'. f ^ i w i e  no 4
Concerto pour piano no 1
Carrm
l'anse arabe
Prtrouchla

;.,n;aiunie no I

Aiu.andrc Nevsky 
Carmen
Bacchanale
Iheria
le  Sacre du Printemps 
Concerto no 3 pour piano

Prokofiev (Crosse caisse i cymbales)
Itousserqsky (Crosse caisse i cymbales)
Tchaikovsky (Cymbales)
Tchaikovsky (Cymbales)
L iszt (Triangle)
B izet (Tambour basque)
Tchaikovsky (Tambour basque)
Stravinsky (Crosse caisse  e t  cymbales

attachées )
Mkhier (Grosse caisse e t  cymables

a t ta c h a s  ) 
Prokofiev (Bloc-bois -  V.B. )
• iz e t  (Castagmcttes)
Bagner (Castagnettes)
Oebussy (Castagnettes I  taabéur basque)
Stravinsky (Crosse caisse)
Pfokofiev (Castagnettes)

, . . / 3
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. .......... . 1 nuriTRiAL page T

.•■jliMim ; i.i r  i t n f .  postes dans la
•*••• percussions

le 15 novembre 1979 i lOhOO

Rri'lRTOIBL

TLAVltRî. ('yliyhone. e t  j1(^kensp:e_l )

A) riecc imiinsAe: mouvement Hamanaka, e x tra it  des Sept Halkal d 'O liv ie r Messiaen (Mariata)

C) \'â;-wr«-nn sorcier Dut as (Glockenspiel)

fü t '.e a ii  de leu Stravinsky (Xylophone t  glockenspiel)
le s  Noces Stravinsky (Xylophone)
ietroucW a Stravinsky (Xylophme* glockenspiel)
S^rsihonie fantastique l e r l lo t (Cloci- s tube)
losca Puccini (Cloches tube)
rorqy & Boss Gershuin (Xylophone)
Salor* R.Strauss (Xylophone)
l'on Juan R.Strauss (Glockenspiel)
Musi'iue iiowr cordes .cd les te  .e tc . Bartok (Xylophone)
la  f lû te  enchantPe Mozart (Glockenspiel)
le s  Maltres-chanleurs de Nuremberg Wagner (i.lockenspiel)
Le crfpuscwle des Dieux Wagner (Glockenspiel)
Sie^lfrieit Wagner (Glockenspiel)
la  I f  1 le au buis dormant Tchaikovsky (Glockenspiel)
Colas Breugnon Kabalevsky (Xylophone)
I n il a Shostakovitch (Xylophone)
t'a npt» 1 (lye Ravel (Xylophone)
Ilaphnis t  Chlod Ravel (Glockenspiel)
la  tS'r Debussy (Glockenspiel)
l'anse macabre Saint-Saëns (Xylophone)
les  f in s  de Rome . Respighi (Glockenspiel)
lalmf Delibes (Glockenspiel)
Syecihonie ne 7 Shostakovitch (Xylophone)

llfSAllS

A) Piece impose*: no 5 'im provisation* e x tra it  de 8 pieces pour solo timpani d 'E .C arter
B) î s f  Posentavalier R. Strauss

Vndipus Res Stravinsky
Ha relie funfbre (crppuscule des Dieux) Wagner
Symphonie mo 1 Mahler
Concerto luvir violon Bartok
l'aratliustr* R. Strauss
! .miainnic fantastique Berlioz
Bacchanale Saint-Saëns
Le Sacre du Printemps Stravinsky

Plut des e x tra its  dans le s  aanueU ■cntiOMiCs w  d * u t
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HmONiL SDBWSZ OBCEESIBl 

PncuulC D  iudlttODs: Jinuary 30, 1980

SKABE TPtni.
ProkofievSlaal̂ 'EoraakoT
Pavellb.
Slaalqr-Xoraakov
Bartok
Praknflgy

BASS gnat-
Strav laa]^
Ifehlcr

CniBALS:
Tekalkoval7
Backoanlooff
Miaaorgal̂

1BIANGI2:
Blnal^-KorsakDv
Mozart
Uszt

XAIffiODEIKE:
Berlioz
Slaalor-Sbrzakov
Borodin
Dvorak
Tchalkova]?

momOKE:
Oerahein
OerahelB
Xebalevalor
Shostakovich
Copland
Kodaly

1DQD BLOCK:
Prokofiev

CASBMnS:
Prokofiev

GLOagKSPia;
Oabasaay
Dukas
Masner
Mignsr
Scrlahln
Btapighl

L t. EUe Suite  
Csprleclo Espagnol 
Bolero
S w hony  No. 3
Scheherazade
Cooeerto fo r  Orchestra
Sÿ^hnny No. 5
La Oazza lad ra  (Over tu re )

Ihe B ite  of Spring 
Sfaphony  No. 1

Borneo and J u l ie t  
Plano Concerto No. 2 
Night on Bald levmtetT,

Capricclo Espagnol
AhAictlo n  from th e  Seraglio (Overture) 
Plano Concerto No. 1 
Sjaphozy No. A

B e  Boosn Carnival (Over tu re ) 
Scheherazade
Prince Igor (Polovtslsn  Dances)
Carnival Overtu re
She Nutcracker — Trepak

Porgy and Bass (Overtu re) 
i n  American In  P aris  
C d a s  Breugnon (Overtu re )
She Age of Gold — Polka 
Appalachian Sÿrlng 
^ y  Janos Suite

Syspbcny No. f 

Piano Concerto No. 3

l a  Mar
She Sorce r e r 's  Appren t i ce 
S ieg fried : F o rest Muamrs (Naldaehen) 
Die M alsterslnger — k e lu d e . Act IH  
Poem o f  Ecstasy 
She Pines o f Borne

SnCAHI (F in a lis ts  ONUT):
Beetihnvm, V iolin  Concerto
Beethoven Plsno CoKerto No. 3
Beethoven Plano Concerto No. 3
Beethoven Syaphuuy No. 7
Ita. Schuman (S e  V"gt«"'' Triptych
Tchalfcovaly Syqhccy No. A
Braham SjyagjKsy No. A
2l2idnitib Syaghoole Mataaozphesas o f Shaaas By Maher
Strav lnsI? The B ite  o f Spring
B. S trauss Bnrleake
k r to k Concerto fo r Orchestra
Mahler Syqphony No. 3
D g a r VtTifttlCfiS
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l^Jsrses^^f^n^Aony'Ordtestra
213 Washington Street 

Newark. New Jersey 07101

S cp tM b er 4 ,  1980

tamrf B. I l f o r d  
1524 W ad B i l l  Xd. 
■ eraan , OK

D u x  Mr. A lfo rd :

In  ro g a rd  t o  y o n r Inqui r y  co o ca m ln g  Che Bcir J a ra a y  S y ^ b o s y 'a  a u d it io n  
r a p a r to i r a  f o r  ttaa p a rcu a a lo n  a a c t lo n ,  a ac lo a a d  f in d  a  copy o f  th a  l i s t  
f rom ou r l a a t  a u d i t io n .  la c lu d a d  on th e  H a t  l a  th a  a u d it io n  r a p a r t o i r a  
f o r  a a a ia ta n t  p r in c ip a l  ty a p a n i ,  a la o .

Good lu c k  I s  y o u r andaavor and I f  I  can b e  o f  any f u r t h e r  a a a la ta n c e  to  
you , p le a s e  l e t  me know.

S in c e re ly .

D an iel T u m a ld  
P ro d u c tio n  A a a ia ta n t  
Maw J e rs e y  O rc h e s tra

I ta n w  IBcMik AdmMnration Q01> 824C713
MuricDinctor Box OHiet (20116244203
JoheL-Hyw D«Wopm«n Office (201) 877-64C0
ExaeutiwOiractor
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NewJers^ SÿirjphonyOrchestra 
213 Washington Street. 16lh Floor • 

Newark. New Jersey 07101

A S S m m  BEPEKIOISE:

PRINCIPAL PERCUSSION/ ASSISTANT PRINCIPAL TlHPiWI

StiARE DRUM:
B«rtofc
B o ro d in

P ro k o f ie v
R avel
Rlmaky-Koraakov
R o s s in i

TAMBOURINE:
B orod in
Dvorak
S tra v in s k y
T chaikovsky

CASTANETS:
R avel
Wagner

TRIANCLE:
Brahms
Dvorak
L i s t e

C o n certo  f o r  O rc h e s tra  ( I I )  
P o lo v e c z ia n  Dances 

( P r in c e  Ig o r )
L t .  R i je  
B o lero
C a p r ic c lo  E spagnol 
La C azza L adra  Ov.

P o lo v e c z ia n  Dances 
C a rn iv a l  Ov. _ 
P e tru s h k a  (new v e r s io n )  
T rep a k . A ra b ian  Dance 

(N u tc ra c k e r  S u i te )

R hapsod ie  E spagnol 
V enusberg  M usic (T annhauser)

Synphony Ho. 4 ( I I I )  
C a rn iv a l  Ov.
E - f l a t  P ia n o  C o ncerto

XYLOPHONE:
B a rto k

G ershw in
R avel
S tra v in s k y

TIMPANI;
B a rto k
B eethoven

H indem ith

S h o s ta k o v ich
S t r a u s s
T chaikovsky

M usic f o r  S t r i n g s ,  
P e rc u s s io n  4 C e le s te  

P orgy  4 B ess (o p en in g ) 
M other Goose S u i te  
L es Noces

C o n c erto  f o r  O rc h e s tra  (IV) 
S y ^ h o n y  Bo. 8 (IV )

"  "  9 ( I ,  I I )
V io l in  C o ncerto  
P ia n o  C o ncerto  No. 5  ( I I I )  
T u ran d o t (Symphonic 

M etam orphosis)
Symphony No. 1 (IV ) 
B u rle sq u e  
Symphony No. 4 ( I )

CYMBALS:
Dvorak
T chaikovsky

BASS DRUM: 
B e r l io z  
M ahler 
S tra v in s k y

BELLS; 
Debussy 
Dukas 
R e sp ig h i 
R . S t r a u s s  
Wagner

C a rn iv a l  Ov. 
Romeo 4 J u l i e t

Symphonie P a n ta s c lq u e  
Symphony No. 3  ( I )  
S a c r i f i c i a l  Dance (R ice  o f  

S p rin g )

La Mcr
S o r c e r e r 's  A p p re n tic e  
P in e s  o f  Rome 
Don Ju a n
D snce o f  t h e  A p p re n tic e s  

(M c is te r s in g e r )
5 /7 9

Thomm Michalak 
4haic Diraeior 
Kannatfi R. Maine 
Genaral Manager

Administration (3011624-3713 
BosOHica (201) 624-8203 
Development OHice (2011877-6460 

877-6462
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^ O r d é n s
r ^ h O l a m o m c

S e p te m b e r  4 ,  1 9 8 0

M r. L e l e n d  B e e c h  
P r i n c i p a l  P e r c n s e i o n i s t  
New O r l e a n s  P h i l h a r m o n i e  Sym phony 
c / o  1 3 0 1  C r e s tm o n t  O r .
M e t a i r i e ,  L a .  7 0 0 0 5

D e a r  L e l a n d  :

I  am f o r w a r d i n g  M r. E m ery  A l f o r d ' s  r e q u e s t  t o  y o u .  T h a n h  
y o u  v e r y  m uch f o r  t a k i n g  c a r e  o f  i t .  As f o r  t h e  Tam Tam 
I  w i l l  m ake s u r e  i t ' s  a t  t h e  r e h e a r s a l  h a l l  f o r  o u r  r e h e a r s a l s  
o n  S a t u r d a y ,  S e p te m b e r  1 3 .

I t  w as  v e r y  n i c e  m e e t in g  y o u  e n d  I  a p p r e c i a t e  y o u r  f r i e n d l i n e s s . 

L o o k in g  f o r w a r d  t o  w o r k in g  w i t h  y o u  t h i s  y e a r ,  I  am .

L e s l i e  L e rm an  
A s s i s t a n t  M a n a g e r

L L ibbm

E n c l o s u r e  a s  n o t e d

Suite 903 • 203 Cmondelet Street • New Orleans, Louisiana 70130 « 504-524-0404
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. .  i r a j i j f i o i s  m .  20,  1972

loMlalU^^-^raakoT 
XoSi
BiBi)7-KersakoTPzokoflavCixea*

,.?;no?Hoo
. Zakbalarakjr SboatakoTlât OairahwlB 
Stizailak̂Xodaly 
Btittaa Coÿlaad 

, H«insias*r 
. 91|^t rMtdiac Aom
.fiaa
la’api^ lokaa. BiaakT'-KorMkoT 2>atoaaâ

. f^aikoTaky Maly 
Wa^ar
pâ^,pBPH.*..C^OlLS
StraTlaaky febalkoTÂy fehaikoTa^
SebaikoTaky
tMBOTnm 
Sroxak 
fobalkoTk^ 
XKLUnOI 
Drezak 
llata

ahp>f»*011yarl

Xa Cassa ladza (Orartara) tapzlehlo Xaÿâaol (llbazada)Bolazo * ■ ’
Eayy Janea 8oi.ta (htzaaca *f hpararj Coaearto for Okehaatza Sekahazasada (JzA & 4th arka) fatar and ̂ a  Volf
Portrait# ̂  Shytha, #14 (alght raadjLag)

CelM Pzooipipa (Orartara)glka fZpa Qoldaa 4ga Ballat zgy and Baaa tOrar^ua)Lpa Boeaa. Bayy Jaapa Salte (htraaea of Bapayer) Teaag Paraoju Baida ;ko Orchaatza Amalaehlpa Spzlag Paohy tha Saha

9ia Piaaa of BoaaSha Sorcarar.'a Appraatlea Baaalpa Xsatar OrartaraS Haraapipg Baaaty . Hazy Jaaoa Sal,to (Tlaaaaaa Haalcal Clock) AlagfZlad'a Bh&a joaznap

. Patromaka 
Boaao, aad Jallat 
fltyapheay Bo. 4Ama Xako (eym aoaatad oa BD)

Câzaaral Orartara Srapak from tha Batczackar

Cazaaral Orartara 
Plaao Oeaeozto Bo.
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North
Carolina
Symphony

PMO(Ke*Bo>3«aM

NmACmcHm VUI
mtin>-2no

Jim Hopkins Assistant Personnel 
Septeaber 8, I960

Mr. Etasry E. Alford 
1524 Wind mil Road 
Norman, Oklnhnm 73071 Dear It. Alford,

Farsuant to your letter to Mr. Hiram Black please find 
enclosed the repertoire list troa our lest percusslcn audition.

If the North Carolina Symphony oan be of any further service 
to you In your research please do not hesitate to get In touch with me.

sincerely,

Jim HopkinsAssltant Personnel Manager
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NORTH CAROLINA SYMPHONY ORCHESTRA 
mCOSSIOR AODXXK»

ftOCESOTBS

Vêxm-vp rooaa « i l l  b# «v«ll«bl« a t  BalArta loditori«m, Ât tiM #Cmrt of 
jeox p relle lasry  hoortag. you «111 bo ■lloood 2-3 «lastoo to  foo illo rlao  
yenraolf «1th tho ovoUablo oqalp«tat o d /o t  oot «p yoor o « b .  la  p l^ la g  
your audltloD, bo proporod to  fe lloo  e « Islb lo  boat. la  tho f lsa lo , a 
parcoaaloalot may bo aoatod aoar you a t  a

M o a m n
Tbo Sy^bosy «111 fuialah a l l  lao tn ao a ta  aocoaaary for your audition.
I t  la  ouggoatod, hooavor ,  tha t you brlag your oua auaro dnm, taabourlnoa, 

' t r l aagloa a d  u a lla ta .

AimiTKni mmTAT.

%ou riieuld bo pr^arod  to  parfera on oaeh lla tad  Imatnmauf la  tho foU oo 
lag araaa:

(a) A goaoral doaoaatraclea o f ataadard toehnlqaoa.
(b) Sight roadiag.
(e) Standard erchoatral roportolxa, lA lth  «111 eoaprl ao tho 

bulk of audition. You «111 bo aakod to play froa tho 
fellowlag H a t:

WeHESntA BELLS

loaplghl — Mnoa of loao 
Dukaa — Seeoror'a dpproatlco 
Strauaa — Sea Juan 
Straulaaky — Potreuahka

d m »  JMSM

laual — Selaro
Haaky-XoraakeT — Caprledo Eapagaol 
Urn. Schama — Syaphoay Bo. 3 
Blolaoa — Syaphoay Bo. 5 (laclndlag

radonto)

mnoDiiHg
Baorak — Carnival Ovorturo 
Uaal^Hhraakov — Schohoracada

CtMhOS

Xaehaaalaoff — Kano Coaearto Bo. 2 
Tchalkouaky — Syaphoay Bo. 4

ad JuH otto

aagc bmi«^ctMB4T.S

Straulaaky — Potzouahka 
Boaalal — «arloua ooor tu roa

XnjOPHDME

Straulaaky — Potrouahka & loa 
Corahfla — Porgy and Soaa 
Prokoflou — Scythian Snlto 
Kabalovaky — Colaa Brougnoa

T » T * « g .n

L tast — Plane Concorta Be. 1 

IASS WPM

Straulaaky — to  Sacra da Prlatoapa 
Hahlar — Syaphoay Be. 3 
ProkoflOT — Syaphoay Be. C
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Pklladelpkla Orokestra
AuOS. RC-£r»n.e t/

f.̂HT'ft4i. tit̂ jer̂ b t* ;y. C ,
W A 6  P .ù i: / /f  Cti77£

•)

CCltl

A:<TA‘r< (rr̂ ET. Ÿ 'ir/ĉ j

liiLvcc

U  '
‘5-" Ct'y5: C' Y93.

Stf=r îl5ŝ f.rr7< .?;) 
•7a S) Afr.î'£ ffiKr. çui^ty r»

2  <T/:k
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Si.o:
Bi. »:l!;ovtn 
Bi.ftt.oven ri.urp 
Tsci.aikowsky

Rolls
B*fthov«r.
Beethoven
Hindetr.ith?>rtoV.

3n:,rr u? ur,
SchuTizmRavel
Bartok
Rolls KjelsenRir.sky-Korsakov
Sells
DukasWhgnerDehussey
Xvlorhone
GershwinSartokKodaly
C'Tibals
îrehai kov/.rky

Gra.hr',?.
*'*.*i"i'hourine
Dvorak
Stravinsky
Bass Drum
BerliozStravinsky
C;stanot?
R vcl

2„ Ij-h 'TiJ y.r., 1 -t V, . ,
Vioiiii Go:..-. :'1.o
ria.'.o Con :..-: to B .. 5 r'i:.: i /v . ,f;.iiurlet'.’iUfc
S. r h l . o .  i 1st :.,vt:iu-nt

Sy.ij .'lony I«o. G ttn :i. ive ..eij!
Syr'ifh-'r." *!o, 9 1 rt an! lii’ ..ovc;.tiiti
T u '> n îot '■fi-.f: Sy.;jiiM;:c i i i ; .  . I, . - l« 
Zit-ii-ii '-'S f ir C : n t r a  -'Mli '.vi:w;:t

3yr.j:!iony I:o. 3 - Part Z Toccata 
BoleroCone rlo f:>i- Crrhtstra

.Gyn; heny Ko. 5 Cadenza Scheherazade

Sorcerer*s Apprentice 
Dir.cfc of the Ar% rentices fr ;-.; la rtt-r

Por;;y and Bess
Music for StrinnSfPercursion and Celeste Hary Janos Suite

Roo.eo ;«nn Juliet Cverture

yi.t.h.ny No. t jvd itovenent

Carnival Overture 
F: ti'iusi.ka (ni.w version)

Symphonit.- P&iitastique Final n.ovcixnt 
Hit. of SpriOji -SHcrificial Dancv

Rht.j'Sodifc Espagnol

• 4 •«
! ;

I f



239

I Rochester Philharmonie OrchestraI 20Gmm PloM
I- 1 j ' \ j Rochcstef. New York 14605 716-454-2620

David Zinmon, Musk Director
boi* Jadeson. Associot* Cbnductet

MMeSDUMM 
acmONNEL tUNAOEK

P e rc u ss io n  A u d itio n

An a u d i t io n  to  u p d a te  th e  p e rc u ss io n  s u b s t i t u t e  l i s t  w i l l  
be  h e ld  on Tuesday e v e n in g , Septem ber 16 In Room 902 o f  
th e  Eastman School Annex.

P le a s e  com ple te  th e  e n c lo se d  a p p l i c a t io n .  When t h i s  I s  
re tu rn e d  to  me a t  th e  RPC o f f i c e ,  you w i l l  be a ss ig n e d  
an  a u d i t i o n  tim e .

A p p l ie a a ta  a h e u ld  b e  p re p a re d  to  p la y  p e rc u a a io a  p o r t a  from  th e  
fo U o w ia g  o r e h e a t r a l  e z e r p ta :

Tambourine X. B ixet, Carmen (Suita #2}
2 . Tachaikowaky C^priccio I ta lia n

Srimamle 1 . Dvorak Symphony Bo. 9 (Prom The Bern World)2.  Tachai If ruaky Buteracker Suite
Caatanata 1. Bimsky-XoraakoT Capriccio Bapagpol
£aare Drum 1. Prokofiev . Borneo and J u lie t

2 . A okofiev U eutenant U je
Zyloohoae 1 . Copland "HoelDewa" from Bodeo

2 . Xabalevaky Colaa Breucnon
Oleekeaaoiel 1 . Tachaiknemky Valts from Sleeping Beauty
Basa Drum 1. B erlios Symphonie Pantaatigue
B ass Drum & •

Crabals 1 . Tacbaikowmky Suite from Swam lake
2.  Zachaikoraky C^H.eeio I ta lia n

C nhala 1 .  Taehaikowaky Caprieeio I ta lia n
2 . Dvorak Symphony Be. 9 (PTom The Bew World)

W n t  A ll aeeeaaary I s a tm e a ta  w ill be provided by the aaditica committee, 
h a t applieaata may bria% th e ^  eua iaatrameata i f  they miah to  do mo.

8/28/80
Jam es Own 
P e rso n n e l Manager
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à

S T . L O U I S  S Y M P H O N Y  O R C H E S T R A
m m i i i  xVMmtiKY h m i  

7i> w a i i i  «i v i». %r. I f itiv . MMUUM • ti* i * «tcik im ^ m c s x ix  i T w
V aI lU f  «.•SMfINIi. c>iKI)UIH<a A N » MUW' m c K T O *

matsim u a m m  ■mTtMtt»
X. Flaw* b tla s  your ouu uollo ts aud atieko.
XX. Fm I  fxM to  brim* your oon eyrkmlm I f  you uiah.
XXX. b# yroporad to ylôy from tho fellouim**

£B^2S.____________
TCBAiXOVm lomao mà JhUac

OBBUSST U  t e
BODSST Xburlo

IA.VIL U  Volao
h o #  Dmm ____

WDSSOlCSgI l i s b t  om bald tem cala
bbli'lU  t e  baquiam

balla
bODSSl l a  te

bAVQi Saphait a t  ChXaa
DOCAS Sorcarar'a dppraatlea

H z Piaeaa fa r  Oc ch—era 
Xhr— Fiaeaa fo r Or chaatr a  

Twdxuiriaa
DVObAK Carol—X Ooartura

bXUXOZ Boman Carai—I
m A v n S R  Potraodfta

UÉsa-msàMov

tesijûB

aasAssR

(dddltioaaX uatfc # f te d e a )

Caprleda *a#a#aaX 
lATB. Uaÿhnia a t  ChXaa, ■». t 

bdBOK Ceoearto fOr Or chaatra

Tow* Foraoa’a Oui do 
OOFun dppalachlam ty rias
bdbRK blaabaard's CaatXa
nOdlT b 6 y  J6 e a

■ adu 'a  Mad ltat i oa aad O iaa  a f  Taa#aaaaa 
flu a  Fiaeaa» Opua Xi

MESbXAB O laaau Érar l qaaa
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SAN ANTONIO SYMPHONY
VKTOM Alfa«ANOMO, MMte MrM  blM rltiit

«OOEPMELOWe.i_______
MAT anCENM KM . M M sm C  Oractor

OAViB M M um SK . æ t a » :
MM. LOUn A. M H O ^. F raM M

■Hi m  OffW:
IMLEXOMrrON AVE.. M ITE 2BT. SAN ANTONIO. TEXAl 7 K K

■ Oniet:
r.O. M X  1111. TMEATEN ro n  THE PCNFONMINa ANTS

SAN ANTOMO. TEXAS T tIX  p i» 2 t> W S 1

A p r i l  1977 

DEAR APPLICANT

A u d it io n »  f o r  th #  p e t i t i o n  ASSISTANT TIMPANI/PERCUSSIOK w i l l  be 
h e ld  e t  t h e  T h e a te r  f o r  t h e  P e rfo rm in g  A r t» ,  l o c a te d  i n  downtown 
San A n to n io  on  K a z^ e t S t r e e t ,  on  W ednesday, Ju n e  8 ,  1377. I f  
y o u  p la n  t o  a t t e n d ,  p le a s e  c a l l  t h e  b u t in e » »  o f f i c e  f o r  an  a u d i -  
t i o n  t im e  m d  f u t h e r  i n f o r m a t io n .  A l l  i n s t r u m m ts  f o r  t h .  a u d i
t i o n  w i l l  b e  p ro v id e d .

AUDITION MUSIC WILL BE SELECTED FROM THE FOLLOWING:

TIMPANI

B a r to k
B ee th o v en
B e r l io z
Brahms
H in d em ith
M endelssohn

Schuman
W agner

MALLETS

Dukas
-G ershw in
K ab alev sk y
R e sp ig h i
S h o s ta k o v i tc h
S c h u l le r

SHARE DRUM

C o n c e rto  f o r  O r c h e s tr a  
Sym phonies # 3 , S , 7 ,  9 
F a n t a s t i c  Symphony 
Symphony f l
Sym phonic M etam orphosis
Midsummer N i g h t 's  Dream O v e rtu re
Symphony #u
New E n g lan d  T r y p t ic h
F u n e ra l  M usic  fro m  G otterdam m erung

S o r c e r e r 's  A p p re n tic e
P ro g y  (  B ess
C o las  B reugnon O v e r tu re
P in e s  o f  Rome
P o lk a  from  G olden  Age
L i t t l e  B lu e  D e v il

B a r to k
P ro k o f ie v
R a v e l
Rimsky K orsakov

CYMBALS

B e r l io z
R ach m an in o ff
T sd ia ik o w sk y

C o n certo  f o r  O r c h e s tr a
L t .  K i je
B o le ro
C a p r ic c io  E sp a g n o l,  S ch e h era za d e

B envenu to  C e l l i n i  O v e r tu re  
P ia n o  C o n c e rto  #2 
Romeo t  J u l i e t  
C zard as fro m  Swan Lake

TAMBOURINE t TRIANGLE

B e r l io z
D vorak
Rimsky K orsakov

Roman C a r n iv a l  O v e r tu re  
C a rn iv a l  O v e r tu re  
C a p r ic c io  E sp a g n o l

^ p l i c a n t s  s h o u ld  a l s o  be p r e p a r e d  t o  d e a o n s t r a te  p r o f i e l e n c y  on 
b a s s  drum , g o n g , c a s ta n e t s  and  dzum s e t .  A p p l ic a n ts  s h o u ld  p r e p a r e  
a  s h o r t  s o lo  p i e c e  f o r  t im p a n i ,  m u l t i p le  p e r c u s s ie #  o r  m a l lo t s .  
P ie c e  i s  o f  t h e  a p p l i c a n t s  c h o ic e .

R a lp h  M o e lle r  
D ian e  H e fn e r
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SAN FRANCISCO SYW>HOI<Y ORCHESTRA

EDO DE WAART. CONDUCTOR AMD MUSIC DIRECTOR

PRINCIPAL PERCUSSION -  AUDITION REPERTOIRE LIST 

FOR THURSDAY/FRIDAY. DECEWER 11/12. 1980 

Xylophone;

GERSHWIN 
KABALEVSKY 
SHOSTAKOVITCH 
GERSHWIN

B ells:

DUKAS 
DEBUSSY 
RESPIGHI

Snare Drum:

RIMSKY-KORSAKOFF 
RIMSKY-KORSAKOFF 
DEBUSSY 
BARTOK

Tambourine:

PORGY AND BESS 
COLAS BREUGNON -  OVERTURE 
POLKA FROM "GOLDEN AGE" 
AN AfCRICAN IN PARIS

SORCERER'S APPRENTICE 
LA HER
PINES OF ROME

CAPRICCIO ESPAGNOL 
SCHEHERAZADE 
FfTES FROM "NOCTURNES" 
CONCERTO FOR ORCHESTRA

DVORAK
BERLIOZ

Triangle:

BRAHMS

Bass Drum:

STRAVINSKY
MAHLER

Cymbals:

TCHAIKOVSKY
TCHAIKOVSKY
STRAVINSKY

CARNIVAL OVERTURE 
ROMAN CARNIVAL OVERTURE

SYMPHONY HO. 4

PLEASE NQ%E2. Materials other than 
ttose  included on th is  repertoire 
l i s t  may be used in the audition.

RITE OF SPRING ("LE SACRE OU PRINTEMPS") 
SYMPHONY NO. 5 (Scherzo)

SYNPHONY NO. 4
OVERTURE TO "ROfCO AND JULIET" 
PETROUCHKA (Bass Drum and Cymbals)

TIW»ANI AUPniON EXCERPTS

BEETHOVEN

BEETHOVEN

BEETHOVEN

SYMPHONY NO. 1 

SYMPHONY NO. 5 

SYMPHONY NO. 9

(1st Nvt. m. 250 to  end )
(2nd Mvt. A to  Trio -  end of Trio) 
(1st Mvt. m. 346 to  397)
(3rd Mvt. C to  395)
(1st Mvt. m. 16 to  35)
513 to  end 

(2nd Nvt. F to  283)
CONTINUED -
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PAGE -  2 (continued)

PRINCIPAL PERCUSSION - AUDITION REPERTOIRE LIST

TIMPANI AUDITION EXCERPTS -  continued

BEETHOVEN SYMPHONY NO. 9 (4th Mvt. Beg. to m. 25)

TCHAIKOVSKY SYMPHONY NO. 4 (1st Mvt. 3 before T to 3 before U)

STRAUSS DEATH AND TRANSFIGURATION m. 6 to  A
F to H

MOZART SYMPHONY NO. 39 (1st Mvt. a  1 to 16
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SEATTLE SYMPHONY ORCHESTRA
30$HamanS*eef.Seome.WoeiingKinçeD9 Iwwnone 1206)4«7^7X

PR PiC IPA L TIMPANI

AUDITIONS LITERATURE

E x ce rp ts  from :

B a rb e r : Symphony in  One M ovem ent
B a rb e r : M ed ea 's  M editation and Dance of Vengeance
B a rb e r : 2nd E ssa y
H indem ith: Symphonic M etam orphosis
P roko fiev : Symphony
W illiam  Schum an: Judith
W illiam  Schuman; Symphony #3
W illiam  Schum a n : Symphony *6
S tra u ss : Don Juan
Strav insky: R ite  of Spring
Beethoven: Symphony #5
Beethoven: Symphony #7 '
Beethoven: Symphony #9
B rah m s: Symphony #1
Btrahms: Symphony #4
W agner: G&tterdam m erting -  F u n era l M arch
Tchaikowsky: Symphony #4
Tchaikow sky; Symphony #5
S tra u ss : D eath  and T ran sfig u ra tio n
S tra u ss : T ill  E ulensp iegel
S tra u ss : B urlesque
H anson: Symphony #3 -  Scherzo
Bloch: Schelom o
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Syracuse Symphony Orchestra
fwdefik r4awimi(f. jiu

The required audition material for Percussion includes: 
I. Selection from the solo literature.
II. Ordiestral'excerpts drawn from the following list:

1. Tympani
Strauss
Strauss
Brahms
Beethoven
Wagner
Tchaikovsky
Wm. Schuman

Death and Transfiguration 
Burleske 
Symphony #1 
Synphony #9
Siegfried's Funeral Music 
Synphony #4 
Circus Overture

2. Mallets - Xylophone, Glockenspiel, Bells and Vibraphone

Mozart
Dukas
Al b e n iz
Cowell
Xodaly
Gershwin
Riachaturian
Schuller
R. V. Williams

Magic Flute (Bells)
Sorcerer's ^prentice (Bells)
Triana from Iberia Suite (Bells) 
Synptiony #11 (Xylophone)
Bary Janos Suite (Xylphonc)
Porgy and Bess Suite (Xylophone)
Cayne Ballet, Sabre Dance (Xylophone) 
Seven Studies on Themes of Paul Klee 
(Vibraphone)
Symphony in D Minor (Vibraphone)

Snare Drum, Tenor Drum and Tom Tom

Honegger 
Rimstcy-Korsakov 
Rossini 
Aacbaturien 
Km. Schuman
wm. Sdimnan

Pacific 231 (Tenor)
Capriccio Espagnole (Snare) 
LaGazza Ladra Overture (Snare) 
Cayne Ballet Suite #1A (Snare) 
Symphony *3 (Snare)
Circus Overture (SD or Tom Tom)

■ . tfOM. tiM Tan I32C1 au: aQlSl
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- }
V y  •», p e rc u s s io n  R e p e r to ire  C o n tin u ed

4.  Tam bourine

B e r l io z  -  Roman C a rn iv a l  O v e rtu re
B i s e t  -  C ozsen (E n tra c te )

5 .  Bass Drum and Cymbals

T chaikovsky  -  Romeo an d  J u l i e t
S tra v in s k y  -  P e t r  ou  A k a

6 .  Mixed

C opland -  Boedewn
H a lto n  -  fa c a d e  S u i t e  #2

I I I  S ig h t  R eading

A u d it io n s  w i l l  b e  h e ld  a t  206 B ellew ood A venue, N o rth  S y ra c u se , New Y ork.

Your a u d i t io n  h a s  b een  s A e d u le d  f o r  a t ___________
P le a s e  c o n firm  by r e tu r n  m a i l .

d a n k  y o u . 

S in c e r e ly ,

P h i l i p  R . M acA rthur 
P e rso n n e l  Manager

PRMzhas

• 3/4
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ThejbnontDSymphony
MASSEY HALL OFFICES. 178 V Ic W  SbML Torentt, OMUio MSB ITT (416) SSMOM

November 14, 1980.

Mr. Emery E. A lfo rd ,
1524 Wind H ill Road,
NORMAN, Oklahoma.
73071

Dear Mr. A lfo rd :

E nclosed you w il l  f in d  ou r l a t e s t  r e p e r to i r e  l i s t  
f o r  T im pani.

We wish you th e  b e s t  In your D octor o f  M usical A rts  
deg ree  and thank you f o r  your in q u iry .

S in c e re ly  y o u rs ,

H ubert C. Meyer, 
P ersonnel Manager.

HCN:vs 
E n d .

ANDREW DAVIS. Music Director/Conductor
W A tm  HOMBUnoSL UmigMg OIramer. HUBBtT C  MEVEH. M nem W  M waew
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TORONTO SYMPHONY TIMPANI AUDITION REPERTOIRE LIST

Each a p p l ic a n t  w il l  be a l l o t t e d  a s p e c i f i c  amount o f  tim e to  
p lay  th ro u g h  th e  a c tu a l a u d i t io n .  A p iano  "A" w il l  be given 
b e fo re  each e x c e rp t .

The a u d i t io n  w il l  be made up from e x c e rp ts  l i s t e d  below:

BARTOK Music f o r  S t r in g s .  P e rcu ss io n  
S C e le s te  

C oncerto  f o r  O rc h e s tra

BEETHOVEN Symphonies -  1 to  9

BRITTEN Young P ersons Guide .

ELGAR Enigma V a r ia t io n s

HINDEMITH Symphonic M etamorphoses

MAHLER Symphony No. 2

MARTIN C oncerto  f o r  7 Winds

PROKOFIEV P e te r  and th e  Wolf

SAINT-SAËNS Samson and D e lila h

SIBELIUS Symphony No. 1

SHOSTAKOVICH Symphony No. 1

STRAVINSKY R ite  o f  S pring

STRAUSS B urleske
Salome

TCHAIKOVSKY Symphony No. 4

WAGNER Gotterdammerung

SIGHT READING may a ls o  be r e q u ir e d .

Three s e t s  o f  tim pan i w ill  be p ro v id ed :
1 . )  R inger (D resden ty p e )
2 .1  H inger (D resden ty p e )
3 . )  P rem ier (P o s s ib ly )

A u d itio n s  a re  h e ld  a t  MASSEY HALL. S h u te r  and V ic to r ia  S t r e e t s .  
E n te r  th ro u g h  th e  S tage Door. 182 V ic to r ia  S t r e e t .

November 11. 1980. 
/v s
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VANCOUVER SYMPHONY ORCHESTRA 
PER&SSIÔN AUDITION REPERTOIRE ~LIST

Jnuaiy 31, 1979

All «qaipaent « i l l  be provided fo r the eadition, however, i t  i s  suggested that 
candidates bring th e ir  cm  snare drum, stick s , m allets, and small accessories.

As well as the music lis te d  below there may also be some sight-reading.

gfUOPHONE

CERSHRIN:
KABALEVSrr:
KODALY:
SHOSTAKOVICH;
STRAVINSKY:
COPLAND:

Overture from Porgy and Bess 
Overt ure from Colas Breugnon 
Hary Janos Suite 
Polka from Golden Age Ballet 
Petreuchka
Appalachian Spring Suite

GLOCKENSPIEL

DUKAS:
RESPISH:
MOZART:
R. STRAUSS: 
STRAVINSKY:

SNARE DRUM
BARTOK:
PROKOFIEV:
PROKOFIEV:
RAVEL:
RD6KY-K0RSAK0V 
RIM5KY-K0RSAK0V 
J .  STRAUSS:

BASS DRUM
STRAVINSKY:

TRIANGLE

BRAKG:
LISZT:

TAMBOURINE
BIZET:
DVORAK:
RIMSKY-KORSAKOV:

The Sorce re r 's  Apprentice
The Pines o f Rome
The Magic F lute, Finale o f Act I
Don Jum
Pet ro uchka

Concerto fo r Orchestra 
Lieutenant Kije Suite 
Peter and the Rolf 
Bolero
iCappricio Espagnol 
;Scheherazade
Overture froa Die Fledemaus

The Rite o f Spring .

Sysghony No. 4 
Piano Concerto No. 1

Carmen Suite 
Carnival Overture 
SchAerazade

CYiaAlS
RAODMNINOFF:
TCHAIKOVSKY:
TCHAIKOVSKY:

CASTANETS
«A01ER:

TIMPANI (Optional)
BRITTEN: 
SHOSTAKOVICH: 
R. STRAUSS:

Piano Concerto No. 2 
Romeo and Ju lie t 
Sysfhooy No. 4

Bacchanale ftcm Teanhaenser

Yowg Person's Guide to  the Orchestra
Syi^any No. 1
Detth and Transfiguration

JR /it



APPENDIX II

The following appendix materials provide a complete 
categorized listing of the individual percussion audition 

lists received. This information is cross-indexed by 
(1) instrument, (2) composer, [3) title, and (4) orchestra.
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L I S T  OF E X C E R P T S  BY I N S T R U M E N T
---------------  I N S T R U =  --------------

ÜRCH COMPOSER TITLE

N)
LnK)



L I S T  O F  E X C E R P T S  B Y  I N S T R U M E N T
—  INSTRU=ALL ------------------------------------------------------------------------------------

ORCH COMPOSER T ITLE

SEATTLE ANY ABEL EXCERPTS BOOK
SEATTLE ANY FROM THE CURRENT OR PREVIOUS SEASON
CINCINNATI ANY GENERAL TECHNIQUES
SEATTLE ANY GOLDENBERG EXCERPTS
HOUSTON ANY SIGHT READING
NORTH CAROLINA ANY SIGHT READING
SYRACUSE ANY SIGHT READING
VANCOUVER ANY SIGHT READING
MONT REAL ANY STANDARD CONCERTOS FOR ORCHESTRA!GCLDE
MI NNESOTA. BRITTEN YOUNG PERSONS GUIDE TO THE ORCHESTRA
SYRACUSE COPLAND HOE DOWN FROM RODEO
MONT REAL STRAVINSKY L ' HISTOIRE DU SOLDAT
SYRACUSE WALTON FACADE S U I T E  NO. 2

_  _  f K I C T O I I - ^ A K I V  mm mm mm .

ORCH COMPOSER TITLE

SAN ANTONIO ANY PREPARED SOLO
SYRACUSE ANY PREPARED SOLO
CINCINNATI ANY PREPARED SOLO-OPTIONAL

I  Kl C  T O I  1— t t  A ^  H D  1 IM mm m m .m ,m m ,m  ■mmnmmmmm ^  ^ m m ^  ^ m m m m ^ m m m m m m m m m m ^  mm ^ m m  ^ m m  ^1 N  O  1K U — D A  O O  U K  U M  .  —— — — —— — —— — — — — — —— — — — —

ORCH COMPOSER TI TLE

SAN ANTONIO ANY DEMONSTRATE PROFICIENCY
C INCINNATI ANY DYNAMICS
CINCINNATI ANY GENERAL TECHNIQUE
BALTIMORE ANY LOUD AND SOFT NOTES FOR TONE
PHILADELPHIA ANY ROLL 10 COUNTS SLOW. CRESC-DIMINUENDO
PHILADELPHIA ANY ROLL. CRESC-DIM 10 COUNTS. 2 STICKS
IND I ANAPOL I S . ANY PO LL .  CRESCENDO
CINCINNATI ANY ROLLS
ATLANTA ANY • ' ROLLS. LOUD
ATL ANT A ANY ROLLS. SOFT
CINCINNATI ANY SINGLE STROKES
PHILADELPHIA ANY SLOW CRESCENDO 10 STROKES
PHILADELPHIA ANY SOF T,  RESONANT PP
CINCINNATI ANY STEADY TEMPO

K)
CnC/l



L I S T  OF  E X C E R P T S  B Y  I N S T R U M E N T
INSTRU=BASS DRUM

ORCH COMPOSER T ITLE

BUFFALO
NEW JERSEY
PITTSBURGH
ROCHESTER
DENVER
S T .  LOUIS
BUFFALO
NAT ICINAL
BALT I MORE
NORTH CAROLINA
NEW JERSEY
SAN FRANCISCO
BUFFALO
CHICAGO
HONOLULU
MONTREAL
S T .  LOUIS
C INCINNATI
DALLAS
DETROlT
MONTREAL
NORTH CAROLINA
HOUSTON
BUFFALO
ATLANTA
BUFFALO
DENVER
HONOLULU
MINNESOTA
MONTREAL
NAT IONAL
NEW JERSEY
NORTH CAROLINA
PITTSBURGH
SAN FRANCISCO
VANCOUVER
CINCINNATI
CINCINNATI
SYRACUSE
ATLANTA
DETROIT .
HONOLULU

BERLIOZ
BERLIOZ
BERLIOZ
BERLIOZ
BERLIOZ
BRITTEN
MAHLER
MAHLER
MAHLER
MAHLER
MAHLER
MAHLER
MOUSSORGSKY
MOUSSORGSKY
MOUSSORGSKY
MOUSSORGSKY
MCUSSORGSKV
MOUSSORGSKY
PAYSON
PROKOFIEV
PROKOFIEV
PROKOFIEV
RIMSKY-KORSAKOV
SOUSA
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY .
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY

SYMPHONIE 
SYMPHONIE 
SYMPHONIE 
SYMPHONIE 
SYMPHONIE 
WAR REQUIEM 
SYMPHONY NO 
SYMPHONY NO 
SYMPHONY NO 
SYMPHONY NC 
SYMPHONY NO 
SYMPHONY NO 
A NIGHT ON 
A NIGHT ON 
A NIGHT ON 
A NIGHT ON 
A NIGHT ON 

ATPICTURES

FANTASTIQUE  
FANTAST IQUE 
FANTASTIQUE  
FANTASTIQUE  
FANTASTIQUEILAST

I 
I
3  
3
3 ( 1 )
5 (SC H E R Z O )  

OALD MOUNTAIN 
BALE) MOUNTAIN 
BALD MOUNTAIN 
BALD MOUNTAIN 
BALD MOUNTAIN 

AN EXHIB IT IO N

MOVEMENT)

TECH BD CYM ACC-PAGE  
SYMPHONY NO. 5  
SYMPHONY NC. 6  
SYMPHONY N O .  6  
SCHEHERAZADE 
STARS AND S TR IP ES  
LE SACRE OU PRINTEMPS  

DU PRINTEMPS  
DU PR INTEMPS 
DU PRINTEMPS  
DU PRINTEMPS  
DU PRINTEMPS  
DU PRINTEMPS  
DU PRINTEMPS  
OU PRINTEMPS  
DU PRINTEMPS  
DU PRINTEMPS  
DU PRINTEMPS  
DU PRINTEMPS!

3 5 , F I R S T  2 0  BARS

LE 
LE 
LE 
LE 
LE 
LE 
LE 
LE 
L E 
LE 
LE 
LE

SACRE 
SACRE 
SACRE 
SACRE 
SACRE 
SACRE 
SACRE 
SACRE 
SACRE 
SACRE 
SACRE 
SACRE 

OVERTURE 1 8 1 2  
ROMEO AND JULIE T 
ROMEO AND JULIET  
ROMEO AND JULIET  
ROMEO AND JULIET

1 9 6  TO E N D )

OVERTURE
OVERTURE
OVERTURE

N)in4̂



L I S T  O F  E X C E R P T S  B Y  I N S T R U M E N T
SS DRUM -----------------------

ORCH COMPOSER TI TLE

INDIANAPOLIS TCHAIKOVSKY ROMEO AND JU LI ET OVERTURE
MILWAUKEE TCHAIKOVSKY ROMEO AND J U L IE T OVERTURE
NEW ORLEANS TCHAIKOVSKY ROMEO AND JU L IE T OVERTURE
ATL AN TA TCHAIKOVSKY SYMPHONY NO. 4
BALTIMORE TCHAIKCVSKY SYMPHONY NO.  4
HONOLULU TCHAIKOVSKY SYMPHONY NO.  4
INDlA NAP OL IS TCHAIKOVSKY SYMPHONY NO. 4
MILWAUKEE TCHAIKOVSKY SYMPHONY NO. 4
NEW ORLEANS TCHAIKOVSKY SYMPHONY NO. 4
BALTIMORE VERDI REQUIEM

---------------  INSTRUs BD-CYM --------------------------

ORCH COMPOSER T ITLE

MONTREAL
NORTH CAROLINA
BOSTON
BUFFALO
CHICAGO
DENVER
MILWAUKEE
MONTREAL
NEW ORLEANS
NORTH CAROLINA
SAN FRANCISCO
SYRACUSE
ROCHESTER
NEW ORLEANS
ROCHESTER

MAHLER
ROSSI NI
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVI NSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAV INSKY
STRAVINSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY

SYMPHONY N O ,  I
OVERTURES
PETROUCHKA
PETROUCHKA
PETROUCHKA
PETROUCHKA
PETROUCHKA
PETROUCHKA
PETROUCHKA
PETROUCHKA
PETROUCHKA
PETROUCHKA
CAPRICCIO ITALIEN
SWAN LAKE
SWAN LAKE

NJIn
Ln



L I S T  O F  E X C E R P T S  B Y  I N S T R U M E N T
-----------  I N S T R U = B E L L S -----------

ORCH COMPOSER TITLE

SYRACUSE ALBENIZ TRIANA FROM IBERIA SUITE
PHILADELPHIA ANY FOUR ST IC KSlM ALLE TS )
CHICAGO ANY SIGHT READING
PHILADELPHIA ANY T R IL L
S T .  LOUIS BERG THREE P I E C E S  FOR ORCHEST
BALTIMORE DEBUSSY LA MER
BUFFALO DEBUSSY LA MER
DENVER DEBUSSY LA MER
DETROI T DEBUSSY LA MER
MONTREAL DEBUSSY LA MER
NATIONAL DEBUSSY LA MER
NEW JERSEY DEBUSSY LA MER
NEW ORLEANS DEBUSSY LA MER
PITTSBURGH DEBUSSY LA MER
SAN FRANCISCO DEBUSSY LA MER
S T .  LOU IS DEBUSSY LA MER
MONTREAL DELIBES LAKME
BUFFALO DELI BES LAKME, BELL SONG
CHICAGO CELIBES LAKME, BELL SONG
ATLANTA DUKAS SORCERER S APPRENTICE
BALT 1 MORE DUKAS SORCERER S APPRENTICE
BOSTON DUKAS SORCERER S APPRENTICE
BUFFALO DUKAS SORCERER S APPPENTICE
CHICAGO DUKAS SORCERER S APPRENTICE
CINCINNATI DUKAS SORCERER s APPRENT ICE
DALLAS DUKAS SORCERER s APPRENTICE
DENVER DUKAS SORCERER s APPRENTICE
DETROIT DUKAS SORCERER s APPRENTICE
HONOLULU DUKAS SORCERER s APPRENTICE
HOUSTON DUKAS SORCERER S APPRENTICE
INDIANAPOLIS DUKAS SORCERER s APPRENTICE
MONT REAL DUKAS SORCERER s APPRENT ICE
NATIONAL DUKAS SORCERER s APPRENTICE
NEW JERSEY DUKAS SORCERER s APPRENTICE
NEW ORLEANS DUKAS SORCERER s APPRENT ICE
NORTH CAROLINA DUKAS SORCERER s APPRENTICE
PHILADELPHIA •DUKAS SORCERER s APPRENT ICE
PITTSBURGH DUKAS SORCERER s APPRENTICE
SAN ANTONIO DUKAS SORCERER s APPRENTI CE
SAN FRANCISCO DUKAS SORCERER s APPRENTICE
S T .  L OU IS DUKAS SORCERER s APPRENTICE
SYRACUSE DUKAS SORCERER s APPRENTICE

N)
Cno\



L I S T  O F  E X C E R P T S  D Y  I N S T R U M E N T
-----------  I N S T R U = B E L L S  -----------

ORCH

VANCOUVER 
BUFFALO 
CHICAGO 
ATLANTA 
BUFFALO 
NEW ORLEANS 
DALLAS 
DALLAS 
HONOLULU 
MONTREAL 
SYRACUSE 
VANCOUVER 
HOUSTON 
MONTREAL 
S T .  L O U IS  
BALT I MORE

COMPOSER

DUKAS
GLAZOUNUV
GLAZOUNOV
KODALY
KÜDALY
KODALY
LI SZT
MOZART
MOZART
MOZART
MOZART
MOZART
PROKOFIEV
RAVEL
RAVEL
RAVEL

TI TLE

SORCERER'S APPRENTICE  
VIOLI N CONCERTO 
V I CL IN CONCERTO 
HARY JANOS SUITE  
HARY JANOS SUITE  
HARY JANOS SUITE  
HUNGARIAN RHAPSODY NO.  

FLUTE 
FLUTE 
FLUTE 
FLUTE 
FLUTE 
NEVSKY 

CHLOE

THE
THE
THE
THE
THE

MAGIC 
MAGIC 
MAGI C 
MAGIC 
MAGIC 

ALEXANDER 
DAPHNIS ET 
DAPHNIS ET CHLOE 
MOTHER GOOSE SUITE

BALTIMORE RESPIGHI P I  NES OF ROME
BUFFALO RESPIGHI PI  NES OF ROME
CHICAGO RE SP IG HI P INES OF ROME
DALLAS RESPIGHI PI  NES OF ROME
DETROIT RESP IG H I P I  NES OF ROME
MONT REAL RESP IGH I P IN E S OF ROME
NATIONAL RESPIGHI PI NES OF ROME
NEW JERSEY R ESP IG H I P I N E S OF ROME
NEW ORLEANS RESPIGHI P IN E S OF ROME
NORTH CAROLINA RES PIGHI P I  NES OF ROME
SAN ANTONIO .RESP IG HI P INES OF ROME
SAN FRANCISCO RESPIGHI PI  NES OF ROME
VANCOUVER RESP IGHI P INES OF ROME
BUFFALO RIMSKY-KORSAKOV RUSS IAN EASTER 1
CHICAGO RIMSKY-KORSAKOV RUSSIAN EASTER
NEW ORLEANS RIMS KY-KQRSAK OV RUSSIAN EASTER 1
BUFFALO SCRIABIN POEM OF ECSTASY
NATIONAL SCR lAB IN POEM OF ECSTASY
C INC INNA TI STRAUSS DON JUAN
DETRO IT STRAUSS DON JUAN
MONTREAL STRAUSS DON JUAN
NEW JERSEY STRAUSS DON JUAN
NORTH CAROLINA STRAUSS DON JUAN
VANCOUVER STRAUSS DON JUAN
MONTREAL STRAVINSKY FIF EB IH D
ATLANTA STRAVINSKY PETROUCHKA

OVERTURE
OVERTURE
OVERTURE

tsjLn'-I



L I S T  O F  E X C E R P T S  B Y  I N S T R U M E N T
-----------  I N S T R U = B E L L S  -----------

ORCH

CINCINNATI
DETROIT
HONOLULU
MONTREAL
NORTH CAROLINA
VANCOUVER
BALT I MORE
BUFFALO
CHICAGO
DETROIT .
MONTREAL
NEW ORLEANS
ROCHESTER
INOIANAPOLIS
BUFFALO
CHICAGO
DALLAS
DENVER
NEW JERSEY
PITTSBURGH
NATIONAL
MONTREAL
BUFFALO
MONTREAL
CINCINNATI
INDIANAPOLIS
NEW ORLEANS
QALTIMORE
NATIONAL
S T .  LOUIS

COMPOSER

STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WAGNER
WEBERN

TITLE

PETROUCHKA 
PETROUCHKA 
PETROUCHKA 
PETROUCHKA 
PETROUCHKA 
PETROUCHKA 
CAPRICCIO ITALIEN

BOIS  
BO I S 
DOIS  
BOIS  
B OIS  
BOIS  
BO IS

LA BELLE AU 
LA BELLE AU 
LA BELLE AU 
LA BELLE AU 
LA BELLE AU 
LA BELLE AU 
LA BELLE DU 
DANCE OF THE 
DANCE OF THE 
DANCE OF THE 
DANCE OF THE 
DANCE OF THE 
DANCE OF THE 
OIE M EI ST EP SI NG ER .  
DIE MEI STERSINGERS  
FOREST MURMERS 
SIEGFRI ED 
S I E G F R I E D S  RHINE 
S I E G F R I E D S  RHINE 
S I E G F R I E D S  RHINE 
WALOWEBEN 
WALDWEQEN 
S I X  P I E C E S

DORMANTIS.  
DORMANT!S.  
DORMANTIS.  
DORMANT I S .  
DORMANT! S .  
DORMANT I S .  
DORMANT! S .  

APPRENT ICES!  M« 
APPRENTICESIM*  
APPRENTICES!  V* 
APPRENTI CES IM* 
APPRENTICESIM*  
APPRENTICES! M* 

PRELUDE.

JOURNEY
JOURNEY
JOURNEY

FOR ORCHESTRA

BEAUTY) 
BEAUTY) 
BEAUTY)  
BEAUTY) 
BEAUTY)  
BEAUTY)  
BEAUTY) 

SINGER)
SI N G ER )  
SINGER)  
SINGER ) 
SINGER)  
SINGER)  

ACT I I I

  INSTRU=CA I SSE R O U -------------------

ORCH COMPOSER TITLE

CHICAGO • VARESE IONIZATION

tsJ
Cn
<X>



L I S T  O F  E X C E H P T S  B Y  I N S T A L M E N T
--------- : N S T R U = C A S T A N E T S  --------

ORCH COMPOSER T ITLE

SAN ANTONIO ANY DEMONSTRATE PROFICIENCY
HONOLULU BIZET CARMEN
MONTREAL BIZET CARMEN
HONOLULU DE YRADIER LA PALOMA
ATLANTA DEBUSSY IBER IA
BOSTON DEBUSSY IB E R I A
MONTREAL DEBUSSY IBER lA
BUFFALO PROKOFIEV P I ANC CONCERTO N O . 3
HONOLULU PROKOFIE V PI ANC CONCERTO NO. 3
MILWAUKEE PROKOFIEV PIANO CONCERTO N O . 3
MONTREAL PROKOFIEV PIANC CONCERTO NO. 3
NAT lONAL PROKOFIEV PIANO CONCERTO NO. 3
NEW JERSEY RAV EL RHAPSODIE ESPAGNOL •
PITTSBURGH RAVEL RHAPSODIE ESPAGNOL
ATLANTA R IMSKY-KORSAKOV CAPRICCIO ESPAGNOL
ROCHESTER RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
DETROIT RIMSKY-KORSAKOV S P A I N I S H  CAPRICE
DALLAS WAGNER T ANN HAUSER (BACCHANALE )
HONOLULU WAGNER TANNHAUSER(BACCHANALE)
MONTREAL WAGNER TANNHAUSER(BACCHANALE)
VANCOUVER WAGNER T ANNHAUSER(BACCHANALE)
BOSTON WAGNER TANNHAUSER(DER VENUSBERG)
NEW JERSEY WAGNER TANNHAUSER (OER VENUSBERG)

ORCH

BUFFALO
CHICAGO
MONTREAL
MONTREAL

  I N S T R U = C H I M E S ------------- -------------------------

COMPOSER TITLE

ANY SIGHT READING
ANY SIGHT READING
BERLIOZ SYMPHONIE FANTASTIQUE
PUCCINI TCSCA

N)cnlo



LI S T  OF E X C E R P T S  BY I N S T R U M E N T
---------- I N S T R U = C Y M 0 A L S  ----------

ORCH COMPOSER T ITLE

CINCINNATI ANY CRASHES AT ANY DYNAMIC LEVEL
INDI ANAPQLI S ANY CRASHES.  LOUD AND SOFT
ATLANTA ANY CRASHES.  S E R IE S  OF LOUD
ATLANTA ANY CRASHES,  SE R IES OF QUIET
CHICAGO ANY CRASHES.  SOFT REPEATED
CINCINNATI ANY EFFECTS
Cl  NCINNATI ANY GENERAL TECHNIQUE
BALT IMORE ANY QUARTER N C T E S ( P P P - F F F - P P P ) 6  BARS
ATLANTA ANY SCRAPE TECHNIQUE
PHILADELPHIA ANY SUSPENDED CYMBALS
CINC INNAT I ANY SUSPENDED CYMBALS ROLLS
ATLANTA ANY SWISH TECHNIQUE
SAN ANTONIO BERLIOZ BENVENUTO CELLINI OVERTURE
ATLANTA BERLIOZ ROMAN CARNIVAL OVERTURE
S T .  LO UIS DEBUSSY IBERIA
ATLANTA DEBUSSY LA MER
DALLAS DEBUSSY LA MER
DETROIT DEBUSSY LA MER
S T .  LO UI S DEBUSSY LA MER
CINC INNATI DEBUSSY NOCTURNES
DALLAS DEBUSSY NOCTURNE S(FE TES)
NEW JERSEY DVORAK CARNIVAL OVERTURE
ROCHESTER DVORAK NEW WORLD SYMPHONY
BALTIMORE ENESCO ROMANIAN RHAPSODY NO.  I
BOSTON KODALY HARY JANCS S U IT E
INDIANAPOLIS KODALY HARY JANOS SUITE
BALTIMORE MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
BOSTON MOUSSORGSKY A NIGHT CN BALD MOUNTAIN
BUFFALO MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
CHICAGO MOUSSORGSKY A NIGHT CN BALD MOUNTAIN
DALLAS MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
HONOLULU MCUSSORGSKY A NIGHT ON BALD MOUNTAIN
IN DIANA POL IS MOUSSORGSKY A NIGHT CN BALD MOUNTAIN
MONT REAL • MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
NATIONAL. MOUSSORGSKY A NIGHT CN BALD MOUNTAIN
DALLAS PAYSON TECH DD CVM ACC-PAGE 4 6
DETROI T PROKOFIEV SYMPHONY NO.  5
MONTREAL PROKOFIEV SYMPHONY NO. 6
BALTIMORE RACHMANINOFF PIANO CONCERTO NO. 2
DALLAS RACHMANINOFF PIANO CONCERTO N O .  2
INDIANAPOLIS RACHMANINOFF PIANO CONCERTO NO,  2
NATIONAL RACHMANINOFF PIANO CONCERTO N O .  2

N)
o



L I S T  OF E X C E R P T S  B Y  I N S T R U M E N T
----------  I N S T R U = C Y M B A L S ----------

1 0

ORCH

NORTH CAROLINA
PHILADELPHIA
SAN ANTONIO
VANCOUVER
S T .  LOUIS
CINCINNATI
ATLANTA
BALTIMORE
BUFFALO
BOSTON
BUFFALO
ROCHESTER
MONTREAL
SAN ANTON 10
S T .  LOUIS
SYRACUSE
VANCOUVER
ATLANT A
BALTIMORE
BOSTON
CINCINNAT I
DALLAS
DENVER
DETROIT
HONOLULU
HOUSTON
I N )  lA NAPO LIS
MILWAUKEE
NATIONAL
NEW JERSEY
NEW ORLEANS
NORTH CAROLINA
P ITTSBUR6H
SAN FRANCISCO
SAN ANTONIO
ATLANTA
BALTIMORE
BOSTON
CINCINNATI
DALLAS
DENVER
HONOLULU

COMPOSER

RACHMANINOFF
RACHMANINOFF
RACHMANINOFF
RACHMANINOFF
RAVEL
ROSSIN I
R O S S I N I
SI BE L lUS
SOUSA
STRAV INSKY
STRAVINSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKCVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHA IKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY

CONCERTO
CONCERTO
CONCERTO
CONCERTO

TITLE

PIANC  
PIANO  
PIANC  
PI ANO 
LA VALSE 
OVERTURES 
WILLIAM TELL 
FINLANDIA  
STARS AND S T R IP E S  
PETROUCHKA 
PETROUCHKA 
CAPRICCIO IT ALI EN

NO. 2
NO. 2
NO . 2
NO, 2

OVERTURE

ROMEO
ROMEO
ROMEO
ROMEO
ROMEO
ROMEO
ROMEO
ROMEO
ROMEO
ROMEC
ROMEO
ROMEC
ROMEC
ROMEO
ROMEC
ROMEO
ROMEC
ROMEO
ROMEO
ROMEC
ROMEO
ROMEO
SWAN

AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND
AND

J U L I ET 
JULIE T  
J U L l E T  
JUL lET 
JULIET  
JU L IE T  
JUL lET 
JULIE T  
JUL lET 
JULIET  
JULIET  
JUL lET 
JULIET  
JUL lET  
JULIET  
JU LI ET  
J U L I ET 
JULIET  
JUL lET  
JU L lE T  
JULIE T  
JUL lET

SYMPHONY
SYMPHONY
SYMPHCNY
SYMPHONY
SYMPHCNY
SYMPHONY
SYMPHCNY

LAKE!CZARDAS)

OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
CV ERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE

NO,
NO.
NO.
N O .
NO.
NO,
NO.



L IST OF E X C E R P T S  DY I N S T R U M E N T 11
I NSTRU=CYMOALS -

ORCH COMPOSER T ITLE

HOUSTON TCHAIKOVSKY SYMPHONY NO. 4
I NOlANAPOLIS TCHA IKOVSKY SYMPHONY NO. 4
MILWAUKEE TCHAIKOVSKY SYMPHONY NO. 4
MONTREAL TCHA IKOVSKY SYMPHONY NO. 4
NEW ORLEANS TCHAIKCVSKY SYMPHONY NO. 4
NORTH CAROLINA TCHAIKOVSKY SYMPHONY NO. 4
PHILADELPHIA TCHAIKOVSKY SYMPHONY NO. 4
SAN FRANCISCO TCHAIKOVSKY SYMPHONY NO. 4
VANCOUVER TCHA IKOVSKY SYMPHONY NO. 4
CINCINNATI TCHAIKOVSKY SYMPHONY NO. 6

1NSTRU=DRUM SET -------

ORCH COMPOSER TITLE

HONOLULU ANY BCSSA NOVA STYLE
HONOLULU ANY CFA CHA STYLE
SAN ANTONIO ANY DEMONSTRATE PROFICIENCY
DENVER ANY DISCO STYLE
HONOLULU ANY DISCO STYLE
CHICAGO ANY JAZZ STYLE
DENVER ANY JAZZ STYLE
HONOLULU ANY JAZZ STYLE
BUFFALO ANY JAZZ SYTLE
BUFFALO ANY LATIN STYLE
CHICAGO ANY LATIN STYLE
DENVER ANY LATIN STYLE
HONOLULU ANY MAM BO STYLE
CINCINNATI ANY PREPARED SOLO-OPTIONAL
HONOLULU ANY RHUMBA STYLE
BUFFALO ANY ROCK STYLE
CHICAGO ANY ROCK STYLE
DENVER ANY ROCK STYLE
HONOLULU ANY RCCK STYLE
BUFFALO ANY SIGHT READING
CHICAGO ANY ' SIGHT READING
HONOLULU ANY SWING 3 / 4  AND 4 / 4  USING
HONOLULU ANY TANGO STYLE
HONOLULU ANY WALTZ STYLE

BRUSHES

w
O 'tsJ



L I S T  O F  E X C E R P T S  OY I N S T R U M E N T
---------------------  I N S T R U = G O N G ---------------------------

ORCH COMPOSER TIT L E

SAN ANTONIO ANY DEMONSTRATE PROFICIENCY

12

INSTRU=MALLETS —

ORCH

ATLANTA
CINCINNATI
BOSTON.
CINCINNATI
ATLANTA
ATLANTA
CINCINNATI
CINCINNA TI
DETROIT
MONTREAL
SAN ANTONIO

COMPOSER

ANY
ANY
ANY
ANY
ANY
ANY
ANY
ANY
HINDEMITH
MESSIAEN
SCHULLER

TI TLE

ANY EXCERPT IN GOLDENBERG COLLECTION
GENERAL TECHNIQUE
MALLET SOLO OF YOUR CHOICE
POSSIBLY A SIMPLE CHORD PROGRESSION
PREPARED SOLO
PREPARED 4  MALLET SOLO
ROLLS OK TWO NOTES
THREE AND/OR FOUR HAMMER TECHNIQUE
SYMPHONIC METAMORPHOSIS
SEPT HAIKAKHAKANAKA MOVEMENT)
LI TTL E BLUE DEVIL

ORCH 

CINCINNATI

INSTRU=MULTI PERC -----------------------

COMPOSER T I T L E

ANY SIGHT READING

ORCH

DETROIT

I N S T R U = R A T C H E T --------------------- -

COMPOSER TI T L E

RESPIGHI P I N E S  OF ROME

N>
O 'w



L I S T  O F  E X C E R P T S  U Y  I N S T R U M E N T 13
INSTRU=SNARE DRUM

ORCH

ATLANTA
CINCINNATI
C INC INNATI
BALTIMORE
C lN C IN N A T I
P ITTSBÜRGH
ATLANTA
DETROIT
CHICAGO
BOSTON
ATLANTA
BALTIMORE
BUFFALO
CHICAGO
DALLAS
DENVER
HOUSTON
I N D I A N A P O H S
MONTREAL
NATIONAL
NEW JERSEY
NEW ORLEANS
P I  TTSBURGH
SAN ANTONIO
SAN FRANCISCO
S T .  LOUIS
VANCOUVER
MONTREAL
ATLANTA
NEW JERSEY
NEW ORLEANS
CINCINNATI
DETROI T
MONTREAL
PHILADELPHIA
SAN FRANCISCO
BOSTON
MONTREAL
MONTREAL
ATLANTA
ATLANTA '
SYRACUSE

COMPOSER

ABEL
ANY
ANY
ANY
ANY
ANY
ANY
ANY
ANY
ANY
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BIZE T
BLOCH
BORODIN
CIRONE
DEBUSSY
DEBUSSY
DEBUSSY
DEBUSSY
DEBUSSY
DEBUSSY • '
DELECLUSE
DELIBES
GOLDENBERG
GOLDENBERG
HONEGGER

T ITLE

FROM 20TH CENTURY ORCHESTRA STREAOING 
FLAMS
GENERAL TECHNIQUE
ROLLS
RCLLS
ROLLS
ROLLS.  ALL DYNAMICS 
ROLLS.  BOTH LCUD AND SOFT 
SIGHT READING
SNARE DRUM SCLO OF YOUR CHOICE 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CCNCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CCNCERTO FOP ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CCNCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
FARANDCLE 
SCHELOMO
PRINCE IGOR(POLOVETZIAN DANCES)
PORTRAITS I N  RHYTHM. NG. 1 4  SIGHT READ
FETES
FETES
FETES
FETES
FETES
IBERIA
F I V E  PIEC ES GREVES (2 N D  MOVEMENT)
COPPELIA
ETUDE IN 7 / 4
READING FROM GOLDENBERG ETUDES 
P A C I F I C  2 3 1

Mo\4̂



L I S T  OF EXCERPTS BY INSTRUMENT

---------------  1NSTRU= SNARE D R U M ------------------------ ------

ORCH COMPOSER TITLE

SYRACUSE KHACHATURIAN GAY NE E ALL ET S U I T E
BUFFALO KODALY HARY JANOS SUITE
CHICAGO KODALY HARY JANUS S U IT E
NEW ORLEANS KODALY HARY JANOS S U I T E
MONTREAL LALO LE BOI D ' Y S
HONOLULU MARTIN CCNCERTO
BUFFALO NIELSEN CLARINET CONCERTO
CHICAGO NIELSEN CLARINET CONCERTO
DENVER NIELSEN CLARINET CONCERTO
MONTREAL NIELSEN SYMPHONY NO. 5
NORTH CAROLINA NIELSEN SYMPHONY NO.  5
PITTSBURGH NIELSEN SYMPHONY NO. 5
BALTIMORE PROKOFIEV L T .  K I J E  S U I TE
BUFFALO PROKOFIEV LT.  K I J E  S U I T E
DALLAS PROKOFIEV LT.  K I J E  SUITE
DE NVE R PROKOFIEV L T .  K I J E  S U IT E
HONOLULU PROKOFlEV LT.  KI JE SU ITE
HOUST ON PROKOFI EV L T .  K I J E  SUI TE
I NDI ANA POL IS PROKOFIEV LT.  K I J E  S U IT E
MONTREAL PROKOF lEV LT. K I J E  SUITE
NATI ONAL PROKOFIEV L T .  K I J E  S U IT E
NEW JERSEY PROKOFIEV LT .  K I JE S U I TE
ROCHESTER PROKOFIEV L T .  K I J E  SUITE
SAN ANTONIO PROKOFIEV LT .  K I J E  S U I T E
VANCOUVER PROKOFlEV LT.  K I J E  S UIT E
CHICAGO PROKOFIEV L T .  K I J E  S U I T E ( B I R T H
BALTIMORE PROKOFIEV PETER AND THE WOLF
MILWAUKEE PROKOFIEV PETER AND THE WOLF
MONTREAL PROKOFIEV PETER AND THE WOLF
NEW ORLEANS PROKOFIEV PETER AND THE WOLF
VANCOUVER PROKOFIEV PETER AND THE WOLF
MONTREAL PROKOFIEV ROMEO AND JULIET
ROCHESTER PROKOFIEV ROMEO AND J U L IE T
MONTREAL PROKOFIEV SYMPHONY NO.  B
NATIONAL PROKOFIEV SYMPHONY NO.  5
DALLAS RAVEL ALBORAOA DEL GRACIOSO
MINNESOT A RAVEL ALBORADA DEL GRACIOSO
OALTIMORE RAVEL BOLERO
BUFFALO RAVEL BOLERO
CHICAGO RAVEL BOLERO
DENVER RAVEL BOLERO

14
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L I S T  OF EXCERPTS BY INSTRUMENT
I D  CT pvCJ I l U  _ _ _ _ _  _  ^ _  __

ORCH COMPOSER TITLE

HONOLULU RAVEL BOLERO
HOUSTON • RAVEL BOLERO
INDIANAPOLIS RAVEL BOLERO
MINNESOTA RAVEL BOLERO
MONTREAL RAVEL BOLERO
NATIONAL RAVEL BOLERO
NEW JERSEY RAVEL BOLERO
NEW ORLEANS RAVEL BOLERO
NORTH CAROLINA RAVEL BOLERO
PITTSBURGH RAVEL BOLERO
SAN ANTONIO RAVEL BOLERO
VANCOUVER RAVEL BOLERO
MONTREAL RAVEL DAPHNIS ET CHLOE
S T .  LOU IS RAVEL DAPHNIS ET CHLOEISUITE NO.  2
ATLANTA RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
BALTIMORE RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
BUFFALO RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
DALLAS RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
DENVER RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
MONTREAL RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
NATIONAL RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
NEW JERSEY RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
NEW ORLEANS RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
NORTH CAROLINA R IMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SAN ANTONIO RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SAN FRANCISCO RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
S T .  LOUIS RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SYRACUSE RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
VANCOUVER RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
CINCINNATI RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL(ALBORADA)
ATLANTA RIMSKY-KORSAKOV SCHEHERAZADE
BALTIMORE RIMSKY-KORSAKOV SCHEHERAZADE
BOSTON RIMSKY-KORSAKOV SCHEHERAZADE
BUFFALO RIMSKY-KORSAKOV SCHEHERAZADE
CINCINNATI RIMSKY-KORSAKOV SCHEHERAZADE
DALLAS RIMSKY-KORSAKOV SCHEHERAZADE
DENVER RIMSKY-KORSAKOV SCHEHERAZADE
DETROIT RIMSKY-KORSAKOV SCHEHERAZADE
HONOLULU R IMSKY-KORSAKOV SCHEHERAZADE
HOUSTON RIMSKY-KORSAKOV SCHEHERAZADE
INDIANAPOLIS R IMSKY-KORSAKOV SCHEHERAZADE
MONTREAL RIMSKY-KORSAKOV SCHEHERAZADE

15
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ORCH

NATIONAL 
NEW ORLEANS 
PHILADELPHIA  
PITTSBURGH  
SAN ANTONIO 
SAN FRANCISCO  
VANCOUVER 
BUFFALO 
CHICAGO .
CINCINNATI
DALLAS
IN DIA NAPOLI S
MONTREAL
NAT IONAL
NEW JERSEY
NEW ORLEANS
PHILADELPHIA
SYRACUSE
MONTREAL
SYRACUSE
ATLANTA
BALT IMORE
BUFFALO
DENVER
HONOLULU
HOUSTON
INDIANAPOLI S
MONTREAL
NATIONAL
NORTH CAROLINA
PITTSBURGH
SYRACUSE
DETROIT
MONTREAL
CINCINNATI
BUFFALO
CHICAGO
CINCINNATI
ATLANTA
MONTREAL
VANCOUVER
MONTREAL

COMPOSER

RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KCRSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
R O S S IN I  
R O S S I N I  
ROSS I N I  
R O S S I N I  
ROSS IN I 
R O S S I N I  
R O S S I N I  
R O S S I N I  
R O S S I N I  
ROSS IN I 
R O S S I N I  
SCHOENBERG 
SCHUMAN 
SCHUMAN 
SCHUMAN 
SCHUMAN 
SCHUMAN 
SCHUMAN 
SCHUMAN 

, SCHUMAN 
SCHUMAN 
SCHUMAN 
SCHUMAN 
SCHUMAN 
SCHUMAN 
SHOSTAKOVICH 
SHOSTAKOVICH 
SOUSA 
SOUSA 
SOUSA 
SOUSA 
SOUSA 
STRAUSS  
S T R A U S S .  J .  
STRAVINSKY

TI TLE

SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
LA GAZZA LADRA 
LA GAZZA LADRA 
LA GAZZA LADRA 
LA GAZZA LADRA 
LA GAZZA LADRA 
LA GAZZA LADRA 
LA GAZZA LADRA 
LA GAZZA LADRA 
LA GAZZA LADRA 
LA GAZZA LADRA 
LA GAZZA LADRA 
EWARTUNG 
CIRCUS OVERTURE 
SYMPHONY NO.  3 
SYMPHONY NO. 3  
SYMPHONY N O .  3 
SYMPHONY NO. 3 
SYMPHONY NO.  3 
SYMPHONY NO.  3 
SYMPHONY NO.  3  
SYMPHONY N O .  3 
SYMPHONY NO. 3 
SYMPHONY NO. 3 
SYMPHONY N O .  3 
SYMPHONY NO. 3  
SYMPHONY N O .  5  
SYMPHONY NO.  7 
ANY MARCH MATERIAL 
STARS AND S T R IP E S  
STARS AND ST R IP E S  
STARS AND ST R IP E S  
THUNDERER MARCH 
KA I SERWALTZ
D I E  FLEOERMAUS OVERTURE 
L ' H I S T O I R E  DU SOLDAT

K)o\
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ORCH

MONTREAL
MINNESOTA
BUFFALO

ORCH

CHICAGO

INSTRU=SNARE DRUM —

COMPOSER

STRAVINSKY  
STRAVINSKY  
VARESE

T ITLE

LES NOCES
PETROUCHKA
IONIZATION

INSTRU=TAMBOUR MI

COMPOSER

VARESE

T ITLE 

lON IZATI  ON

INSTRU=TAMBOURINE

ORCH COMPOSER TITLE

CINCINNATI ANY DYNAMICS
CINCINNATI ANY GENERAL TECHNIQUE
PHIL ADELPHIA ANY ROLL.  CRESCENDO TO FZ
CINCINNATI ANY ROLLS
CINCINNATI ANY SINGLE STROKES
PHILADELPHIA ANY THUMB ROLL
C lN C IN NAT I ANY USE OF THE THUMB
ATL ANTA BERLIOZ ROMAN CARNIVAL OVERTURE
BUFFALO BERLlOZ ROMAN CARNIVAL OVERTURE
C INC INNATI BERLIOZ ROMAN CARNIVAL OVERTURE
DALLAS BERLIOZ ROMAN CARNIVAL OVERTURE
HOUSTON BERLIOZ ROMAN CARNIVAL OVERTURE
IND IA N A PO LIS BERLIOZ ROMAN CARNIVAL OVERTURE
NATIONAL BERLIOZ ROMAN CARNIVAL OVERTURE
SAN ANTONIO BERLIOZ ROMAN CARNIVAL OVERTURE
SAN FRANCISCO BERLIOZ ROMAN CARNIVAL OVERTURE
ST* LOUIS BERLIOZ ROMAN CARNIVAL OVERTURE
SYRACUSE BERLIOZ ROMAN CARNIVAL OVERTURE
DETROIT BIZET CARMEN
HONOLULU BIZET CARMEN
IN DIA N A PC L IS BIZET CARMEN
MONT REAL BIZET CARMEN
DALLAS BI ZET CARMEN SU IT E
VANCOUVER BIZET CARMEN S U I T E
SYRACUSE BI ZET CARMEN(ENTRACTE)
ROCHESTER BI ZET CARMEN!SUITE NO. 2 )

tsJ0\
00
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ORCH

BUFFALO
DETROIT
NATIONAL
NEW JERSEY
BOSTON
MONTREAL
ATLANTA
BALTIMORE
BUFFALO
CHICAGO
CINCINNATI
DALLAS
DENVER
HONOLULU
HOUSTON
I ND IAN APO LIS
NATIONAL
NEW JERSEY
NEW ORLEANS
NORTH CAROLINA
PITTSBURGH
SAN ANTONIO
SAN FRANCISCO
S T .  L OUIS
VANCOUVER
HONOLULU
INDIANAPOLI S
DALLAS
BOSTON
INOlA NAP OLI S
SAN ANTONIO
BUFFALO
DALLAS
DETRO IT
HONOLULU
MILWAUKEE
NATIONAL
NORTH CAROLINA
S T .  L OUIS
VANCOUVER
CINCINNATI
NEW JERSEY

COMPOSER

BORODIN
BORODIN
BORODIN
BORODIN
DEBUSSY
DEBUSSY
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
DVORAK
GRIEG
GRIEG
PAYSON
PROKOFIEV
RAVEL
R IMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
STRAVINSKY

PRINCE  
PRINCE  
PRINCE  
PRINCE  
IBERIA  
IBE RIA  
CARNIVAL 
CARNIVAL 
CARNIV AL 
CARNIVAL 
CARNIVAL 
CARNIVAL 
CARNIVAL 
CARNIVAL 
CARNIVAL  
CARNIVAL 
CARNIVAL 
CARNIVAL 
CARNIVAL 
CARNIVAL 
CARNIVAL 
CARNIV AL 
CARNIVAL 
CARNIVAL 
CARNIVAL 
PEER 
PEER

TI TLE

IGORIPOLÜVETZIAN DANCES)  
IGORIPOLOVETZIAN DANCES)  
IGORIPOLOVETZIAN DANCES)  
IGORIPOLOVETZIAN DANCES)

OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 

GYNT(ARABIAN  
GYNTC ARABIAN

DANCE) 
DANCE)

I 0  ANDTECH BD CYM ACC-PAGES  
SYMPHONY N O .  2 
RHAPSODIE ESPAGNOL 
CAPRICCIO ESPAGNOL 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE 
SCHEHERAZADE
SCHEHERAZADE(4TH MOVEMENT) 
PETROUCHKA

I I

N)OnID
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ORCH

PITTSBURGH
S T ,  LOUIS
HONOLULU
MILWAUKEE
ROCHESTER
DALLAS
DETROIT
ATLANTA
BALTIMORE
HOUSTON
MILWAUKEE
MONTREAL
NEW JERSEY
CINCINNATI
BALTIMORE
BUFFALO
CHICAGO
CINCINNATI
NATIONAL
NEW JERSEY
NEW ORLEANS

COMPOSER

STRAV IKSKY
STRAVINSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHA IKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOV SKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY

TITLE

PETROUCHKA
PETROUCHKA
CAPRICCIO I
CAPRICCIO I
CAPRICCIO I
NUTCRACKER
NUTCRACKER
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!
NUTCRACKER!

TALIEN
TALIEN
TALIEN

DANSE ARABE) 
DANSE ARABE)  
DANSE ARABE) 
DANSE ARABE)  
DANSE ARABE)  
DANSE ARABE) 
DANSE RUSSE)  
TREPAK)  
TREPAK) 
TREPAK)  
TREPAK)  
TREPAK ) 
TREPAK)  
TREPAK)

INSTRU=TIMPANI

ORCH COMPOSER TI TLE

MONTREAL ANY CLASSICAL SYMPHONIES FOR T IMPANI ! GOLDE
PITTSBURGH ANY ROLLS
BUFFALO ANY SIGHT READING
CHICAGO ANY SIGHT READING
BUFFALO ANY TUNING
MINNESOTA BARTOK CONCERTO FOR ORCHESTRA
NATIONAL BARTOK CCNCERTO FOR ORCHESTRA
SAN ANTONIO BARTOK CONCERTO FOR ORCHESTRA
NEW JERSEY BARTOK CONCERTO FOR ORCHESTRA! IV )
PITTSBURGH BARTOK CONCERTO FOR ORCHESTRA!I V)
MONTREAL BARTOK CONCERTO FOR VIOLIN
BUFFALO BEETHOVEN PIANO CCNCERTO NO. 3
NATlONAL BEETHOVEN PIANO CONCERTO NO. 3
BUFFALO BEETHOVEN PIANO CONCERTO NO. 5
NAT IONAL BEETHOVEN PIANO CONCERTE NO. 5

N)̂1O
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INSTRUCTIMPANI

ORCH COMPOSER TITLE

PITTSBURGH  
NEW JERSEY  
SAN FRANCISCO 
SAN ANTONIO 
SAN ANTONIO 
SAN FRANCISCO  
BUFFALO *
MINNESOTA
NATIONAL
SAN ANTONIO
NEW JERSEY
PITTSBURGH
BUFFALO
Ml NNESOTA
SAN ANTONIO
SAN FRANCISCO
SYRACUSE
NEW JERSEY
PITTSBURGH
NEW JERSEY
PITTSBURGH
BUFFALO
MINNESOTA
NATIONAL
NEW JERSEY
PITTSBURGH
MONTREAL
SAN ANTONIO
MI NNESOTA
SAN ANTONIO
SYRACUSE
BUFFALO
NATIONAL
VANCOUVER
MONTREAL
BUFFALO
NATI ONAL
BUFFALO
NATIONAL
NEW JERSEY
PITTSBURGH
SAN ANTONIO

BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BERLIOZ
BERLIOZ
BRAHMS
BRAHMS
BRAHMS
BRAHMS
BRAHMS
BRITTEN
CARTER
ELGAR
ELGAR
HINDEMITH
HINDEMITH
HINDEMITH
HINDEM ITH
HINDEMITH

PIANO
PIANO

CONCERTO
CONCERTO

NO.
NO.

55(11 I )
SYMPHONY NO. 1
SY MPHONY NO. 3
SYMPHONY NO. 5
SYMPHONY NO. S
SYMPHONY NO. 7
SYMPHONY NO. 7
SYMPHONY NO. 7
SYMPHONY NO. 7
SYMPHONY NO. e( IV)
SYMPHONY NO. 8 (  IV )
SYMPHONY NO. 9
SYMPHONY NO. 9
SYMPHONY NO. 9
SYMPHONY NO. 9
SY MPHONY NO. 9
SYMPHONY NO. 9 ( 1  )
SYMPHONY NO. 9 ( 1 )
SYMPHONY NO, 9 ( 1 1 )
SYMPHONY NO. 9 ( 1 1  )
VIOLIN  
VIOLIN  
VIOL IN  
VIOLIN  
V IOLIN  
SY MPHONIE 
SYMPHONIE

CONCERTO
CONCERTO
CONCERTO
CONCERTO
CONCERTO

F ANT AST I QUE 
FANTASTIQUE

GERMAN REQUIEM 
SYMPHONY NO. 1 
SYMPHONY NO.  1 
SYMPHONY NO. 4 
SYMPHONY NO. 4
YOUNG PERSONS GUIDE TO THE ORCHESTRA
IMPROVISATIONS
ENIGMA VARIATIONS
ENIGMA VARIAT IONS
SYMPHONIC METAMORPHOSIS
SYMPHONIC METAMORPHOSIS
SYMPHONIC METAMORPHOSIS
SYMPHONIC METAMORPHOSIS
SYMPHONIC METAMORPHOSIS

ts)
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ORCH

MINNESOTA
HOUSTON
MONTREAL
BUFFALO
NATIONAL
SAN ANTONIO
SAN ANTONIO
SAN FRANCISCO
MONTREAL
SYRACUSE
BUFFALO
NATIONAL
SAN ANTONIO
VANCOUVER
NEW JERSEY
PITTSBURGH
BUFFALO
NATIONAL
NEW JERSEY
PITTSBURGH
SYRACUSE
SAN FRANCISCO
SYRACUSE
VANCOUVER
MONTREAL
BUFFALO
M INNES OTA
MONTREAL
BUFFALO
MONTREAL
NATIONAL
MONTREAL
BUFFALO
NAT IONAL
SAN FRANCISCO
SYRACUSE
NEW JERSEY
PI TTSBURGH
MONTREAL
SAN ANTONIO
SYRACUSE

COMPOSER

HINDEMITH
HOLST
MAHLER
MAHLER
MAHLER
MENDELSSOHN
MENDELSSOHN
MOZART
S A I N T - S A Ë N S
SCHUMAN
SCHUMAN
SCHUMAN
SCHUMAN
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
WAGNER
WAGNER
WAGNER

T ITLE

SYMPHONIC METAMORPHOSIS, 2ND MOVEMENT
THE PLANETS
SYMPHONY N O .  1
SYMPHONY N O .  5
SYMPHONY N O .  5
MIDSUMMER N I G H T ' S  DREAM OVERTURE
SYMPHONY N D .  4
SYMPHONY N O .  3 9
BACCHANALE
CIRCUS OVERTURE
NEW ENGLAND TRIPTYCH
NEW ENGLAND TRIPTYCH
NEW ENGLAND TRIPTYCH
SYMPHONY NO 
SYMPHONY NO 
SYMPHONY NO 
BURLESQUE 
BURLESQUE 
BUR LE SQUE 
BURLESQUE 
BURLESQUE 
DEATH AND 
DEATH AND 
DEATH AND 
DER 
DON

( IV ) 
( I V )

TRANSFIGURATION  
TRANSFIGURATION  
TRANSFIGURATION  

ROSENKAVALIER 
JUAN

TIL  EULENSPIEGEL  
ZARATHUSTRA 
LE SACRE DU 
LE SACRE DU 
LE SACRE DU 
OEDIPUS REX 
SYMPHONY NO 
SYMPHONY 
SYMPHONY 
SYMPHONY 
SYMPHONY 
SYMPHCNY 
FUNERAL 
FUNERAL

PRINTEMPS  
PRINTEMPS  
PRINTEMPS

NO.  
NO .  
NO.  
N O .  
NO.  

MARCH 
MUS IC

4
4
4
4
4 (  I ) 
4 ( 1 )

FROM GOTTERDAMMERUNG
FUNERAL MUSI C,  SIE G F R IE D S N)

N)
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ORCH COMPOSER T ITLE

S T .  LOUIS ANY ADDITIONAL WORK OF CHOICE
CINCINNATI ANY FLAMS
CINC INNATI ANY GENERAL TECHNIQUE
PHILADELPHIA ANY ROLL. LOUD
PHILADELPHIA ANY ROLL.  SOFT
CINCINNATI ANY ROLLS
ATLANTA BEETHOVEN SYMPHONY NC. 9
ATLANTA BERLIOZ ROMAN CARNIVAL OVERTURE
C I NCI NNAJl BERLIOZ ROMAN CARNIVAL OVERTURE
I ND I ANAPOL 1 S BERLlOZ ROMAN CARNIVAL OVERTURE
DETROIT BIZET CARMEN
DETROIT BORODIN PRINCE IGCFIPOLOVETZIAN DANCES)
BALT IMORE BRAHMS SYMPHONY NC. 4
BUFFALO BRAHMS SYMPHONY NO.  4
CHICAGO BRAHMS SYMPHONY NO. 4
CINC INNATI BRAHMS SYMPHONY NO. 4
DALLAS BRAHMS SYMPHONY NC.  4
DENVER BRAHMS SYMPHONY NC. 4
NATIONAL BRAHMS SYMPHONY NO. 4
NEW JERSEY BRAHMS SYMPHONY NC. 4
PITTSBURGH . BRAHMS SYMPHONY NO. 4
SAN FRANCISCO BRAHMS SYMPHONY NO.  4
VANCOUVER BRAHMS SYMPHONY NC. 4
NEW JERSEY DVORAK CARNIVAL OVERTURE
NEW ORLEANS DVORAK CARNIVAL OVERTURE
DALLAS DVORAK NEW WORLD SYMPHONY
ROCHESTER DVORAK NEW WORLD SYMPHONY
HONOLULU GLAZOUNOV RAYMONDA BALLET
BALTIMORE L I S Z T PIANO CONCERTO NO. 1
BUFFALO L IS Z T PIANO CONCERTO NO. 1
CINC INNATI L I S Z T PIANO CONCERTO NO. 1
DALLAS LISZT PIANO CONCERTO N O . 1
DENVER LI SZT PIANO CONCERTO NO. 1
DETROIT LI SZ T PIANO CONCERTO NO. 1
HONOLULU L I S Z T PIANO CONCERTO NO. 1
HOUSTON LISZT PIANO CONCERTO NO. 1
IND IA NAPO LI S L I S Z T PIANO CONCERTO NO. 1
MILWAUKEE L I S Z T PIANO CONCERTO NO. 1
Ml NNESOTA L IS Z T PIANO CONCERTO NO. 1
MONTREAL LI SZT PIANO CONCERTO NO. 1
NAT IONAL LISZT PIANO CONCERTO NO. 1
NEW JERSEY L IS Z T PIANO CONCERTO NO. 1

K)
CM



ORCH

NEW ORLEANS
NORTH CAROLINA
VANCOUVER
MINNESOTA
NATIONAL
DALLAS
HONOLULU
HONOLULU
INDIANAPOLIS
NATIONAL
DETROIT
MILWAUKEE
S T .  LOU IS
DETROIT
ROCHESTER
ATLANTA

L I S T  OF E X C E R P T S  BY I N S T R U M E N T
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COMPOSER

L ISZT
L ISZ T
L I S Z T
MOZART
MOZART
PAYSON
PROKOFIEV
RESPIGHI
R IMSKY-KORSAKOV
R 1 MSKY-KORSAKOV
RIMSKY-KORSAKOV
RIMSKY-KORSAKCV
RIMSKY-KORSAKOV
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY

T ITLE

PIANO CONCERTO NO. I
PIANO CONCERTO N O .  I
PIANO CONCERTO NO. 1
SERAGLIO OVERTURE
SERAGLIO OVERTURE(ABDUCT I O N )
TECH BD CYM ACC-PAGE 8 » N 0 .  4 . 1 7
SYMPHONY NO.  6
PINES OF ROME
CAPRICCIO e s p a g n o l
CAPRICCIO e s p a g n o l
SCHEHERAZADE
SCHEHERAZADE
SCHEHERAZADE
NUTCRACKER
NUTCRACKER
SYMPHONY NO. 4

BARS

ORCH

BUFFALO
CHICAGO
HOUSTON
SYRACUSE
ATLANTA
SYRACUSE

COMPOSER

ANY
ANY
SCHULLER 
SCHULLER 
WILLIAMS,  
WILL lAMS.

INSTRU=VIBRAPHONE - 

TITLE

SIGHT READING 
SIGHT READING 
SEVEN STUDIES  
SEVEN ST UDIE S  

V.  SYMPHONY IN C
V .  SYMPHONY IN D

ON THEMES 
ON THEMES 
MINOR 
MINOR

OF
OF

PAUL 
PA UL

KLEE
KLEE

ORCH

MONTREAL
BUFFALO
NATIONAL

INSTRU=WOOO BLOCK ------------

COMPOSER TITLE

PROKOFIEV
PROKOFIEV
PROKOFIEV

ALEXANDER NEVSKY 
SYMPHONY NO.  5  
SYMPHCNY NO. 5

4̂
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ORCH

NEW ORLEANS
HONOLULU •
CHICAGO
CINCINNATI
S T .  LO UI S
S T .  LOUIS
DENVER
MONTREAL
NEW JERSEY
PITTSBURGH
S T .  LO U IS
ATLANTA
HONOLULU
NEW ORLEANS
S T .  LO U IS
BUFFALO
CHICAGO
NATIONAL
NEW ORLEANS
S T .  LO U IS
VANCOUVER
DALLAS
ATLANTA
ROCHESTER
SYRACUSE
ATLANTA
BALTIMORE
BUFFALO
CH ICA GO
C INCINNATI
NAT lONAL
SAN FRANCISCO
ATLANTA
BALTIMORE
BOSTON
BUFFALO
CHICAGO
C INCINNATI
DALLAS
DENVER
DETRO IT
HONOLULU

COMPOSER

ANDERSON
ANY
BARBER
BARBER
BARTOK
BARTOK
BARTOK
BARTOK
BARTOK
BERNSTEIN
BRITTEN
BRITTEN
BRITTEN
BRITTEN
COPLAND
COPLAND
COPLAND
COPLAND
COPLAND
COPLAND
COPLAND
COPLAND
COPLAND
COWELL
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHW IN

TITLE

SIGHT READING FROM 
CHICKEN REEL 
SIGHT READING 
MEDEA'S MEDITATION 
MEDEA'S MEDITATION
BLUEBEARD'  
MUSIC FOR 
MUSIC FOR 
MUSIC FOR 
MUSIC FOR

S CASTLE 
S T R I N G S .  
S T R I N G S .  
S T R I N G S .  
ST R I N G S .

CANDIDE OVERTURE 
YOUNG PERSONS GUIDE 
YOUNG PERSONS GUIDE 
YOUNG PERSONS GUIDE 
YOUNG PERSONS GUIDE 
APPALACHIAN SPRING  
APPALACHIAN SPRING  
APPALACHIAN SPRING  
APPALACHIAN SPRING  
APPALACHIAN SPRING  
APPALACHIAN SPRING  
BILLY THE KID SUITE  
HOE DOWN FROM RODEO 
HOE DOWN FROM RODEO 
SYMPHONY NO. 11 
AN AMERICAN IN  P A R I S  
AN AMERICAN IN PA RI S  
AN AMERICAN I N  P A R IS  
AN AMERICAN IN P A R I S  
AN AMERICAN IN PARIS  
AN AMERICAN IN P A R I S  
AN AMERICAN IN P A R IS  

AND 
AND 
AND

THE SHOW OLIVER

AND DANCE OF VENGEA 
AND DANCE OF VENGEA

PERCUSSION AND CELE 
PERCUSSION AND CELE 
PERCUSSION AND CELE 
PERCUSSION ANO CELE

TO THE ORCHESTRA 
TO THE ORCHESTRA 
TO THE ORCHESTRA 
TO THE ORCHESTRA

PORGY 
POR GY 
PORGY 
PORGY 
PORGY 
PORGY 
POR GY 
PORGY 
PORGY 
PORGY

AND
AND
AND
AND
AND
AND
AND

BESS
B E S S
BESS
B E S S
BESS
BE SS
B E S S
BESS
BE S S
DESS
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ORCH

HOUSTON
INOIANAPOL IS
MINNESOTA
MONTREAL
NATIONAL
NEW JERSEY
NEW ORLEANS'
NORTH CAROLINA
PITTSBURGH
SAN ANTONIO
SAN FRANCISCO
SYRACUSE
VANCOUVER
HONOLULU
ATLANTA
BUFFALO
CHICAGO
ClNCINN ATI
DALLAS
DENVER
HONOLULU
INDIANAPOLIS
MONT REAL
NATIONAL
NEW ORLEANS
NORTH CAROLINA
PHILADELPHIA
ROCHESTER
SAN ANTONIO
SAN FRANCISCO
VANCOUVER
BUFFALO
CHICAGO
HONOLULU
BALTIMORE
CINCINNATI
DALLAS
HONOLULU
SYRACUSE
BUFFALO
CHICAGO
HONOLULU

COMPOSER

GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
GERSHWIN
IVES-SCHUMAN
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KHACHATURIAN
KHACHATURIAN
KHACHATURIAN
KHACHATURIAN
KHACHATURIAN
KLEINSINGER
KLEINSINGER
KLEINSINGER

T ITLE

PORGY AND BESS  
PORGY AND B E S S  
PORGY AND BESS  
PORGY AND BESS  
PORGY AND BESS  
PORGY ANO BESS  
PORGY AND B E S S  
PORGY AND BESS  
PORGY AND BESS  
PORGY ANO B E S S  
PORGY ANO BESS  
PORGY AND BE SS  
PORGY AND BESS  
VARIATIONS CN AMERICA 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
COLAS BREUGNON OVERTURE 
GALOPING COMEDIANS 
GALOPING COMEDIANS 
GALOPING COMEDIANS 
GAYNE BALLET
GAYNE BALLET(DANCE OF THE ROSE MAIDENS 
GAYNE BALLET(SABRE DANCE)
GAYNE BALL ET (SABRE DANCE)
GAYNE BALLET(SABRE DANCE)
TUBBY THE TUBA 
TUBBY THE TUBA 
TUBBY THE TUBA
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ORCH

NEW ORLEANS
ATLANTA
BALTIMORE
BUFFALO
CHICAGO
DENVER
HOUSTON
NAT I ONAL
NEW ORLEANS
PITTSBURGH
S T .  LOUIS
SYRACUSE
VANCOUVER
S T .  LOUIS
NORTH CAROLINA
BALTIMORE
DALLAS
DETROIT
HONOLULU
MONTREAL
NEW JERSEY
PHILADELPHIA
ATLANTA
MONTREAL
S T .  LOU IS
S T .  LOUIS
HOUSTON
ATLANTA
BALTIMORE
BUFFALO
CINCINNATI
DALLAS
DETROIT
HONOLULU
INDIANAPOLI S
MINNESOTA
MONT REAL
NATIONAL
NEW ORLEANS
SAN ANTONIO
SAN FRANCISCO
VANCOUVER

COMPOSER

KLEINSINGER
KODALY
KODALY
KODALY
KODALY
KODALY
KODALY
KODALY
KODALY
KODALY
KODALY
KODALY
KODALY
MESSIAEN
PROKOFIEV
RAVEL
RAVEL
RAV EL
RAVEL
RAVEL
RAVEL
RAVEL
S A IN T -S A Ë N S
SA IN T -S A Ë N S
SCHOENBERG
SCHOENBERG
SCHUMAN
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH
SHOSTAKOVICH

TIT LE

TUBBY THE TUBA 
HARY JANOS SU IT E  
HARY JANOS SUITE  
HARY JANOS S U I T E  
HARY JANOS SUITE  
HARY JANOS SU IT E  
HARY JANOS SU IT E  
HARY JANOS SUITE  
HARY JANOS SU ITE  
HARY JANOS SUITE  
HARY JANOS SU ITE  
HARY JANOS SU ITE  
HARY JANOS SUITE  
OISEAUX EXOTIQUES 
SCYTHIAN S UI TE  
MOTHER GOOSE SUITE  
MOTHER GOOSE S U IT E  
MOTHER GOOSE SUITE  
MOTHER GOOSE SU IT E  
MOTHER GOOSE SUITE  
MOTHER GOOSE SUITE  
MOTHER GOOSE S U IT E  
DANCE MACABRE 
DANCE MACABRE 
EWARTUNG
FIVE P I E C E S .  OPUS 16  
SYMPHCNY N O .  3 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN 
POLKA FROM THE GOLDEN

AGE
AGE
AGE
AGE
AGE
AGE
AGE
AGE
AGE
AGE
AGE
AGE
AGE
AGE
AGE
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MONTREAL
MONTREAL
HONOLULU
MONTREAL
PHILADELPHIA
ATLANTA
BUFFALO
CHICAGO
MONTREAL
NEW JERSEY
NEW ORLEANS
NORTH CAROLINA
ATLANTA
C INC INN ATI
DETROIT
HONOLULU
MONTREAL
NORTH CAROLINA
VANCOUVER

SHOSTAKOVICH
STRAUSS
STRAV INSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAV INSKY
STRAVINSKY
STRAVINSKY
STRAV INSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY
STRAVINSKY

SYMPHONY 
SALOME 
FIRES IRD 
FIREBI RD  
FIREBIRD  
LES NOCES 

NOCES 
NOCES 
NOCES 
NOCES 
NOCES 
NOCES 

PETROUCHKA 
PETROUCHKA 
PETROUCHKA 
PETROUCHKA 
PETROUCHKA 
PETROUCHKA 
PETROUCHKA

NO. 7

LES
LES
LES
LES
LES
LES
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ORCH INSTRU TITLE

NEW ORLEANS XYLOPHONE SIGHT READING FROM THE SHOW OLIVER

ORCH INSTRU TITLE UD
ATLANTA SNARE DRUM READING FROM 2 0T H  CENTURY ORCHESTRA ST



LIST OF EXCERPTS BY COMPOSER
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ORCH I N S T R U  T I T L E

SYRACUSE B E L L S  T R I A N A  FROM I B E R I A  S U I T E

29

•
ORCH

HONOLULU

C O M P O S E R S A N D E R S O N ------------------------------------------------------------------------------

I N S T R U  T I T L E  

XYLOPHONE C H I C K E N  REEL

ORCH I N S T R U T I T L E

SEA T T L E ALL ABEL E X C E R P T S  BOOK
S T .  L O U I S T R I  ANGLE A D D I T I O N A L  WORK OF C H O I C E
ATLANTA MALLETS ANY E X C E R P T  I N  GOLDENBERG C O L L E C T I O N
HONOLULU DRUM S E T BO SSA  NOVA S T Y L E
HONOLULU DRUM S E T CHA CHA s t y l e
MONTREAL T I M P A N I C L A S S I C A L  S Y M P H O N I E S  FOR T I M P A N I ( GOLDE
C I N C I N N A T I . CYMBALS C R A S H E S  AT ANY DYNAMIC L E V E L
I N D I A N A P O L I S CYMBALS C R A S H E S .  LOUD AND S O F T
ATLANTA CYMBALS C R A S H E S .  S E R I E S  OF LOUD
ATLANTA CYMBALS C R A S H E S .  S E R I E S  OF Q U I E T
CHI CAG O CYMBALS C R A S H E S .  S O F T  REP E AT E D
SAN ANTONIO B A S S  DRUM DEMONSTRATE P R C F I C I E N C Y
SAN A N TO N IO C A S T A N E T S DEMONSTRATE P R O F I C I E N C Y
SAN A NTO NI O DRUM S E T DEMONSTRATE P R O F I C I E N C Y
SAN A N TO N IO GONG DEMONSTRATE P R O F I C I E N C Y
DENVER DRUM S E T D I S C O  S T Y L E
HONOLULU DRUM S ET D I S C O  STYLE
C I N C I N N A T I BA SS  DRUM DYNAMICS
C I N C I N N A T I TAMBOURINE DYNAMICS
C I N C I N N A T I CYMBALS E F F E C T S
C I N C I N N A T I SNARE DRUM FLAMS
C I N C I N N A T I T R I A N G L E FLAMS
P H I L A D E L P H I A B E L L S FOUR S T I C K S I M A L L E T S )
SEA TTLE ALL FROM THE CURRENT OR P R E V I O U S  S E A S O N
C I N C IN N A T  I BASS DRUM GENERAL TECHN IQUE
C I N C I N N A T I CYMBALS GENERAL T E C H N IQ U E
C I N C I N N A T  I MA LL ETS GENER AL TE CHN IQU E
C I N C I N N A T I S N A R E  DRUM GENERAL T E C H N I Q U E

tNJ
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ORCH

C I N C I N N A T l
C I N C I N N A T I
C I N C I N N A T I
S E A T T L E
C H IC A G O
DENVER
HONOLULU-
BUFF ALO
BUFFALO
CH IC A G O
DENVER
BALT I MORE
BOSTON
HONOLULU
C I N C I N N A T I
SAN A N TO N IO
SY R A C U S E
ATLANTA
C I N C  INNAT I
C I N C I N N A T I
ATLANTA
BA L T IM O R E
HONOLULU
BUFFALO
CH I C A G O
DENVER
MONO LULU
P H I L A D E L P H I A
P H I L A D E L P H I A
I N O I A N A P C L I S

P H I L A D E L P H I A
P H I L A D E L P H I A
P H I L A D E L P H I A
C I N C I N N A T I
BA LT IM OR E
C I N C I N N A T I
P I T T S B U R G H
C l N C I N N A T I
P I T T S B U R G H
C I N C  INN AT I
C I N C I N N A T I
ATLANTA

I N S T R U

TAMBOURINE
T R I A N G L E
ALL
ALL
DRUM S E T  
DRUM S E T  
DRUM S E T  
DRUM S E T  
DRUM S E T  
DRUM S E T  
DRUM S E T  
BA S S  DRUM 
MALLETS 
DRUM S E T  
MALLETS 
ANY 
ANY
MALLETS
ANY
DRUM S E T
MALLETS
CYMBALS
DRUM
DRUM
DRUM
DRUM
DRUM
BASS
B A S S
BASS

S E T
S E T
S ET
S E T
S E T
DRUM
DRUM
DRUM

TAMBOURINE 
T R I A N G L E  
T R I A N G L E  
B A S S  DRUM 
S N A R E  DRUM 
SNARE DRUM 
SNAR E DRUM 
TAMBO URI NE 
T I M P A N I  
T R I A N G L E  
MALLETS 
SNA RE  DRUM

TI  TLE

GENERAL T E C H N I Q U E
GENERAL TE CH N IQ U E
GENERAL T E C H N I Q U E S
GOLDENBERG E X C E R P T S
J A Z Z  S TY LE
J A Z Z  S T Y L E
J A Z Z  STYLE
J A Z Z  S Y T L E
L A T I N  STYLE
L A T I N  ST Y L E
L A T I N  STYLE
LOUD AND S O F T  N O T E S  F O R  TONE 
MALLET S O L O  CF YOUR C H O I C E  
MAMBO STY L E
P O S S I B L Y  A S I M P L E  CHORD P R O G R E S S I O N
P R E P A R E D  SOLO
P R E P A R E D  SOLO
P R E P A R E D  S O L C
P R E P A R E D  S O L C - O P T I O N A L
P R E P A R E D  S O L O - O P T I O N A L
P RE PA RE D  4  MALLET SOLO
QUARTER N O T E S ( P P P - F F F - P P P ) 6  BARS
RHUMBA S T Y L E
ROCK STYLE
ROCK S T Y L E
ROCK S TY LE
ROCK STYLE
ROLL 1 0  COUNTS SLOW .  C R E S C - D I M I N U E N D O
R O L L .  C R E S C - D I M  1 0  C O U N T S .  2  S T I C K S
R O L L .  CRESCENDO
R O L L .  CRESCENDO TO F Z
R O L L .  LOUD
R O L L .  SOFT
R O L L S
R O L L S
ROLLS
R O L L S
ROLLS
R O L L S
R O L L S
ROLLS ON TWO NOTES 
R O L L S .  ALL DYNAMICS
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T I T L E

D E T R Ü 1 T S N A R E  DRUM ROLLS* BOTH LOUD AND S OF T
ATLANTA B A S S  DRUM R O L L S #  LOUD
ATLANTA BASS  DRUM R O L L S ,  S OF T
ATLANTA CYMBALS S C R A P E  T E C H N I Q U E
HOUSTON ALL S I G H T  R E A D IN G
NORTH CA R O L I N A ALL S I G H T  R E A D IN G
SYRACUSE • • A L L S I G H T  RE A D IN G
VANCOUVER ALL S I G H T  R E A D I N G
CHI CAG O B E L L S S I G H T  R E A D I N G
BU F FA L O C H I M E S S I G H T  REA D IN G
CHI CA G O CHIMES S I G H T  R E A D IN G
BU F FA L O DRUM S E T S I G H T  RE A D IN G
CHICAGO DRUM S E T S I G H T  R E A D I N G
C I N C I N N A T I MULTI  P ER C S I G H T  R E A D IN G
CHI CA G O SNARE DRUM S I G H T  RE A D IN G
BUF FALO T I M P A N I S I G H T  R E A D I N G
CHI CAG O T IM P A N I S I G H T  RE A D IN G
BUFFALO V I B R A P H O N E S I G H T  R E A D IN G
CH IC A G O V I B R A P H O N E S I G H T  R E A D IN G
CH IC A G O XYLOPHONE S I G H T  R E A D IN G
C I N C I N N A T 1 BA S S  DRUM S I N G L E  S T R O K E S
C I N C I N N A T I TAMBOURINE S I N G L E  S T R O K E S
P H I L A D E L P H I A B A S S  DRUM SLOW CR E SC EN D O  1 0  S TR O K E S
BOSTON S NA RE  DRUM S NA RE  DRUM SOLO OF YOUR CH O IC E
P H I L A D E L P H I A BA S S  DRUM S O F T #  RES ONANT P P
MONTREAL ALL STANDARD CONCERTOS FOR O RC H E S T R A !G O L D E
C I N C I N N A T I BAS S.  DRUM STEADY TEMPO
P H I L A D E L P H I A CYMBALS S U S PE N D E D  CYMBALS
C I N C I N N A T I CYMBALS S U S P E N D E D  CYMBALS ROLLS
HONOLULU DRUM S E T SWING 3 / 4  AND 4 / 4  U S I N G  BRUSHES
ATLANTA CYMBALS S W I S H  T E C H N IQ U E
HONOLULU DRUM S E T TANGO STY LE
C I N C I N N A T I MA LL ETS T H RE E  A N D /O R  FOUR HAMMER TE CH N IQ U E
P H I L A D E L P H I A TAMBOURINE THUMB ROLL
P H I L A D E L P H I A B E L L S T R I L L
B U F F A L O T I M P A N I T U N I N G
C I N C I N N A T I TAMBOURINE U S E  OF THE THUMB
HONOLULU DRUM S E T WALTZ STYLE

31
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IN S T R U

XYLOPHONE
XYLOPHONE

TI TLE

MEDEA* S 
MEDEA* S

ME DIT AT  ION 
M E D I T A T I O N

AND
AND

DANCE
DANCE

OF
OF

VENGEA
VENGEA

ORCH I N S T R U

S T .  L O U I S XYLOPHONE
ATLANTA SNA RE DRUM
BALTIMORE SNARE DRUM
BUFFALO SN A RE DRUM
C HI CAG O SNARE DRUM
DALLAS SNARE DRUM
DENVER SNA RE DRUM
HOUSTON SNARE DRUM
I N D I A N A P O L I S SNARE DRUM
MONTREAL SNARE DRUM
NATIONAL SNARE DRUM
NEW J E R S E Y SNARE DRUM
NEW O RL EA NS SNARE DRUM
P I T T S B U R G H SNARE DRUM
SAN A N T O N I O SNARE DRUM
SAN F R A N C I S C O SNARE DRUM
S T .  L O U I S SNARE DRUM
VANCOUVER SNARE DRUM
MINNE SOT A T IM P A N I
NATIONAL T I M P A N I
SAN ANTON IO T I M P A N I
NEW J E R S E Y T I M P A N I
P I T T S B U R G H T IM PA N I
MONTREAL T IMPAN I
DENVER XYLOPHONE
MONTREAL XYLOPHONE
NEW J E R S E Y XYLOPHONE
P I T T S B U R G H XYLOPHONE

COMPOSER=BARTOK -----------------------------------------

T I T L E

B L U E B E A R D ' S  CAST LE 
CONCERTO FOR  ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO F O R ORCHESTRA 
CONCERTO F O R ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCERTO FOR  ORCHESTRA 
CONCERTO F O R  ORCHESTRA 
CONCERTO FOR ORCHESTRA 
CONCER TO F O R  ORCHESTRA 
CONCERTO FOR  O R C H E S T R A ! I V ) 
CONCERTO F O R O R C H E S T R A ( I V ) 
CONCERTO F O R V I O L I N  
M U S I C  FOR S T R I N G S .  P E R C U S S I O N  
MUSIC F O R S T R I N G S .  P E R C U S S I O N  
M U SI C  FOR S T R I N G S .  P E R C U S S I O N  
M U S I C  FOR S T R I N G S ,  P E R C U S S I O N

AND
AND
AND
AND

CELE
CE L E
CELE
CELE

NJ
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ORCH I N S T R U T I T L E

BUF FALO T IM PA N I P I A N O  CONCERTO N O . 3
NATI  ONAL T I M P A N l P I A N O  CCNCERTO N O . 3
BUFFALO T I M P A N I P I A N O  CONCERTO N O . 5
N A TI O N A L T I M P A N I P I A N O  CONCERTO N O . 5
P I T T S B U R G H T I M P A N I P I A N O  CCNCE RTO  N O . 5
NEW J E R S E Y T I M P A N I P I A N O  CONCERTO N O . 5 ( 1
SATJ F R A N C I S C O T I M P A N I SYMPHONY N O . I
S AN  ANTONIO T I M P A N I SYMPHONY NO. 3
SAN A N TO N I O T I M P A N I SYMPHONY N O . 5
SAN F R A N C I S C O T I M P A N I SYMPHONY NO. 5
BU FFA LO T IM PA N  I SYMPHONY NO. 7
M I N NE S OT A T I M P A N I SYMPHONY N O . 7
N A T I O N A L T I M P A N I SYMPHONY NO. 7
SAN ANTONIO T I M P A N I SYMPHONY N O , 7
NEW J E R S E Y T I M P A N I SYMPHONY N O . 8 U V )
P I T T S B U R G H T I M P A N I SYMPHONY N O . B< I V )
B U F FA L O T I M P A N I SYMPHONY N O . 9
M I NNE SOT A T IM P A N I SYMPHONY NO. 9
SAN ANTONIO T I M P A N I SYMPHONY N O . 9
SAN F R A N C I S C O T I M P A N I SYMPHONY N O . 9
S Y R A C U S E T IM PAN  I SYMPHONY NO. 9
A TLANTA T R I A N G L E SYMPHONY NO. 9
NEW J E R S E Y T I M P A N I SYMPHONY NO. 9 (  I )
P I T T S B U R G H T I M P A N I SYMPHONY N O . 9 (  I )
NEW J E R S E Y T I M P A N I SYMPHONY N O . 9 ( 1 1 )
P I T T S B U R G H T I M P A N I SYMPHONY N O . 9 ( 1 1 )
B U F F A L O T I M P A N I V I O L I N  CCNCERTO
M I N N E S O TA T I M P A N I V I O L I N  CCNCERTO
N A TI O N A L T I M P A N I V I O L I N  CONCERTO
NEW J E R S E Y T I M P A N I V I O L I N  CCNCERTO
P  I T T S B U R G H T I M P A N I V I O L I N  CONCERTO

------------------------------------------- C O M P O S E R = E E R G -------------------------------------------

ORCH I N S T R U  T I T L E

S T ,  L O U I S  B E L L S  THREE P I E C E S  FOR O RC HES TRA
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ORCH

SAN A N TO N I O  
ATLANTA • 
ATLANTA 
BUFFALO 
C I N C I N N A T I  
DA LLAS 
HOUSTON • 
I N D I A N A P O L I S  
NA TI O N AL  
SAN ANTONI  0  
SAN F R A N C I S C O  
S T .  L O U I S  
SYRACUSE 
ATLANTA 
C I N C I N N A T  I 
I N D I  A N A PO L I  S 
BUFF ALO 
NEW J E R S E Y  
P I T T S B U R G H  
ROCHESTER 
MONTREAL 
MONTREAL 
SAN A NTO NI O 
DENVER

I N S T R U T I T L E

CYMBALS 
CYMBALS 
TA MBOURINE 
TA MB O U R! NE 
TAMBO URI NE 
TAMBOURINE 
TAMBOURINE 
TA MB OU RI NE 
TAMBOURINE 
TA MBOURINE 
T AMBOURINE 
TAMBOURINE 
TAMBOURINE 
T R I A N G L E  
T R I A N G L E  
T R I A N G L E  
BA S S  DRUM 
BASS DRUM 
B A S S  DRUM 
B A S S  DRUM 
CHI  MES 
T I M P A N I  
T IM P A N  I 
BA S S  DRUM

BENVENUTO C E L L I N I  OVERTURE 
ROMAN C A R N I V A L  OVERTURE 

CARN IVAL 
CA R N IV A L  
C A R N I V A L  
CARNI VAL  
C A R N I V A L  
CARNIV AL 
CA R NI V AL  
CA R N IV A L  
CA R N IV A L  
CARNI  VAL 
CARNIVAL 
CARNIV AL 
CA R NI V AL  
CA RNI VAL

ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
ROMAN 
SYMPHONIE 
SYMP HO NIE 
SY MP H O NI E 
SYMPHONIE 
SY M P H O N I E  
SYMPHONIE 
S Y M P H O NI E  
S YMP HO NIE

OVERTURE 
OVERTURE 
OVERTUR E 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OV ERTURE 

F A N T A S T I Q U E  
F A N TA S T IG U E  
F A N TA S T IQ U E  
F A N T A S T I Q U E  
F A N T A S T I Q U E  
F A N T A S T I Q U E  
F A N T A S T I Q U E  
F A N T A S T I Q U E I L A S T MOVEMENT )

ORCH 

S T .  L O U I S

CO M P O S E R = B E R N S T E I N  ---------------------------

I N S T R U  T I T L E

XYLOPHONE C A N D I C E  OVERTURE

K)
OO
on



LIST OF EXCERPTS BY COMPOSER
-------  COMPOSER=BIZET --------

35

ORCH

HONOLULU
•MONTREAL
D E T R O I T
HONOLULU
I N D I A N A P O L I S
MONTREAL
D E T R O I T
DALLAS
VANCOUVER
SYRACUSE
R O C HE S T ER
MONTREAL

I N S T R U

CASTAN ET S 
C A S T A N E T S  
TAMBOUR INE 
T AMBOURINE 
TAMBOURINE 
T AMBOURINE 
T R I A N G L E  
TAMBOURINE 
T AMBOURINE 
TA MBOURINE 
TAMBOURINE 
SNARE DRUM

T I T L E

CARMEN
CARMEN
CARMEN
CARMEN
CARMEN
CARMEN
CARMEN
CARMEN S U I T E  
CARMEN S U I T E  
C A R M E N ( E N T R A C T E )  
C A R M E N ! S U I T E  NO.  
FARANDOLE

2 )

ORCH

ATLANTA

CO MP O SER ^B LO C H  

I N S T R U  

SN A RE  DRUM

T I T L E

SCHELOMO

ORCH

NEW J E R S E Y  
BU FFA LO  
O E T R O I T  
N A TI O N A L  
NEW J E R S E Y  
D E T R O l T

  COMPOSER=BORODIN

I N S T R U

SNARE DRUM
t a m b o u r i n e
TAMBO URI NE
TAMBOURINE
TAMBOURINE
T R I A N G L E

T I  TLE

P R I N C E  I G O R I P O L O V E T Z I A N  
P R I N C E  I G O R I P O L O V E T Z I A N  
P R I N C E  I G O R I P O L O V E T Z I A N  
P R I N C E  I G O R I P O L O V E T Z I A N  
P R I N C E  I G O R I P O L O V E T Z I A N  
P R I N C E  I G O R I P O L O V E T Z I A N

DANCES ) 
DANC ES)  
D A N C E S )  
DA NCES)  
DANCES)  
DANCES )

K)
00
O '



LIST OF EXCERPTS BY COMPOSER
-------  CQMPOSER=BRAHMS ------

36

ORCH I N S T R U T I T L E

MI N NE SO T A T IM PANI GERMAN REQUIEM
SAN ANTON IO T I M P A N I SYMPHONY NO . I
SYR ACU SE T I M P A N I SYMPHONY NO. 1
BU F FA L O T I M P A N I SYMPHONY N O . 4
N A TI O N A L T IM PA N I SYMPHONY N O . 4
B A L T IM OR E TR I ANGLE SYMPHONY N O . 4
B U F FA L O T R I A N G L E SYMPHONY N O . 4
CH ICAGO T R I A N G L E SYMPHONY NO. 4
C I N C I  NNAT I T R I A N G L E SYMPHONY N O . 4
D A LL A S T R I A N G L E SYMPHONY NO. 4
DENVER TR IANGLE SYMPHONY NO. 4
N ATI ON AL T R I A N G L E SYMPHONY N O . 4
NEW J E R S E Y T R I A N G L E SYMPHONY N O . 4
P I T T S B U R G H T R I A N G L E SYMPHONY N O . 4
SAN F R A N C I S C O T R I A N G L E SYMPHONY N O . 4
VANCOUVER TR lANG LE SYMPHONY NO. 4

C O M P O S E R = O R I T T E N

ORCH I N S T R U T I T L E

S T .  L O U I S BA SS  DRUM WAR R E Q U IE M
MINNES OTA ALL YOUNG P E R S O N S GUIDE TO THE ORCHEST RA
VANCOUVER T I M P A N I YOUNG P E R S O N S GU IDE TO THE ORCHESTRA
ATL ANTA XYLOPHONE YOUNG P E R S O N S GUIDE TO THE ORCHESTRA
HONOLULU XYLOPHONE YOUNG P E R S O N S GUIDE TO THE ORCHESTRA
NEW OR L E A NS XYLOPHONE YOUNG P E R S O N S GU IDE TO THE ORCHESTRA
S T .  L O U I S XYLOPHONE YOUNG P E R S O N S GUIDE TO THE ORCHES TRA

------------------------  CO MP Q SER =C AR TE R ------------------------

ORCH I N S T R U  T I T L E

MONTREAL T I M P A N I  I M P R O V I S A T I O N S

ORCH I N S T R U

CO MP O SE R= C I  RONE

T I T L E
(X)
CO



ORCH 

NEW ORLEANS

L I S T  OF E X C E R P T S  BY COMFCSER

— — — —------- —— COMPOSER=C I RONE ——------  — —— — — —— -----—— -

I N S T R U  T I T L E

S N A R E  DRUM P O R T R A I T S  IN RHYTHM,  N O .  1 4  S I G H T  READ

37

COMPO SERSC OPLA ND

ORCH

B U FFA LO
C H I C A G O
NAT IONAL
NEW ORLEANS
S T .  L O U I S
VANCOUVER
D A LLA S
SYRACUSE
ATLANTA
R O C HE S T ER

I NS TRU

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLCPHONE
XYLOPHONE
ALL
XYLOPHONE
XYLOPHONE

T I T L E

A P P A L A C H I A N  
A P P A L A C H I A N  
A P P A L A C H I A N  
A P P A L A C H I A N  
A P P A L A C H I A N  
A P P A L A C H I A N  
B I L L Y  THE K I D  
HOE DOWN FROM

S P R I N G  
S P R I N G  
S P R I N G  
S P R I N G  
S P R I N G  
S P R  INC 

S U I T E  
RODEO

HOE
HOE

DOWN
DCWN

FROM
FROM

RODEO
RODEO

-----------------------------  COMPOSER=COWELL ---------------------------

ORCH IN ST RU  T I T L E

SYRACUSE XYLOPHONE SYMPHONY N O .  I I

 7 —  CO M P O SE Rs DE  Y R A D I E R  ---------------

ORCH I N S T R U  T I T L E

HONOLULU C A S T A N E T S  LA PALOMA

K>
0000



LIST OF EXCERPTS BY COMPOSER 38
C Q M P O SE R= D E BU S Sy

ORCH I N S T R U T I T L E

C I N C I N N A T I SNARE DRUM F E T E S
D E T R O I T SNARE DRUM F E T E S
MONTREAL SNARE DRUM F E T E S
P H I L A D E L P H I A SNARE DRUM F E T E S
SAN F R A N C IS C O SNARE DRUM F E T E S
ATLANTA CASTANETS I B E R I A
BOSTON C A S T A N E T S I B E R I A
MONTREAL CASTANETS I B E R I A
S T .  L O U I S CYMBALS I B E R I A
BOSTON SNARE DRUM I B E R I A
BOSTON TAMBOURINE I B E R I A
MONTREAL TAMBOURINE I E E R I A
BALT IMORE B E L L S LA MER
BUF FALO BELLS LA MER
DENVER B E L L S LA MER
D E T R O I T BE L L S L A MER
MONTREAL • BE L L S LA MER
N ATI ON AL B E L L S LA MER
NEW JE R S E Y BELLS LA MER
NEW ORLEANS B E L L S LA MER
P I T T S B U R G H D E L L S LA MER
SAN F R A N C I S C O BELLS LA MER
S T .  L O U I S B E L L S LA MER
ATLANTA CYMBALS LA MER
DA LL A S CYMBALS LA MER
D E T R O I T CYMBALS LA MER
S T .  L O U I S  . CYMBALS L A MER
C I N C I N N A T I CYMBALS NOCTURNES
DALLAS CYMBALS N O C T U R N E S ! F E T E S )

----------------------------------------------C O M P O S E R = O E L E C L U S E ---------------------------------------------—

ORCH I N S T R U  T I T L E

MONTREAL SNARE DRUM F I V E  P I E C E S  B R E V E S ! 2ND MOVEMENT)

N)
00
<X3



LIST OF EXCERPTS BY COMPOSER
------------  COMPOSERSDELIBES ------
ORCH INSTRU TITLE

MONTREAL 
MONTREAL 
BU F FA L O  
CH ICAGO

SNARE DRUM 
B E L L S  
B E L L S  
B E L L S

C O P P E L I A
LAKME
LAKME.  B E L L  SONG 
L A K M E t  B E L L  SONG

39

CCMPOSER=DUKAS

ORCH I NST RU T I T L E

ATLANTA B E L L S SO R C E R E R S A P P R E N T I C E
B A L T IM OR E B E L L S SOR CE RE R s A P P R E N T I C E
BO ST ON B E L L S S O R C E R E R s A P P R E N T I C E
BUFFALO B E L L S S ORC ERE R s A P P R E N T I C E
C H I C A G O B E L L S SO R C E R E R s A P P R E N T I C E
C I N C I N N A T I B E L L S SORCE RER s A P P R E N T I C E
DALLAS B EL LS S O R CE RE R s A P P R E N T I C E
DENVER B E L L S S O R C E R E R s APPREN T ICE
D E T R O I T B E L L S SORCE RER s A P P R E N T I  CE
HONOLULU B E L L S S O R CE RE R s A P P R E N T I C E
HOUSTON B E L L S S O R CE RE R S A P P R E N T I C E
I N D I A N A P O L I S B E L L S S O R CE RE R s A P P R E N T I C E
MONTREAL B E L L S S O R C E R E R s A P P R E N T I C E
N A Tl O N A L B E L L S S OR CER ER s A P P R E N T I C E
NEW J E R S E Y B E L L S S OR CER ER s A P P R E N T I C E
NEW ORLEANS B E L L S SOR CE RE R S A P P R E N T I C E
NORTH C A R O L I N A B EL LS SO R CE RE R s A P P R E N T I C E
P H I L A D E L P H I A B E L L S S O R C E R E R s A P P R E N T I C E
P I T T S B U R G H B E L L S SORCE RER s A P P R E N T I C E
SAN A N TON IO B E L L S S OR CER ER S A P P R E N T I C E
SAN F R A N C I S C O B E L L S SOR CE RE R s A P P R E N T I C E
S T .  L O U I S B E L L S SO R C E R E R s A P P R E N T I  CE
SYRACUSE B E L L S S O R C E R E R S A P P R E N T I C E
VANCOUVER B E L L S SORCE RER s A P P R E N T I C E

K)
iOO



LIST OF EXCERPTS BY COMPOSER
-------  COMPOSER=DVORAK ------

40

ORCH

NEW J E R S E YATLANTA
BAL TIM ORE
BU F F A L O
C H I C A G O
C I N C I N N A T I
DALLAS
DENVER
HONOLULU
HOUSTON
I N D I A N A P O L I S
NATIONAL
NEW J E R S E Y
NEW O RL E A N S
NORTH CAR OLI NA
P I T T S B U R G H
SAN AN TONIO
SAN F R A N C I S C O
S T .  L O U I S
VANCOUVER
NEW J E R S E Y
NEW ORLEANS
R O C HE S T ER
DALLAS
RO CHE ST ER

I N S T R U

CYMBALS
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURI NE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURI NE
TAMBOURINE
T AM BOU RI NE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURI NE
TAMBO URI NE
T R I A N G L E
T R I A N G L E
CYMBALS
T RI A N G L E
T R I A N G L E

T I  TLE

CA R NI V AL  OVER TUR E 
CAR NIV AL OVERTURE 
CARNIVAL OVERTURE 
C A R NI V AL  OVERTURE 
CARNI VAL OVERTURE 
C A R NI V AL  OVERTURE 
CAR NIV AL OVERTURE 
CAR NIVAL OV ERT URE  
C A R N I V A L  OVERTURE 
CARNIVAL OVERTURE 
C A R N I V A L  OVER TURE  
CA R N I V A L  OV ERTURE 
CAR NIVAL OV ER T UR E  
C A R NI V AL  OVERTURE 
CAR NIV AL OV ERTURE 
CA R NI V AL  OVERTURE 
C A R N I V A L  OVERTURE 
CAR NIV AL OV ERTURE 
CA R N I V A L  OV ERTURE 
CA R NI V AL  OVERTURE 
C A R N I V A L  OVERTURE 
CA R N I V A L  OV ERTURE 
NEW WORLD SYMPHONY 
NEW WORLD SYMPHONY 
NEW WORLD SYMPHONY

ÛRCH

BUFFA LO
NATI ON AL

COMPOSER=ELGAR

IN S T R U

T I M P A N I  
T IM P A N I

ENIGMA
ENIGMA

T I TL E

VAR l A T I O N S  
VAR IAT  IONS

------------------------------------- COMP OSE R=E NE SC O ------------------------------------

ORCH I N S T R U  T I T L E

BA L T IM OR E  CYMBALS ROMANIAN RHAPSODY N O .  1



LIST OF EXCERPTS BY COMPOSER 41
       COMPOSE R=GE R5H WIN —

ORCH I N S T R U T I T L E

ATL ANTA XYLOPHONE AN AMERICAN I N
D A L T l  MORE XYLOPHONE AN AMERICAN IN
BU F FA L O XYLOPHONE AN AMERICAN I N
C H IC A G O XYLOPHONE AN AMERICAN IN
C I N C I N N A T I XYLOPHONE AN AMERICAN I N
NAT lONAL XYLOPHONE AN AMERICAN I N
■SAN F R A N C I S C O XYLOPHONE AN AMERICAN IN
ATL ANTA XYLOPHONE PORGY AND B E S S
B A LT IM OR E XYLOPHONE POR CY AND B E S S
BOS TON XYLOPHONE PORGY AND BE SS
B U F F A L O XYLOPHONE PORGY AND B E S S
C H IC A G O XYLOPHONE PORGY AND BE S S
C I N C I N N A T I XYLOPHONE PORGY AND B E S S
DALLAS XYLOPHONE PORGY AND B E S S
DENVER XYLOPHONE PORGY AND BE SS
DETRO I T XYLOPHONE PORGY AND B E S S
HONOLULU XYLOPHONE PORGY AND B E S S
HOUSTON XYLOPHONE PORGY AND BE S S
I N D I A N A P O L I S XYLOPHONE PORGY AND B E S S
MINNESOTA XYLOPHONE PORGY AND BE S S
MONTREAL XYLOPHONE PORGY AND B E S S
N A TIO NAL XYLOPHONE PORGY AND B E S S
NEW J E R S E Y XYLOPHONE PORGY AND B E S S
NEW ORLEANS XYLOPHONE PORGY AND B E S S
NORTH C A R OL IN A XYLOPHONE PORGY AND B E S S
P I T T S B U R G H XYLOPHONE PORGY AND B E S S
SAN A N TON IO  . XYLOPHONE PORGY AND B E S S
SAN F R A N C I S C O XYLOPHONE PORGY AND B E S S
SYRACUSE XYLOPHONE PORGY AND B E S S
VANCOUVER XYLOPHONE PORGY AND B E S S

PAR I S  
PAR IS 
P A R I S  
P A R I S  
P A R I S  
P A R I S  
P A R I S

ORCH

HONOLULU
BU F FA L O
CHICAGO

COMPOSER=GLAZOUNOV ------------

IN S T R U  T I T L E

T R I A N G L E
B E L L S
B E L L S

RAYMONDA B A L L E T  
V I O L I N  CONCERTO 
V I O L I N  CONCERTO

K)
<JD
tsJ



ORCH

A TLANTA 
ATLANTA

LIST OF EXCERPTS BY COMPOSER
  COMPOSER=GOLDENBERG ----

I N S T R U  T I T L E

42

SNARE DRUM 
SNARE DRUM

ETUDE IN 7 / 4
R E A D IN G  FROM GOLDENBERG ETUD ES

ORCH

HONOLULU 
I N D I A N A P O L I S

— C C M P O S E R = G R I E G  

I NS T RU

TAMBOURINE
TAMBO URI NE

T I T L E

P EE R GYNTI A R A B I A N  
P E E R  G Y N T I A R A B I A N

DANCE)  
D A N C E )

ORCH

D E T R O I T  
BUFFALO 
NATION AL 
NEW J E R S E Y  
P I T T S B U R G H  
SAN A N T O N I O  
M I N N E S O TA

--------------  C O M P O S E R = H I N D E M I T H  ------

I N S T R U  T I T L E

MALLETS 
T I M P A N I  
T I M P A N I  
T I M P A N I  
T I M P A N I  
T I M P A N I  
T IMPANI

SYMPH ONIC  
SYMPHONIC 
SYMPHONIC 
SYMPHONIC 
SYMPH UNIC  
SYMPHONIC 
SYMPHONIC

ME T A M O RP H O S IS  
ME T A MC R PH O SIS  
M E T A M O RP H O S IS  
M ET AM CR PHO SIS  
METAMGRPHOSI S 
ME T A MO RP H O SIS  
M ET AM CR PHO SIS  t 2N D MOVEMENT

O RCH

HOUSTON

CO MPOSER=HOLST ----------------------

IN S T RU  T I T L E

T I M P A N I  THE PLA NETS

ORCH

SYRACUSE

COMPOSER=HONEGGER ---------------------

I N S T R U  T I T L E

SNARE DRUM P A C I F I C  2 3 1

wlO
CM



LIST OF EXCERPTS BY COMFCSER
---------------COMPOSERS IVES-S C H U M A N ---------------

ORCH I N S T R U  T I T L E

HONOLULU XYLOPHONE V A R I A T I O N S  ON AMERI CA

A3

C OM PO SER =K ABA LE VSK V

ORCH

ATLANTA
B U F F A L O
CH IC A G O
C I N C I N N A T I
DALLA S
DENVER
HONOLULU
I N D I A N A P O L I S
MONTREAL
N A T I O N A L
NEW ORLEANS
NORTH CA R O L IN A
P H I L A D E L P H I A
RO C H E S T E R
SAN A NTO NI O
SAN F R A N C I S C O
VANCOUVER
B U F F A L O
C H I C A G O
HONOLULU

I N S T R U

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

T I T L E

COLAS BREUGNON 
COL AS BREUGNON 
COLAS BREUGNON 
COLAS BREUGNON 
COLAS BREUGNON 
COLAS BREUGNON 
COLAS BREUGNON 
COL A S BREUGNON 
COLAS BREUGNON 
CO L A S  BREUGNON 
COLAS BREUGNON 
COLAS BREUGNON 
COLAS  BREUGNON 
COLAS BREUGNON 
COLAS BREUGNON 
COLAS BREUGNON 
COLAS BREUGNON 
G A L O P IN G  C O M E D IA N S  
G A L O P IN G  COMEDIANS 
G A L O P I N G  COMEDIANS

OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE
OVERTURE

CRCH

BALTIMORE
SYRACUSE
C I N C I N N A T I
DALLAS
HONOLULU
S YRA CU SE

IN ST RU

COMPOSER=KHACHATUR I AN 

T I T L E

XYLOPHONE
SNARE DRUM
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

GAYNE BA L L E T  
GAYNE B A L L E T  S U I T E  
GAYNE B A L L E T IO A N C E  O F  THE 
GAYNE B A L L E T ! S A B R E  DANCE)  
GAYNE B A L L E T ( S A B R E  DA NCE)  
GAYNE B A L L E K S A B R E  DA NCE)

RO SE  MAIDENS

K)
lO



LIST OF EXCERPTS BY COMPOSER
  C0MP0SER=KLE1NSINGER ----

ORCH I N S T R U T I T L E

BU F FA L O XYLOPHONE TUBBY THE TUBA
CH IC A G O XYLOPHONE TUBBY THE TUBA
HONOLULU XYLOPHONE TUBBY THE TUBA
NEW ORLEANS XYLOPHONE TUBBY T HE TUBA

44

-  COMPOSER=KOD A L Y -----

ORCH I N S T R U T I T L E

ATLANTA B E L L S HARY JA N O S SU I T E
BUFFA LO B E L L S HARY J A N O S S U I T E
NEW ORLEANS B E L L S HARY J A N O S S U I T E
BOSTON CYMBALS HARY JA N OS S U I T E
I N D I A N A P O L I S CYMBALS HARY J A N O S S U I T E
BU F FA L O SNARE DRUM HARY JA N OS S U I T E
CHICAGO SNARE DRUM HARY J A N O S S U I T E
NEW ORLEANS SNARE  DRUM HARY J A N O S S U I T E
ATLANTA XYLOPHONE HARY JA N OS SU I T E
BAL TIM ORE XYLOPHONE HARY J A N O S S U I  TE
BU FFA LO XYLOPHONE HARY JA N O S SU I T E
CHICAGO XYLOPHONE HARY JA N O S S U I T E
DENVER XYLOPHONE HARY J A N O S S U I T E
HOUSTON XYLOPHONE HARY JA N OS SU I T E
NATIONAL XYLOPHONE HARY J A N O S S U I  TE
NEW ORLEANS XYLOPHONE HARY JA N O S SU I T E
P I T T S B U R G H , XYLOPHONE HARY J A N O S S U I T E
S T ,  L O U I S XYLOPHONE HARY JA N O S S U I T E
SYRACUSE XYLOPHONE HARY JA N O S SU I T E
VANCOUVER XYLOPHONE HARY J A N O S S U I T E

ORCH

MONTREAL

CGMPGSER=LALO ---------------------------

I N S T R U  T I T L E

SNARE DRUM L E  8 0 I D * Y S

NJ
l£>
tn



LIST OF EXCERPTS BY COMPOSER 45
C O M P O S E R = L I S Z T

ORCH I N S T R U T I T L E

DA LLA S B E L L S HUNGARI AN  RHAPSODY N
B A L T IM OR E T R I A N O L E P I A N O CONCERTO N O . 1
BUF FA L O T R I A N G L E P I A N O CCNCERTO N O . 1
C I N C I N N A T I TR IA N G L E P I A N O CONCERTO NO. 1
D A LLA S T R I A N G L E P I A N O CONCERTO N O . 1
DENVER T R I A N G L E P I A N O CCNCERTO NO . I
D E T R O I T T R I A N G L E P I A N O CCNCERTO N O . 1
HONOLULU T R I A N G L E P I A N O CCNCERTO N O . I
HOUSTON T R I A N G L E P IA N O CCNCERTO N O . 1
I h O I A N A P O L I S T R I A N G L E P  lANO CONCERTO N O . I
MILWAUKEE T R I A N G L E P I A N O CCNCERTO NO . 1
MI NNE SOT A T R I A N G L E P I A N O CONCERTO NO. 1
MONTREAL T R I A N G L E P I A N O CCNCERTO NO . 1
NA TI O N A L T R IA N G L E P I A N O CCNCERTO N O . I
NEW J E R S E Y T R I A N G L E P IA N O CONCERTO N O . 1
NEW ORLEANS T R I A N G L E P IA N O CCNCERTO N O . I
NORTH C A R O L I N A TR lANGLE P I A N O CCNCERTO NO. 1
VANCOUVER T R I A N G L E P I A N O CCNCERTO N O . 1

COMPOSER=MAHLER

ORCH I N S T R U T I T L E

BU F FA L O BA SS  DRUM SYMPHONY N O . I
NA TIO NAL B A S S  DRUM SYMPHONY N O . 1
MONTREAL BD-CYM SYMPHONY NO . 1
MONTREAL T I MPANI SYMPHONY N O . 1
B A L T IM OR E BA SS  DRUM SYMPHONY N O . 3
NORTH C A R O L I N A BA S S  DRUM SYMPHONY N O . 3
NEW J E R S E Y B A S S  DRUM SYMPHONY N O . 3
B U F FA L O T IM PANI SYMPHONY NO . 5
N A TI O N AL T I M P A N I SYMPHONY N O . 5
SA N  F R A N C I S C O BASS DRUM SYMPHONY N O . 55 ( S C H E R Z O )

ORCH

HONOLULU

CO MP OSE R=M AR TIN  --------------------

I N S T R U  T I T L E

SNARE  DRUM CONCERTO
K)lOo\



ORCH

SAN A N TO N IO  
SAN A N TO N IO

LIST OF EXCERPTS BY COMPCSER
  COMPOSERSMENDELSSOHN -----

INSTRU TITLE

46

T I M P A N I
T I M P A N I

MIDSUMMER N I G H T ' S  DREAM OVERTURE 
SYMPHONY N O .  4

ORCH

S T .  L O U I S  
MONTREAL

--------------- COMP OSER SME SS I A E N ----------------------------------------------

I NS T RU  T I T L E

XYLOPHONE O I S E A U X  E X O T I Q U E S
MALLETS S E P T  H A I K A I  I HAMANAKA MOVEMENT)

COMPOSERsMOUSSORGSKV

ORCH I N S T R U T I T L E

B U F F A L O BA S S  DRUM A NIG H T CN BALD MOUNTAIN
CHICAGO B A S S  DRUM A N IG H T CN BALD MOUNTAIN
HONOLULU BASS DRUM A N IG H T ON BALD MOUNTAIN
MONTREAL B A S S  DRUM A NIGHT CN BALD MOUNTAIN
S T .  L O U I S B A S S  DRUM A N I G H T ON BALD MOUNTAIN
BA L T IM O R E CYMBALS A NIGH T ON BALD MOUNTAIN
BOSTON CYMBALS A N IG H T CN BALD MOUNT A IN
BUF FAL O CYMBALS A N IG H T ON BALD MOUNTAIN
CH I C A G O CYMBALS A NIGHT CN BALD MOUNTAIN
DA LLAS CYMBALS A N I G H T ON BALD MOUNTAIN
HONOLULU . CYMBALS A N IG H T ON BALD MOUNTA IN
I N D I A N A P O L I S CYMBALS A N IG H T CN BALD MOUNTAIN
MONT REAL CYMBALS A N IG H T ON BALD MOUNTAIN
N A TI O N AL CYMBALS A NIGHT CN BALD MOUNTAIN
C I N C I N N A T I B A S S  DRUM P I C T U R E S  AT AN 1E X H I B I T I O N

K)
iO



LIST OF EXCERPTS BY COMPOSER
   C O M P O S E R = M O Z A R T ------

47

ORCH

M IN NES OTA
NATION AL
SAN F R A N C I S C O
DALLAS
HONOLULU
MONTREAL
SYRACUSE
VANCOUVER

I NS T RU

T R I A N G L E
T R I A N G L E
T I M P A N I
B E L L S
B E L L S
B E L L S
B E L L S
B E L L S

T I T L E

S E R A G L I O  OVERTURE
S E R A G L I O  O V E R T U R E ! A B D U C T I O N )
SYMPHONY NO. 3 9
THE MAGIC FLU T E
THE MAGIC F LU T E
THE MA G IC  F L U T E
THE M A G IC  F LU TE
THE MA GIC F L U T E

CO MP OS E R= N I  ELS EN —

ORCH I N S T R U T I TLE

BU F F A L O SNARE DRUM C L A R I N E T CONCERTO
CH ICAGO SNARE DRUM C L A R I N E T CONCERTO
DENVER SNARE DRUM C L A R I N E T CONCERTO
MONTREAL SNARE DRUM SYMPHONY N O .  5
NORTH C A R O L I N A SNARE DRUM SYMPHONY N O .  5
P I T T S B U R G H SNARE DRUM SYMPHONY N O .  5

COMPOSER=PAYSON

ORCH I N S T R U TI TLE

D A LL A S B A S S  DRUM TECH BD CYM A C C - P A G E  3 5 , F I R S T 2 0  BARS
DALLAS CYMBALS TECH BD CYM A C C - P A G E  4 6
D A LL A S T R I A N G L E TECH BD CYM A C C -P A G E  8 , N O .  4 , 1 7  BARS
D ALLAS TAMBOURINE TECH BD CYM A C C - P A G E S  1 0  AND 1 1

N)
OO



LIST OF EXCERPTS BY COMPCSER
  COMPOSER=PROKOFlEV -----

48

ORCH

HOUSTON
MONTREAL
B A L T IM O R E
BU FFA LO
DALLAS
DENVER
HONOLULU
HOUSTON
I N D I A N A P O L I S
MONT REAL
N A T I O N A L
NEW J E R S E Y
R O C H E S T E R
SAN A N T O N I O
VANC OUVER
CH I C A G O
B A L T IM O R E
MILWAUKEE
MONTREAL
NEW ORLEANS
VANCOUVER
BUFFALO
HONOLULU
MILWAUKEE
MONT REAL
N A T I O N A L
MONTREAL
ROC HE ST ER
NORTH C A R O L I N A
DOST ON
D E T R O I T
D E T R O I T
MONT REAL
N A TI O N A L
BU F F A L O
NATI  ONAL
MONTREAL
NORTH C A R O L I N A
MONTREAL
HONOLULU

I N S T R U

B E L L S  
WOOD BLOCK 
S N A R E  DRUM 
SN A RE  DRUM 
S N A R E  DRUM 
SNARE DRUM 
SN A R E  DRUM 
SN A R E  DRUM 
SNARE DRUM 
S N A R E  DRUM 
SNARE DRUM 
SNA RE DRUM 
S N A R E  DRUM 
S N A R E  DRUM 
S N A R E  DRUM 
SNA RE  DRUM 
SNARE DRUM 
S N A R E  DRUM 
SNARE  DRUM 
SNARE DRUM 
SNARE DRUM 
C A S T A N E T S  
CAS TAN ET S 
CA S T A N E T S  
CA S T AN E T S  
C A ST AN ET S 
SNARE DRUM 
S N A R E  DRUM 
XYLOPHONE 
TAMBOURINE 
BA S S  DRUM 
CYMBALS 
S N A R E  DRUM 
SNARE DRUM 
WOOD BLOCK 
WOOD BLOCK 
B A S S  DRUM 
BASS DRUM 
CYMBALS 
T R l A N G L E

T I T L E

ALEXANDER
ALEXANDER

NEVSKY
NEVSKY

L T . K I J  E S U I T E
L T . KI  J E S U I T E
L T . K I J E S U I T E
L T . K I  J E SU I T E
L T . K I J E S U I T E
L T . K I J E S U I T E
L T . K I J E S U I T E
L T . K I J E S U I T E
L T . K I J E S U I T E
L T . K I J E SUI  TE
L T . K I J  E S U I T E
L T . K I J E S U I T E
L T . K I J E SUI  TE
L T . K I J E S U I T E I B I R T H  OF K I J E )AND

AND
AND
AND
AND

P E T E R  
P E T E R  
P E T E R  
P E T E R  
P E T E R  
P I A N O  
P I A N O  
P I A N O  
P I A N O  
P I A N O  
ROMEO 
ROMEO 
S C Y T H I A N  
SYMPHONY 
SYMPHONY 
SYMPHONY 
SYMPHONY 
SYMPHONY 
SYMPHONYSy m p h o n y
SYMPHONY
SYMPHONY
SYMPHONY
SYMPHONY

THE
THE
THE
THE
THE

CONCERTO 
CONCERTO 
CONCERTO 
CCN CERTO 
CCNCERTO 
AND J U L I E T  
AND J U L I E T

WOLF
WOLF
WOLF
WOLF
WOLF

N O .
N O .
N O .
NO.
N O .

S U I T E
NO. 2
NO. 5
NO. 5
NO. 5
NO. 5
NO. 5
NO. 5
NO. 6
NO. 6
NO. 6
NO. 6 N3

ID



LIST OF EXCERPTS BY COMPOSER
------  C0MPDSER=PUCC1NI ------

ORCH I N S T R U  T I T L E

MONTREAL CHI MES  TCS CA

49

—  COMf) O S E R = R A ' CHMANINOFF

ORCH I N S T R U T I T L E

B A L T IM OR E CYMBALS P I  ANC CONCERTO N O . 2
D A LL A S CYMBALS P I A N O CONCERTO N O . 2
I N D I A N A P O L I S CYMBALS P I A N O CONCERTO NO . 2
NA TI ONAL CYMBALS P I A N O CONCERTO N O . 2
NORTH C A R OL IN A CYMBALS P I A N O CONCERTO NO. 2
P H I L A D E L P H I A CYMBALS P I A N C CONCERTO N O . 2
SAN ANTONIO CYMBALS P I  ANO CONCERTO NO. 2
VANCOUVER CYMBALS P I A N O CONCERTO NO . 2

= R A V E L ------

ORCH I N S T R U T I T L E

D A LL A S SN A RE DRUM ALBORADA DEL GRA CIOSO
M IN NE S OT A SNARE DRUM ALBORADA DEL G R A C I O SO
B A L T IM O R E SNARE CRUM BOLERO
B U F F A L O SNARE DRUM BOLERO
CHI CAG O SNARE DRUM BOLERO
DENVER . S N A R E DRUM BOLERO
D E T R O I T SNARE DRUM BOLERO
HONOLULU SNARE DRUM BOLERO
HOUSTON S N A R E DRUM BOLERO
I N D I A N A P O L I S SNA RE DRUM B OLE RO
MINNE SOTA S NA RE DRUM BOLERO
MONTREAL SNARE DRUM BOL ERO
NAT I ONAL SN A RE DRUM BOLERO
NEW J E R S E Y SNARE DRUM BOL ERO
NEW ORL EA NS SNARE DRUM BOLERO
NORTH C A R O L I N A SNA RE DRUM BOLERO
P I T T S B U R G H SNARE DRUM BCLERO
SAN ANTONIO SNARE DRUM BOLERO
VANCOUVER S NA RE DRUM BOLERO
MONTREAL B E L L S O A P H N I S  ET CHLOE
S T .  L O U I S B E L L S D A P H N I S  ET CHLOE

t/i
o
o
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LIST OF EXCERPTS BY COMPOSER
—  COMPOSER=RIMSKY-KORSAKOV —

51

ORCH

ATLANTA
RO C H E S T E R
ATLANTA
BALT IMORE
B U F F A L O
D A LL A S
DENVER
MONTREAL
NAT IONAL
NEW J E R S E Y
NEW ORLEANS
NORTH C A R OL IN A
SAN ANTO NI O
SAN F R A N C I S C O
S T .  L O U I S
SYR ACUSE
VANCOUVER
SAN ANTONIO
I N D I A N A P O L I S
N A T I O N A L
C I N C I N N A T I
B U F F A L O
CHI CA G O
NEW ORL EA NS
HOUSTON
A TLA NTA
B A L T IM O R E
BO ST ON
BUF FAL O
C I N C I N N A T I
DA LLA S
DENVER
D E T R O I T
HONOLULU
HOUSTON
I N D I A N A P O L I S
MONTREAL
NAT IONAL
NEW ORLEANS
P H I L A D E L P H I A
P I T T S B U R G H
SAN A N T O N I O

I N S T R U

C A S T A N E T S  
CAS TAN ET S 
SNARE DRUM 
SNARE DRUM 
S NA RE  DRUM 
SNARE DRUM 
S N A R E  DRUM 
SNARE DRUM 
SNARE DRUM 
S N A R E  DRUM 
S NA RE  DRUM 
SNA RE DRUM 
SNA RE DRUM 
S NAR E DRUM 
S N A R E  DRUM 
SNA RE DRUM 
SNA RE DRUM 
TAMBOURINE 
TR lANGLE 
T R I A N G L E  
S NAR E DRUM 
B E L L S  
B E L L S  
B E L L S  
BAS S DRUM 
SNARE DRUM 
S NA RE  DRUM 
SNA RE DRUM 
SNARE DRUM 
S NA RE  CRUM 
S NA RE  DRUM 
SNARE DRUM 
S NA RE  DRUM 
SNARE DRUM 
S NARE DRUM 
S N A R E  CRUM 
SNARE DRUM 
S N A R E  DRUM 
SNARE DRUM 
S NARE DRUM 
S NA RE  DRUM 
SNARE DRUM

T I  TLE

C A P R I C C I C  
C A P R I C C  1 0  
C A P R I C C  10  
C A P R I C C 1 0  
C A P R I C C  10 
C A P R I C C I C  
C A P R I C C  10  
C A P R I C C  1C 
C A P R I C C  10  
C A P R I C C  10  
C A P R I C C 1 0  
C A P R I C C  1 0  
C A P R I C C  10 
C A P R I C C l O  
C A P R I C C  10 
C A P R I C C I C  
C A P R I C C 1 0  
C A P R I C C I C  
C A P R I C C I O  
C A P R I C C  10 
C A P R I C C  IC  
R U S S I A N  
RUSS IAN 
R U S S I A N  EASTER 
S CHE HER AZA DE  
SCHEHERAZADE 
SCHEHERAZADE 
S CH E HE R AZ A D E  
SCHEHERAZADE 
SCHEHERAZADE 
S CH EH ER AZ A D E 
SCHEHERAZADE 
SCHEHER AZA DE  
S CH E HE R AZ A D E  
SCHEHERAZADE 
SC H EH ER AZ A D E 
SCHEHERAZADE 
SCHEHERAZADE 
SC H EH ER AZ A D E 
SCHEHERAZADE 
S CHE HER AZA DE  
SCHEHERAZADE

E SP A G N O L  
ESP A GN O L  
ESPAGNOL 
E S P A GN O L  
ESPAGNOL 
E S P A GN O L  
ESP A GN O L 
ESPAGNOL 
E SPA GN O L  
ESPAGNOL 
E S P A G N O L  
E SP A G N O L  
ESPAGNOL 
E S P A GN O L  
ESPAGNOL 
E SP A GN O L  
ESP AGN OL  
ESPAGNOL 
ESP AGN OL  
ESPAGNOL
E S P A G N O L ( A L B O R A D A )  

EA ST E R OVERTURE 
EA ST E R OVERTURE 

OVERTURE

Ui
oK)



LIST OF EXCERPTS BY COMPOSER
—  COMPOSER=RIMSKY-KORSAKCV —

52

ORCH

SAN F R A N C I S C O  
VANCOUVER 
BUF FALO 
DALLAS 
D E T R O l  T 
HONOLULU 
MILWAUKEE 
NAT IONAL 
NORTH C A R OL IN A  
S T .  LO UI  S 
VANCOUVER 
D E T R O l  T 
M IL WAUKEE 
S T .  L O U I S  
C I N C I N N A T I  
D E T R O I T

IN S T R U

S NA RE  DRUM
SNARE DRUM
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
T R I A N G L E
TR IA NG LE
T R I A N G L E
TAMBOURINE
CA ST AN ET S

T I T L E

SCHEHERAZADE
S CH EH ER AZ A D E
SCHEHERAZADE
SC HEHERAZADE
SCHEHERAZADE
SCHEHERAZADE
S CHE HER AZA DE
SCHEHERAZADE
SC HEHERAZADE
SCHEHERAZADE
SCHEHERAZADE
SC H EH ER AZ A D E
SCHEHERAZADE
SCHEHER AZA DE
S C H E H E R A Z A D E I 4 T H
SPA I N I S H  C A P R I  CE

MOVEMENT )

C O M P O S E R = R O S S 1 NI

ORCH I N S T R U T I T L E

BUF FAL O SNA RE DRUM LA GAZZA LADRA
C H I C A G O SNA RE DRUM LA GAZZA LADRA
C I N C I N N A T I SNARE DRUM LA GAZZA LADRA
DALLAS SNA RE DRUM LA GAZZA LADRA
I N D I A N A P O L I S SNARE DRUM LA GAZZA LADRA
MONTREAL SNARE DRUM LA GAZZA LADRA
NATIONAL SNARE DRUM LA GAZZA LADRA
NEW J E R S E Y SNARE DRUM LA GAZZA LADRA
NEW ORLEANS SNARE DRUM LA GAZZA LADRA
P H I L A D E L P H I A SNARE DRUM LA GAZZA LADRA
S Y R A C U SE S NAR E DRUM LA GAZZA LADRA
NORTH C A R OL IN A BD-CYM OVERTURES
C IN C IN N A T  I CYMBALS O V ER TU R ES
ATLANTA CYMBALS W I L L IA M  T E L L  OVERTURE



LIST OF EXCERPTS BY COMPOSER
-------- COMPOSER=SAINT-SAENS ----
ORCH INSTRU TITLE

53

MONTREAL 
ATLANTA 
MONTREAL

T I M P A N I
XYLOPHONE
XYLOPHONE

BACCHANALE 
DANCE MACABRE 
DANCE MACABRE

ORCH

MONTREAL 
S T .  L O U I S  
S T .  L O U I S

COMPOSER=SCHOENOERG 

I N S T R U  T I T L E

SNARE DRUM
XYLOPHONE
XYLOPHONE

EWARTUNG 
EWARTUNG
F I V E  P I E C E S .  O P U S  1 6

ORCH

SAN A N T O N I O
HOUSTON
SYRACUSE

I N S T R U

CO MP OSERSSCH ULLER 

TI  TLE

MALLETS 
V IB R A P H O N E  
V I B R A P H O N E

L I T T L E  BLUE D E V I L
SEV EN  S T U D I E S  ON THEMES OF PAUL KLEE 
S E V E N  S T U D I E S  ON TH EM ES  OF PAUL K L EE

COMPOSERS SCHUMAN

ORCH

SYRACUSE 
SYRACUSE 
BU FFALO 
N ATI ON AL 
SAN AN TONIO

I N S T R U

SNARE DRUM 
T IM P A N I  
T IMPAN I 
T I M P A N I  
T IM P A N I

T I T L E

C I R C U S  OVER TURE  
C I R C U S  OVERTURE 
NEW ENGLAND T R I P T Y C H  
NEW ENGLAND T R I P T Y C H  
NEW ENGLAND T R I P T Y C H

ATLANTA SNARE DRUM SYMPHONY N O . 3
BALTIMORE • SNARE DRUM SYMPHONY NO. 3
BU FFALO SNARE DRUM SYMPHONY N O . 3
DENVER SNARE DRUM SYMPHONY N O . 3
HONOLULU ' SN ARE DRUM SYMPHONY NO . 3
HOUSTON SNARE DRUM SYMPHONY N O . 3
I N D I A N A P O L I S SNARE DRUM SYMPHONY N O . 3
MONTREAL SNARE DRUM SYMPHONY N O . 3
■NATIONAL SNARE DRUM SYMPHONY N O . 3
NORTH CAR OLI NA SNARE DRUM SYMPHONY N O . 3



LIST OF EXCERPTS BY CDMPCSER
------  COMPOSERSSCHUMAN -------

ORCH

P I T T S B U R G H
SYRACUSE
HOUSTON

I N S T R U

S NA RE  DRUM 
SNARE DRUM 
XYLOPHONE

T I T L E

SYMPHONY N O .  3 
SYMPHONY N O .  3 
SYMPHONY N O .  3

54

ORCH

BU FFALO
N AT IO N AL

C O M P O S E R S  S C R I A B I N ------

IN S T R U  T I T L E

BEL L S
BELLS

POEM OF E C S T A S Y  
POEM OF E CS T A S Y

C O M P O S E R s S H O S T A K O V I C H

ORCH I N S T R U T I T L E

ATLANTA XYLOPHONE POLKA FROM TH E GOLDEN AGE
BALT IMORE XYLOPHONE POLKA FROM THE GOLDEN AGE
B U F F A L O XYLOPHONE POLKA FROM THE GOLDEN AGE
C l  N C I N N A T I XYLOPHONE POLKA FROM THE GOLDEN AGE
DALLAS XYLOPHONE POLKA FROM THE GOLDEN AGE
DE T R O I T XYLOPHONE POLKA FROM TH E GOLDEN AGE
HONOLULU XYLOPHONE POLKA FROM THE GOLDEN AGE
I N D I A N A P O L I S XYLOPHONE POLKA FROM THE GOLDEN AGE
MI NNE SOT A XYLOPHONE POLKA FROM THE GOLDEN AGE
MONTREAL . XYLOPHONE POLKA FROM THE GOLDEN AGE
NATIONAL XYLOPHONE POLKA FROM THE GOLDEN AGE
NEW ORL EANS XYLOPHONE POLKA FROM THE GOLDEN AGE
SAN ANTONIO XYLOPHONE POLKA FROM THE GOLDEN AGE
SAN F R A N C I S C O XYLOPHONE POLKA FROM TH E GOL DEN AGE
VANCOUVER XYLOPHONE POLKA FROM THE GOLDEN AGE
VANCOUVER T I M P A N I SYMPHONY NO .  1
NEW J E R S E Y T IM PA N I SYMPHONY NO .  1 ( I V )
P I  TTSBURGH T IM PA N I SYMPHONY NO .  K I V )
OE T R O I T SNARE DRUM SYMPHONY NO .  5
MONTREAL SNARE DRUM SYMPHONY NO .  7
MONTREAL XYLOPHONE SYMPHONY NO .  7

LhlO
In



LIST OF EXCERPTS BY COMFCSER
---------- COMPOSERS SI BEL I U S   -----

ORCH I N S T R U  T I T L E

BALTIM ORE  CYMBALS F I N L A N D I A

55

SOUSA ----------------

ORCH I N S T R U T I T L E

C I N C I N N A T I SNARE DRUM ANY MARCH M AT ERI AL
BUFFA LO B A S S  DRUM S T A R S  AND S T R I P E S
BUFFALO CYMBALS S T A R S  AND STR I P E S
BU F F A L O SNARE DRUM S T A R S  AND S T R I P E S
CH IC A G O SNARE  DRUM S T A R S  AND S T R I P E S
C I N C I N N A T I SNAR E DRUM S T A R S  AND STR I P E S
ATLANTA SNARE DRUM THUNDERER MARCH

T D A I I C C

ORCH I N S T R U T I T L E

BUFFALO T IM PA N I BURLESGUE
NATIONAL T I M P A N I BURLESQUE
NEW J E R S E Y T I M P A N I EU RL E S  CUE
P I T T S B U R G H T I M P A N I BURLESQUE
SYRACUSE T I M P A N I BURLESQUE
SAN FR A NC  ISC O T I M P A N I DEATH AND T R A N S F I G U R A T I O N
SYRACUSE T I M P A N I DEATH AND T R A N S F I G U R A T I O N
VANCOUVER T I M P A N I DEATH AND T R A N S F IG U R A T  ION
MONTREAL T I M P A N I DER ROSENKAVALI  ER
C I N C I N N A T I B E L L S DON JUAN
DE T R O I T B E L L S DON JUAN
MONTREAL B E L L S DON JUAN
NEW J E R S E Y B E L L S DON JU A N
NORTH CAR OLI NA B E L L S DON JUAN
VANCOUVER B E L L S DON JUAN
B U F FA L O T I M P A N I DON JUAN
MONTREAL ■SNARE DRUM K AIS ER1»ALT2
MONTREAL XYLOPHONE SALOME
M IN NES OTA T IM PA N I T I L  E U L E N S P I E G E L
MONTREAL T I M P A N I ZARATHUSTRA

o
O'



ORCH

VANCOUVER

LIST OF EXCERPTS DY COMPOSER
 COMPOSER=STRAUSS, J.  -----------------

INS T RU  TI TLE

SNARE DRUM D I E  FLEDERMAUS OVERTURE

56

C O M P C S E R = S T R A V I N S K Y

ORCH IN S T R U T I T L E

MONTRE AL B E L L S F I R E B I R D
HONOLULU XYLOPHONE F I R E B I R D
MONTREAL XYLOPHONE F I R E B I R D
P H I L A D E L P H I A XYLOPHONE F I R E B I R D
MONTREAL ALL L * H I S T O I R E  DU SOLDAT
MONTREAL SNARE DRUM L ' H I S T O I R E  DU SOLDAT
ATLANT A BA S S  DRUM L E SACRE DU P R I N T E M P S
BU FFA LO B A S S  DRUM LE SACRE DU P R I N T E M P S
DENVER B A S S  DRUM LE SACRE DU P R I N T E M P S
HONOLULU BASS DRUM L E SAC RE DU P R I N T E M P S
MINNE SOTA B A S S  DRUM LE SACRE DU P R I N T E M P S
MONT REAL BASS DRUM L E SACRE DU P R I N T E M P S
N ATIO NAL BAS S DRUM L E SAC RE DU P R I N T E M P S
NEW J E R S E Y BASS DRUM L E SACRE DU P R I N T E M P S
NORTH C A R O L I N A B A S S  DRUM LE SACRE DU P R I N T E M P S
P I T T S B U R G H BA S S  DRUM L E SACRE DU P R I N T E M P S
SAN F R A N C I S C O B A S S  DRUM L E SA C RE  DU PR IN T E MP S
VANCOUVER B A S S  DRUM LE SACRE DU P R I N T E M P S
BUFFA LO T IM PA N I L E SACRE DU PR I N T E M P S
MONTREAL T I M P A N I LE SACRE DU P R I N T E M P S
N A Tl ON A L T I M P A N I L E SACRE OU P R I N T E M P S
C I N C I N N A T I B A S S  DRUM L E S A C R E  DU P R I N T E M P S
MONTREAL SNARE DRUM L E S NOCES
ATLANTA XYLOPHONE L E S NOCES
B U F F A L O XYLOPHONE L E S NOCES
CH IC A G O XYLOPHONE L E S NOCES
MONTREAL XYLOPHONE L E S NOCES
NEW J E R S E Y XYLOPHONE L E S NOCES
NEW ORLEANS XYLOPHONE L E S NOCES
NORTH CAROLINA XYLOPHONE LES NOCES
MONTREAL T I M P A N I O E D I P U S  REX
BOSTON BD-CYM PETROUCHKA
BU F FA L O BD-CYM PETRCUCHKA
CHIGAGO BD-CYM PETROUCHKA
DENVER BD-CYM PET R e u  CHKA

TO E N D )

OJ
o
'-j



LIST OF EXCERPTS BY COMPOSER 57
—  C O M P O S E R = S T R A V IN S K Y

ORCH I N S T R U T I  TLE

MILWAUKEE BD-CYM PETROUCHKA
MONT REAL BD-CYM PETROUCHKA
NEW ORLEANS BD-CYM PETROUCHKA
NORTH CAROLINA BD-CYM PE TROUCHKA
SAN F R A N C I S C O BD-CYM PETROUCHKA
SYRACUSE BD-CYM PETROUCHKA
ATLANTA B E L L S PETROUCHKA
C I N C I N N A T I B E L L S PETROUCHK A
D E T R O I T B E L L S PE TROUCHKA
HONOLULU B E L L S PETROUCHKA
MONTREAL B E L L S PETROUCHKA
NORTH CAROLI NA B E L L S PETROUCHKA
VANCOUVER B E L L S PETROUCHKA
BOSTON CYMBALS PETROUCHKA
BUFFALO CYMBALS PETROUCHKA
M lN N E SO T A SNARE DRUM PETROUCHKA
NEW J E R S E Y TAMBOURINE PE TROUCHKA
P I T T S B U R G H TA MBOURINE PETROUCHKA
S T .  L O U I S TAMBOURINE PETROUCHKA
ATLANTA XYLOPHONE PETROUCHKA
C I N C I N N A T I XYLOPHONE PETROUCHKA
D E T R O I T XYLOPHONE PETROUCHKA
HONOLULU XYLOPHONE PETROUCHKA
MONTREAL XYLOPHONE PETROUCHKA
NORTH CAR OLINA XYLOPHONE PETROUCHKA
VANCOUVER XYLOPHONE PETROUCHKA

C O M P O S E R : T C H A I K O V S K Y

ORCH I N S T R U T I T L E

R O C H E S T ER
BALT IMORE
R O C H E S T E R
HONOLULU
MILWAUKEE
R O C HE S T ER
BUFFALO
C H I C A G O
D E T R O I T
MONTREAL

BD-CYM
B E L L S
CYMBALS
TAMBOURINE
TAMBOURINE
T A M O D U R lNE
B E L L S
BELLS
B E L L S
B E L L S

C A P R I  CCI  0  I T A L I E N  
C A P R I C C I O  I T A L I E N  
C A P R I C C I O  I T A L I E N  
C A P R I C C I O  I T A L I E N  
C A P R I C C I O  I T A L I E N  
C A P R I C C I O  I T A L I E N  
LA B E L L E  AU 6 0 1  S C
LA B E L L E  AU B O I S  [
LA B E L L E  AU B O I S  f
L A  B E L L E  AU B O I S  C

( S . B E A U T Y )
( S . BE A U T Y ) OJ
( S . BEAUTY ) o
( S . B E A U T Y) oo



LIST OF EXCERPTS BY COMPOSER
 COMPOSER: T C H A I K O V S K Y ----

58

ORCH

NEW OR L E A NS
R O C H E S T ER
I N D I A N A P O L I S
DA LLAS
D E T R O I T
D E T R O I T
R O CHE ST ER
ATLANTA
BALT IMOR E
HOUSTON
MILWAUKEE
MONTREAL
NEW J E R S E Y
C I N C I N N A T I
B A L T IM OR E
B U F F A L O
CHICAGO
C I N C I N N A T I
N A T I O N A L
NEW J E R S E Y
NEW ORLEANS
C I N C I N N A T I
SYRAC USE
MONTREAL
SAN A N TO N IO
S T .  L O U I S
S Y R A C U SE
VANCOUVER
ATLANTA
DETRO I T
HONOLULU
I N D l A N A P O L I S
MILWAUKEE
NEW O RL E A NS
ATLANTA.
B A L T IM O R E
BOSTON
C I N C I N N A T I
DA LLAS
DENVER
D E T R O I T
HONOLULU

I N S T R U

B E L L S
B E L L S
BELLS
TAMBOURINE 
TAMBOURINE 
T R I A N G L E  
TR lANGLE 
TAMBO URI NE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TA MBOURINE 
T A M B O U R I NE 
TAMBO URI NE 
TAMBOURINE 
TAMBOUR I NE 
TA MB O U RI NE  
TAMBOURINE 
TAM BO U R IN E  
TAMBOURINE 
B A S S  DRUM 
BASS DRUM 
CYMBALS 
CYMBALS 
CYMBALS 
CYMBALS 
CYMBALS 
B A S S  DRUM 
B A S S  DRUM 
BASS DRUM 
B A S S  DRUM 
BASS DRUM 

•BASS DRUM 
CYMBALS 
CYMBALS 
C Y M B A L S ' 
CYMBALS 
CYMBALS 
CYMBALS 
CYMBALS 
CYMBALS

T I  TLE

LA B E L L E  AU E O IS  
LA B E L L E  AU B O I S  
LA B E L L E  DU B O I S  
NUTCRACKER 
NUTCRACKER 
NUTCRACKER 
NUTCRACKER 
NUT CRACK ER I DANSE 
N U TC RA CK E R! D AN S E  
NU TC RA CK E R! D AN S E  
N U TC RA CK E R! D A N S E  
N U TC R A C K E R ! D A N S E  
NUTCRACKER ! DANSE 
N U TC RA CK E R! D AN S E  
N U T C R A C K E R ! T R E P A K )  
NUT C R A C K E R ! T R E P A K ) 
N U T C R A C K E R ! T R E P A K )  
N U T C R A C K E R ! T R E P A K ) 
NUTCRACKER ! T R E P A K ) 
N U T C R A C K E R ! T R E P A K )  
NUTCRACKER ! T R E P A K ) 
OVERTURE 1 8 1 2  
ROMEO AND J U L I E T  
RCMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
RCMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
RCMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T  
ROMEO AND J U L I E T

D O R M A N T ! S .  
D O R M A N T ! S .  
D O R M A N T ! S .

A R A B E )  
ARA BE)  
A RA BE)  
A RAB E)  
ARA BE)  
ARABE ) 
R U S S E )

B E A U T Y ) 
B E A U T Y ) 
B E A U T Y )

OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVER TURC 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE 
OVERTURE

CM
o
to



L I S T  OF E X C E R P T S  BY C O M P O S E R
 COMPOSERSTCHAl K Ü V S K Y -------

59

ORCH

HOUSTON 
INDIANAPOLI S 
MILWAUKEE 
NATIONAL 
NEW JERSEY  
NEW ORLEANS 
NORTH CAROLINA 
P I  TTSBURGH 
SAN FRANCISCO  
NEW ORLEANS 
ROCHESTER 
SAN ANTONIO

INSTRU

CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
BD-CYM
BD-CYM
CYMBALS

T I T L E

ROMEO AND J U L IE T  OVERTURE 
ROMEO AND J U L IE T  OVERTURE 
ROMEO AND JU L IE T  OVERTURE 
ROMEO AND J U L I E T  OVERTURE 
ROMEO AND JU LI ET OVERTURE 
ROMEO AND J U L I E T  OVERTURE 
ROMEO AND J U L I E T  OVERTURE 
ROMEO AND JU L IE T  OVERTURE 
ROMEO AND J U L I E T  OVERTURE 
SWAN LAKE 
SWAN LAKE
SWAN LAKEICZARDAS)

ATLANTA B ASS DRUM SYMPHONY NO. 4
BALTIMORE BASS DRUM SYMPHONY NO. 4
HONOLULU BASS DRUM SYMPHONY NO. 4
INDIANAPOLIS BASS DRUM SYMPHONY NO. 4
MILWAUKEE BASS CRUM SYMPHONY NO. 4
NEW ORLEANS HASS DRUM SYMPHONY NO. 4
ATLANTA CYMBALS SYMPHONY NO. 4
BALTIMORE CYMBALS SYMPHONY NO. 4
BOSTON CYMBALS SYMPHONY NO. 4
Cl  NCINNATI CYMBALS SYMPHONY NO. 4
DALLAS CYMBALS SYMPHONY NO. 4
DENVER CYMBALS SYMPHONY NO. 4
HONOLULU CYMBALS SYMPHONY NO. 4
HOUSTON CYMBALS SYMPHONY NO. 4
IN DIANAPOLI S CYMBALS SYMPHONY NO. 4
MILWAUKEE CYMBALS SYMPHONY NO. 4
MONTREAL CYMBALS SYMPHONY NO. 4
NEW ORLEANS CYMBALS SYMPHONY NO. 4
NORTH CAROLINA CYMBALS SYMPHONY NO. 4
PHILADELPHIA CYMBALS SYMPHONY NO. 4
SAN FRANCISCO CYMBALS SYMPHONY NO. 4
VANCOUVER CYMBALS SYMPHONY NO. 4
BUFFALO TIMPANI SYMPHONY NO. 4
NATIONAL TIMPANI SYMPHONY NO, 4
SAN FRANCISCO ■TIMPANI SYMPHONY NO. 4
SYRACUSE TIMPANI SYMPHONY NO. 4
ATLANTA TRIANGLE SYMPHONY NO. 4
NEW JERSEY TIMPANI SYMPHONY NO. 4 ( 1 )
P I T T S  BURGH T IMPAN I SYMPHONY NO. 4 (  I )
Cl  NCI NNATI CYMBALS SYMPHONY NO. 6



LIST O F  E X C E R P T S  BY C O M P O S E R
--------------  COMPOSER=VARESE -----------

60

ORCH
CHICAGO
BUFFALO
CHICAGO

INSTRU
C AIS SE  ROU 
SNARE DRUM 
TAMBOUR MI

TITLE
1 ONIZATION  
lONIZAT ION 
I CMZAT ION

------------------- COMPOSER=VERDI

ORCH INSTRU

BALTIMORE BASS DRUM

TITLE  

REQUIEM

COMPOSER=WAGNER

ORCH

BUFFALO
CHICAGO
DALLAS
DENVER
NEW JERSEY
PITTSBURGH
NATlONAL
MONTREAL
BUFFALO
MONTREAL
SAN ANTONIO
SYRACUSE
MONT REAL
CINCINNATI
INDIANAPOLIS
NEW ORLEANS
DALLAS
HONOLULU
MONTREAL
VANCOUVER
BOSTON
NEW JERSEY
BALTIMORE
NATIONAL

INSTRU

BELLS  
BELLS 
BELLS  
BELLS 
BELLS 
BELLS  
BELLS 
BELLS  
BELLS  
TIMPANI  
TIMPANI  
TIMPANI  
BELLS 
BELLS 
BELLS 
BELLS 
CASTANETS 

•CASTANETS 
CASTANETS  
CASTANETS 
CASTANETS 
CASTANETS 
BELLS 
BELLS

APPRENTICES(M* SINGER)  
APPRENT ICES(  M* SINGER ) 
APPR EN TIC ES IM 'S IN G ER ) 
A P P R E N TI CES !M 'S IN G ER )  
APPRENT I C E S IM 'S IN G E R )  
APPRENTICESIM*SINGER)  

PRELUDE* ACT I I I

T ITLE

DANCE OF THE 
DANCE OF THE 
DANCE OF THE 
DANCE OF THE 
DANCE OF THE 
DANCE OF THE 
D IE  MEISTERSINGER,
DIE MEISTERS INGERS 
FOREST MURMERS 
FUNERAL MARCH
FUNERAL MUSIC FROM GOTTERDAMMERUNG 
FUNERAL MUSIC* S IE G F R IE D S  
SIEGFR IED
S IE G F R IE D S  RHINE JOURNEY 
SIE G F R IE D S RHINE JOURNEY 
S IE G F R IE D S  RHINE JOURNEY 
TANNHAUSER I BACCHANALE I 
TANNHAUSERI BACCHANALE)
TANNHAUSERIBACCHANALE)
TANNHAUSER!BACCHANALE)  
TANNHAUSERIDEP VENUS BERG) 
TANNHAUSERIDER VENUSBERG)
WALDWEBEN
WALDWEBEN ui



L I S T  OF  E X C E R P T S  BY C O M P O S E R
----------------- C O M P O S E R = W A L T O N  ----------------

ORCH INSTRU TITLE

SYRACUSE ALL FACADE SUITE N O .  2

61

------------------------------------ COMPOSERcWEBERN------------------------------------

ORCH INSTRU TITLE

S T .  LOUIS BELLS S I X  P I E C E S  FOR ORCHESTRA

ORCH

ATLANTA
SYRACUSE

COMPOSER=WILLIAMS. R . V .  --------

INSTRU TITLE

VIBRAPHONE  
VIBRAPHONE

SYMPHONY IN D MINOR 
SYMPHONY IN D MINOR

wMK)



L I S T  O F  E X C E R P T S  B Y  T I T L E  62
------------- T I T L E =  -----------------------------------------------------
ORCH INSTRU COMPOSER

IXMCX



L I S T
TITLE=A

ORCH

BUFFALO
CHICAGO
HONOLULU
MONTREAL
S T .  LOUIS
BALTIMORE
BOSTON
BUFFALO
CHICAGO
DALLAS
HONOLULU
IN DIANAPOLIS
MONTREAL
NATIONAL

OF E X C E R P T S  BY T I T L E
NIGHT ON BALD M O U N T A I N ----------

INSTRU COMPOSER

BASS DRUM MOUSSORGSKY
BASS DRUM MOUSSORGSKY
BASS DRUM MOUSSORGSKY
BASS DRUM MOUSSORGSKY
BASS DRUM MOUSSORGSKY
CYMBALS MOUSSORGSKY
CYMBALS MOUSSORGSKY
CYMBALS MOUSSORGSKY
CYMBALS MOUSSORGSKY
CYMBALS MOUSSORGSKY
CYMBALS MOUSSORGSKY
CYMBALS MOUSSORGSKY
CYMBALS MOUSSORGSKY
CYMBALS MOUSSORGSKY

63

— TITLE=ABEL EXCERPTS B O O K -----

ORCH INSTRU COMPOSER

SEATTLE ALL ANY

■ TITLE=AODIT lONAL WORK OF CHOICE -  

ORCH INSTRU COMPOSER

S T .  LOU IS  TRIANGLE ANY

 TITLE=ALBDRADA DEL G R A C I O S O --------

ORCH INSTRU COMPOSER

DALLAS
MINNESOTA

SNARE DRUM 
SNARE DRUM

RAVEL
RAVEL

( j iM4̂



L I S T  U F  E X C E R P T S  B Y  T I T L E
---------T I T L E = A L E X A N D E R  N E V S K Y -------
O R C H  I N STRU C O M P O S E R
HOUSTON
MONTREAL

BELLS  
WOOD BLOCK

PROKOFIEV 
PROKOFlEV

64

------------ TITLE=AN AMERICAN I N  PA R IS--------------

ORCH INSTRU COMPOSER

ATLANTA
BALTIMORE
BUFFALO
CHICAGO
CINCINNATI
NAT lONAL
SAN FRANCISCO

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

GERSHWIN 
GERSHWIN 
GERSHWIN 
GERSHW IN 
GERSHWIN 
GERSHWIN 
GERSHWIN

T ITLE=ANY EXCERPT IN GOL DEN BERG COLLECTION 

ORCH INSTRU COMPOSER

ATLANTA MALLETS ANY

------------ TITL E:AN Y MARCH M A T E R I A L ---------------

ORCH INSTRU COMPOSER

CINCIN NATI SNARE DRUM SOUSA

------------  TITLE=APPALACHIAN SPR IN G ------------

ORCH INSTRU COMPOSER

BUFFALO 
CHICAGO 
NATIONAL 
NEW ORLEANS 
S T .  LOUIS  
VANCOUVER

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

COPLAND
COPLAND
COPLAND
COPLAND
COPLAND
COPLAND tn



L I S T  OF EXCERPTS BY T IT L E

------------------- TITLE=BACCHANALE -------------------

ORCH INSTRU COMPOSER

MONTREAL TIMPANI S A I N T - S A Ë N S

65

  TITLE=BENVENUTO CELL INI OVERTURE -

ORCH INSTRU COMPOSER

SAN ANTONIO CYMBALS BERLIOZ

T IT L E = B IL L Y  THE Kit)  SUITE

ORCH

DALLAS

INSTRU

XYLOPHONE

COMPOSER

COPLAND

TITLE=BLUEBEARD*S CASTLE

ORCH INSTRU COMPOSER

S T .  LOU IS XYLOPHONE BARTOK

TI CT— O ni F1L c — o u u c

ORCH INSTRU COMPOSI

BALTIMORE SNARE DRUM RAVEL
BUFFALO SNARE DRUM RAVEL
CHICAGO SNARE DRUM RAVEL
DENVER SNARE DRUM RAVEL
DETROIT SNARE DRUM RAVEL
HONOLULU SNARE DRUM RAVEL
HOUSTON SNARE DRUM RAVEL
INDIANAPOL IS SNARE DRUM RAVEL
MINNESOTA SNARE DRUM RAVEL
MONTREAL SNARE DRUM RAVEL
NATlONAL SNARE DRUM RAVEL
NEW JERSEY SNARE DRUM RAVEL
NEW ORLEANS SNARE DRUM RAVEL
NORTH CAROLINA SNARE DRUM RAVEL

C/4(->
o



ORCH

L I S T  O F  E X C E R P T S  B Y  T I TLE
-------  T I T L E = B O L E R O  -----------------

INSTRU COMPOSER

66

PITTSBURGH  
SAN ANTONIO 
VANCOUVER

SNARE DRUM 
SNARE DRUM 
SNARE DRUM

RAVEL
RAVEL
RAVEL

 TI TLE =BGSSA  NOVA S T Y L E ----------

ORCH INSTRU COMPOSER

HONOLULU DRUM SET ANY

ORCH

T IT L E = B U R L E S Q U E -------------------

INSTRU COMPOSER

BUFFALO 
NATIONAL 
NEW JERSEY 
PITTSBURGH  
SYRACUSE

TIMPANI
TIMPANI
TIMPANI
TIMPANI
TIMPANI

STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS

   TITLE=CANDIDE O V E R T U R E ---------------

ORCH INSTRU COMPOSER

S T .  Lo u i s  x y l o p h o n e  b e r n s t e i n

ORCH

ATLANTA
ROCHESTER
ATLANTA
BALT IMORE
BUFFALO
DALLAS
DENVER
MONTREAL

TITLE=CAPRICCIO ESPAGNOL -----------------

INSTRU COMPOSER

CASTANETS  
CASTANETS 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM

RIMSKY- 
RIMSKY- 
RIMSKY- 
RIMSKY- 
RIMSKY- 
RIMSKY- 
R IMSKY- 
RIMSKY-

■KORSAKCV
•KORSAKOV
•KORSAKOV
KORSAKOV
KORSAKOV
•KORSAKOV
KORSAKOV

•KORSAKOV - X



L I S T  O F  E X C E R P T S  B Y  T I T L E 67
=CAPRICCIO ES P A G N C L ------------- ------------------------------------------------------

ORCH INSTRU COMPOSER

NATIONAL SNARE DRUM RIMSKY-KORSAKOV
• NEW JERSEY SNARE DRUM RIMSKY-KORSAKOV

NEW ORLEANS SNARE DRUM RIMSKY-KORSAKOV
NORTH CAROLINA SNARE DRUM RIMSKY-KORSAKOV
SAN ANTONIO SNARE DRUM RIMSKY-KORSAKOV
SAN FRANCISCO SNARE DRUM RIMSKY-KORSAKOV
S T .  LOUIS SNARE DRUM RIMSKY-KORSAKOV
SYRACUSE SNARE DRUM RIMSKY-KORSAKOV
VANCOUVER SNARE DRUM RIMSKY-KORSAKOV
SAN ANTONIO TAMBOURINE RIMSKY-KORSAKOV
INDIANAPOLIS TRIANGLE RIMSKY-KORSAKOV
NATIONAL TRIANGLE R IMSKY-KORSAKOV

ORCH INSTRU COMPOSER

CINCINNATI SNARE DRUM RIMSKY-KORSAKOV

TAI T P M  —  — —  _ _ _ _ _  _  — — ——— —  ————— —  —  —

ORCH INSTRU COMPOSER

ROCHESTER BD-CYM TCHAIKOVSKY
OALTIMPRE BELLS TCHAIKOVSKY
ROCHESTER CYMBALS TCHAIKOVSKY
HONOLULU TAMBOURINE TCHAIKOVSKY
MILWAUKEE TAMBOURINE TCHAIKOVSKY
ROCHESTER TAMBOURINE TCHAIKOVSKY

wM
OO



LIST OF E X C E R P T S  BY  T I T L E
-------  T I T L E = C A R M E N  ---------

60

ORCH

HONOLULU
MONTREAL
D E TROIT
HONOLULU
INDIANAPOLI S
MONTREAL
DETROIT

INSTRU

CASTANETS
CASTANETS
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TRIANGLE

COMPOSER

B IZ ET
BIZET
BIZET
BI ZET
BIZET
B IZ ET
BIZET

ORCH

TITLE=CARMEN SUITE -------------------

INSTRU COMPOSER

DALLAS
VANCOUVER

TAMBOURINE
TAMBOURINE

BIZET
BIZET

------------ TITLE=CARMEN(ENTRACTE) ------------

ORCH INSTRU COMPOSER
I

SYRACUSE TAMBOURINE BIZET

 T ITLE=CARMEN(SU ITE N O ,  2 ) ----------

ORCH INSTRU COMPOSER

ROCHESTER TAMBOURINE BIZET

ORCH

T ITLE=CARNIVAL O V E R T U R E -----------------

INSTRU COMPOSER

NEW JERSEY
ATLANTA
BALTIMORE
BUFFALO
CHICAGO
CINCINNATI
DALLAS

CYMBALS
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE
TAMBOURINE

DVORAK 
DVORAK 
DVORAK 
DVORAK 
DVORAK 
DVORAK 
DVORAK



L I S T  O F  E X C E R P T S  B Y  T I T L E
- T I T L E = C A R N I V A L  O V E R T U R E  -

69

ORCH INSTRU COMPOSER

DENVER TAMBOURINE DV ORAK
HONOLULU TAMBOURINE DVORAK
HOUSTON TAMBOURINE DVORAK
INDIANAPOLIS TAMBOURINE DVORAK
NATIONAL TAMBOURINE DVORAK
NEW JERSEY TAMBOURINE DV OR AK
NEW ORLEANS TAMBOURINE DVORAK
NORTH CAROLINA TAMBOURINE DVORAK
PITTSBURGH TAMBOURINE DVORAK
SAN ANTONIO TAMBOURINE DVORAK
SAN FRANCISCO TAMBOURINE DVORAK
S T .  LO UIS TAMBOURINE DVORAK
VANCOUVER TAMBOURINE DVORAK
NEW JERSEY TRlANGLE DVORAK
NEW ORLEANS TRIANGLE DVORAK

-----------------TITLE=CHA CHA STYLE —  ------

ORCH INSTRU COMPOSER

HONOLULU DRUM SET ANY

--------------  TITLE=CHICKEN REEL-- -----------------

ORCH INSTRU COMPOSER

HONOLULU XYLOPHONE ANDERSON

  TIT LE =CIR CUS  OVERTURE--------------

ORCH INSTRU COMPOSER

SYRACUSE
SYRACUSE

SNARE DRUM 
TIMPANI

SCHUMAN
SCHUMAN



L I S T  O F  E X C E R P T S  B Y  T I T L E
  T I T L E = C L A R I N E T  C O N C E R T O  ------
O R C H  I N S T R U  C O M P O S E R

70

BUFFALO
C H I C A G O
DENVER

SNARE DRUM 
SNARE DRUM 
SNARE DRUM

NIELSEN
NIELSEN
NIELSEN

TITLE= CLASSIC AL SYMPHONIES FOR TIMPANI(GOLDE  

ORCH INSTRU COMPOSER

MONTREAL TIMPANI ANY

-------------------  TITLE=COLAS BREUGNON OVERTURE

ORCH

ATI. ANT A
BUFFALO
CHICAGO
CINCINNATI
DALLAS
DENVER
HONOLULU
INDIANAPOLIS
MONTREAL
NATIONAL
NEW ORLEANS
NCRTH CAROLINA
PHILADELPHIA
ROCHESTER
SAN ANTONIO
SAN FRANCISCO
VANCOUVER

INSTRU

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

COMPOSER

KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY
KABALEVSKY

ORCH

HONOLULU

TITLE=CONCERTO 

INSTRU  

SNARE DRUM

COMPOSER

MARTIN CmCo



L I S T  O F  E X C E R P T S  B Y  T I T L E
T I T L E = C C N C E R T G  F O R  O R C H E S T R A

71

ORCH INSTRU COMPOSER

ATLANTA SNARE DRUM BARTOK
BALT IMORE SNARE DRUM BARTOK
BUFFALO SNARE DRUM BARTOK
CHICAGO SNARE DRUM BARTOK
DALLAS SNARE DRUM BARTOK
DENVER SNARE DRUM BARTOK
HOUSTON SNARE DRUM BARTOK
INDIANAPOL IS SNARE DRUM BARTOK
MONTREAL SNARE OR UM BARTOK
NATIONAL SNARE DRUM BART OK
NEW JERSEY SNARE DRUM BARTOK
NEW ORLEANS SNARE DRUM BARTOK
PITTSBURGH SNARE DRUM BARTOK
SAN ANTONIO SNARE DRUM BARTOK
SAN FRANCISCO SNARE DRUM BARTOK
S T .  LOU IS SNARE DRUM BARTOK
VANCOUVER SNARE DRUM BARTOK
MINNESOTA T IMPANI BARTOK
NATIONAL TIMPANI BARTOK
SAN ANTONIO T IMPANI BARTOK

TITLE=CONCERTO FOR ORCHESTR A!IV)  - 

ORCH INSTRU COMPOSER

NEW.JERSEY  
PITTSBURGH

T IMPANI 
TIMPANI

BARTOK
BARTOK

 TITLE=CGNCERTO FOR V I O L I N -----

ORCH INSTRU COMPOSER

MONTREAL TIMPANI BARTOK

ORCH

MONTREAL

TITLE=COPPEL I A 

INSTRU 

SNARE DRUM

COMPOSER

DELIBES

CMKJ
Isj



L I S T  OF E X C E R P T S  BY T I T L E  7 2

T I T L E = C R A  SH E S AT ANY DYNAMIC L E V E L  ————— — ——— ———— ——— ————

ORCH I N S T R U  COMPOSER

C I N C I N N A T I  CYMBALS ANY

—  T I T L E = C R A S H E S .  LOUD AND SOFT  -----

ORCH I N S T R U  COMPOSER

I N D I A N A P O L I S  CYMBALS ANY

 T I T L E = C R A S H E S .  S E R I E S  O F  LOUD

ORCH I N S T R U  COMPOSER

ATLANTA CYMBALS ANY

T I T L E = C R A S H E S t  S E R I E S  OF Q U I E T  

ORCH I N S T R U  COMPOSER

ATLANTA CYMBALS ANY

- T I T L E = C R A S H E S *  S O F T  R E P E A T E D  - 

ORCH I N S T R U  COMPOSER

CH I C A G O  CYMBALS ANY

--------------------  T I T L E = D A N C E  MACABRE-------------------

ORCH I N S T R U  COMPOSER

ATLANTA XYLOPHONE S A I N T - S A Ë N S
MONTREAL XYLOPHONE S A I N T - S A Ë N S

CMhO
( / I



L I S T  O F  E X C E R P T S  B Y  T I 1 L E  73
TITLE=DANCE OF THE A PP R EN TI C ES( M »S IN G ER ) -------------------------------------------------

ORCH INSTRU COMPOSER

BUFFALO BELLS WAGNER
CHICAGO BELLS WAGNER
DALLAS BELLS WAGNER
DENVER BELLS WAGNER
NEW JERSEY BELLS WAGNER
PITTSBURGH BELLS WAGNER

-------------- T ITLE=DAPHNIS ET CHLOE — --------

ORCH INSTRU COMPOSER

MONTREAL BELLS RAVEL
S T .  LOUIS BELLS RAVEL
MONTREAL SNARE DRUM RAVEL

TITLE=DAPHN1S ET C H L O E I S U I TE NO. 2 )  

ORCH INSTRU COMPOSER

S T .  LOUIS SNARE DRUM RAVEL

 TITLE=DEATH AND TRANSFIGURATION —

ORCH INSTRU COMPOSER

SAN FRANCISCO TIMPANI STRAUSS
SYRACUSE TIMPANI STRAUSS
VANCOUVER TIMPANI STRAUSS

  TITLE=DEMONSTRATE PROFICIENCY -------------------------------------------------------------

CRCH INSTRU COMPOSER

SAN ANTONIO BASS DRUM ANY
SAN ANTONIO CASTANETS ANY
SAN ANTONIO DRUM SET ANY w
SAN ANTONIO GONG ANY -f-



L I S T  O F  E X C E R P T S  B Y  TITLE
 T I T L E = D E R  R O S E N K A V  AL I E R ----

ORCH INSTRU COMPOSER

MONTREAL TIMPANI STRAUSS

74

 T I T L E = D I E  FLEDERMAUS O V E R T U R E -------

ORCH INSTRU COMPOSER

VANCOUVER SNARE DRUM S T R A U S S ,  J .

T I T L E = D I E  MEISTERSINGER,  PRELUDE,  ACT I I I  

ORCH INSTRU COMPOSER

NATIONAL BELLS WAGNER

 T I T L E = O I E  MEISTERS INGERS — -

ORCH INSTRU COMPOSER

MONTREAL BELLS WAGNER

ORCH

DENVER
HONOLULU

TI T L E = D 1 S C 0  S T Y L E --------------

INSTRU COMPOSER

DRUM SET 
DRUM SET

ANY
ANY

ORCH

TITLE=DDN JUAN 

INSTRU

CINCINNATI BELLS
DETROIT BELLS
MONTREAL BELLS
NEW JERSEY BELLS
NORTH CAROLINA BELLS  
VANCOUVER BELLS

COMPOSER

STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS
STRAUSS

wK)
cn



L I S T  OF EXCERPTS BY TITLE

---------------- T ITLE=OON J U A N -------------------

ORCH INSTRU COMPOSER

BUFFALO TIMPANI STRAUSS

75

ORCH

CINCINNATI;  
C IN C IN N A T l

TITLE=DVNAMICS

INSTRU

BASS DRUM 
TAMBOURINE

COMPOSER

ANY
ANY

----------------------- TITLE=EFFECTS

ORCH INSTRU

CINCIN NATI CYMBALS

COMPOSER

ANY

  TITLE=EN1GMA VARIATIONS -------

CRCH INSTRU COMPOSER

BUFFALO
NATIONAL

TIMPANI
TIMPANI

ELGAR
ELGAR

-----------  —  TITLE=ETUDE IN 7 / 4 ----------------------

ORCH INSTRU COMPOSER

ATLANTA SNARE DRUM GCLDENBERG

ORCH

MONTREAL 
S T .  LOUIS

T ITLE= EWARTUNG

INSTRU

SNARE DRUM 
XYLOPHONE

COMPOSER

SCHOENBERG
SCHOENBERG wK)ON



L I S T  OF E X C E R P T S  BY T I T L E
  T I T L E = F A C A D E  S U I T E  N O .  2 ---

ORCH INSTRU COMPOSER

SYRACUSE ALL WALTON

76

----------------------- T ITLE=FARANDOLE---------------------

ORCH INSTRU COMPOSER

MONTREAL SNARE DRUM EIZET

ORCH

CINCINN ATI  
DE TROIT 
MONTREAL 
PHILADELPHIA  
SAN FRANCISCO

TITLES FETES —

INSTRU

SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM

COMPOSER

DEBUSSY
DEBUSSY
DEBUSSY
DEBUSSY
DEBUSSY

------------------  TI TL E= FIN LA N D lA  -----------------

ORCH INSTRU COMPOSER

BALTIMORE CYMBALS S I B E L I U S

CRCH

MONTREAL
HONOLULU
MONTREAL
PHILADELPHIA

TI TL E=FIR EB IR D

INSTRU

DELLS 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE

COMPOSER

STRAVINSKY 
STRAY INSKY 
STRAVINSKY 
STRAVINSKY

T I T L E = F I V E  P I E C E S  BREVES! 2ND M O V E M E N T )
O R C H  I N S T R U  C O M P O S E R

OgK)



L I S T  OF EXCERPTS BY T IT LE  

T I T L E = F I V E  P I E C E S  BREVES! 2ND MOVEMENT) 

ORCH INSTRU COMPOSER

MONTREAL SNARE DRUM DELECLUSE

77

 T I T L E = F I V E  P I E C E S #  OPUS 1 6 ----------

ORCH INSTRU COMPOSER

S T .  LOU IS XYLOPHONE SCHOENBERG

ORCH

CIN CIN NAT I  
C INC INNATI

TITLE=FLAMS

INSTRU

SNARE DRUM 
TRIANGLE

COMPOSER

ANY
ANY

  TITLE=FGREST MURMERS ---------

ORCH INSTRU COMPOSER

BUFFALO BELLS WAGNER

  TITLE=FOUR STI CK S( MALL ET S)  -------

ORCH INSTRU COMPOSER

PHILADELPHIA DELLS ANY

TITLE=FROM THE CURRENT OR PREVIOUS SEASON 

ORCH INSTRU COMPOSER

SEATTLE ALL ANY

w
OO



L I S T  OF  E X C E R P T S  BY T I T L E  78
--------------  T I T L E = F U N E R A L  M A R C H  --------------------------------------------

ORCH INSTRU COMPOSER

MONTREAL TIMPANI WAGNER

T1TLE=FUNERAL MUSIC FROM GOTTERDAMMERUNG -------------------------------------------------

ORCH INSTRU COMPOSER

SAN ANTONIO TIMPANI WAGNER

TITLEsFUNERAL MUSIC ,  S I E G F R I E D S  

ORCH INSTRU COMPOSER

SYRACUSE TIMPANI WAGNER

  TITLE=GALOPING COMEDIANS ------------

CRCH INSTRU COMPOSER

BUFFALO XYLOPHONE KABALEVSKY
CHICAGO XYLOPHONE KABALEVSKY
HONOLULU XYLOPHONE KABALEVSKY

----------------,—  t î t l e = g a y n e  b a l l e t ----------------------

ORCH INSTRU COMPOSER

BALTIMORE XYLOPHONE KHACHATURIAN

-------------- TITLE=GAYNE BALLET SUITE --------------

ORCH INSTRU COMPOSER

SYRACUSE SNARE DRUM KHACHATURIAN

Cmts)
to



L I S T  OF EXCERPTS BY TITLE 7 9

TITLE=GAYNE BALLET!DANCE OF THE ROSE MAIDENS ---------------------------------------------

ORCH INSTRU COMPOSER

CINCINNATI XYLOPHONE KHACHATURIAN

  TITLE=GAYNE BALLET!SABRE DANCE) -----

ORCH INSTRU COMPOSER

DALLAS XYLOPHONE KHACHATURIAN
HONOLULU XYLOPHONE KHACHATURIAN
SYRACUSE XYLOPHONE KHACHATURIAN

  TITLE=GENERAL TECHNIQUE--------------

ORCH INSTRU COMPOSER

CINCINNATI BASS DRUM ANY
CINCINN ATI  CYMBALS ANY
CINCINNATI MALLETS ANY
CINCINNATI SNARE DRUM ANY
CINCIN NATI TAMBOURINE ANY
CINCINN ATI  TRIANGLE ANY

  TITLE=GENERAL TECHNIQUES--------------

ORCH INSTRU COMPOSER

CINCINNATI ALL ANY

------------ TITLE=GERMAN REQUIEM--------------

ORCH INSTRU COMPOSER

MINNESOTA TIMPANI BRAHMS

• T I T L E = G O L D E N B E R G  E X C E R P T S  —
O R C H  I N S T R U  C O M P O S E R

o



L I S T  OF EXCERPTS BY T ITLE 8 0

w C. HP 1 o  —

ORCH INSTRU (COMPOSER

SEATTLE ALL

LJ A u  1 A 1

ANY

Ilf TP _ _ _ _ _ _ _ _ _ _ _ _ _-•rlAKT VANU& w’

CRCH INSTRU COMPOSER

ATLANTA BELLS KODALY
BUFFALO BELLS KODALY
NEW ORLEANS BELLS KODALY
BOSTON CYMBALS KODALY
INDIANAPOLIS CYMBALS KODALY
BUFFALO SNARE DRUM KODALY
CHICAGO SNARE DRUM KODALY
NEW ORLEANS SNARE DRUM KODALY
ATLANTA XYLOPHONE KODALY
BALTIMORE XYLOPHONE KODALY
BUFFALO XYLOPHONE KODALY
CHICAGO XYLOPHONE KODALY
DENVER XYLOPHONE KODALY
HOUSTON XYLOPHONE KODALY
NATIONAL XYLOPHONE KODALY
NEW ORLEANS XYLOPHONE KODALY
PI TTSnURGH XYLOPHONE KODALY
ST.  LOUIS XYLOPHONE KODALY
SYRACUSE XYLOPHONE KODALY
VANCOUVER XYLOPHONE

u n P  n n u i K f

KODALY

RODEOM U C .  U U n  N  r  M U M

ORCH INSTRU COMPOSER

SYRACUSE ALL COPLAND
ATLANTA XYLOPHONE COPLAND
ROCHESTER XYLOPHONE COPLAND

T I T L E = H U N G A R I A N  R H A P S O D Y  NO. 2
O R C H  I N S T R U  C O M P C S E R



L I S T  OF EXCERPTS BY T IT L E  

TITLE=HUNGARIAN RHAPSODY NO. 2  

ORCH INSTRU COMPCSER

DALLAS BELLS L I S Z T

81

ORCH

ATLANTA
BOSTON
MONTRE AL
S T .  LOUIS
BOSTON
BOSTON
MONTREAL

TI T L E =ID E R IA

INSTRU

CASTA NETS
CASTANETS
CASTANETS
CYMBALS
SNARE DRUM
TAMBOURINE
TAMBOURINE

COMPOSER

DEBUSSY
DEBUSSY
DEBUSSY
DEBUSSY
DEBUSSY
DEBUSSY
DEBUSSY

 T ITLE= I M P R O V I S A T I O N S ------------

ORCH INSTRU COMPOSER

MONTREAL TIMPANI CARTER

ORCH

CHICAGO
BUFFALO
CHICAGO

T I T L E = I O N I Z A T I O N -------------------

INSTRU COMPOSER

CAIS SE  RÜU 
SNARE DRUM 
TAMBOUR MI

VARESE
VARESE
VARESE

ORCH

CHICAGO’
DENVER
HONOLULU

TITLE= JAZZ STYLE -----------------

INSTRU COMPOSER

DRUM SET 
DRUM SET 
DRUM SET

ANY
ANY
ANY wwN)



L I S T  OF E X C E R P T S  BY  T I T L E
--------  T I T L E = J A Z Z  S Y T L E  ----------

ORCH INSTRU COMPOSER

BUFFALO DRUM SET ANY

82

---------------------T I T L E = K A I S E R W A L T 2 ------------------

ORCH INSTRU COMPOSER

MONTREAL SNARE DRUM STRAUSS

  T I T L E = L 'H IS T O IR E  DU SOLDAT --------

ORCH INSTRU COMPOSER

MONTREAL
MONTREAL

ALL
SNARE DRUM

STRAVINSKY
STRAVINSKY

TITLE=LA BELLE AU B O I S  DORMANT(S. BEAUTY)  

ORCH INSTRU COMPOSER

BUFFALO
CHICAGO
DETROIT
MONTREAL
NEW ORLEANS
ROCHESTER

BELLS TCHAIKOVSKY
BELLS TCHAIKOVSKY
BELLS TCHAIKOVSKY
DELLS TCHAIKOVSKY
BELLS TCHAIKOVSKY
BELLS TCHAIKOVSKY

TITLE=LA BELLE DU B O I S  DORMANTIS. BEAUTY)  

ORCH INSTRU COMPOSER

INDIANAPOLIS BELLS TCHAIKOVSKY

CM
CM



L I S T  O F  E X C E R P T S  B Y  T I T L E 83
TITLE=LA GAZZA LAORA

ORCH INSTRU COMPOSER

BUFFALO SNARE DRUM ROSS INI
CHICAGO SNARE DRUM ROSSI NI
ClNCINNATI SNARE DRUM ROSS I N I
DALLAS SNARE DRUM ROSSI NI
INDIANAPOLIS SNARE DRUM ROSS IN I
MONTREAL SNARE DRUM ROSSIN I
NATIONAL SNARE DRUM ROS SIN I
NEW JERSEY SNARE DRUM ROSS IN I
NEW ORLEANS SNARE DRUM R O S S IN I
PHILADELPHIA SNARE DRUM ROSS IN I
SYRACUSE SNARE DRUM ROSS IN I

TITLE=LA MER

ORCH INSTRU COMPOSER

BALTIMORE BELLS DEBUSSY
BUFFALO BELLS DEBUSSY
DENVER BELLS DEBUSSY
DETROIT BELLS DEBUSSY
MONTREAL BELLS DEBUSSY
NATIONAL BELLS DEBUSSY
NEW JERSEY BELLS DEBUSSY
NEW ORLEANS BELLS DEBUSSY
PITTSBURGH DELLS DEBUSSY
SAN FRANCISCO BELLS DEBUSSY
S T .  LOUIS BELLS DEBUSSY
ATLANTA CYMBALS DEBUSSY
DALLAS CYMBALS DEBUSSY
DETROIT CYMBALS DEBUSSY
S T .  LOUIS CYMBALS DEBUSSY

ORCH ' 

HONOLULU

TITLE=LA PALOMA ---------------------

INSTRU COMPOSER

CASTANETS DE VRAOIER



L I S T  O F  E X C E R P T S  B Y  T I T L E  84
----------- T I T L E = L A  V A L S E --------------------------------------------------

ORCH INSTRU COMPOSER

S T .  LO UIS  CYMBALS RAVEL

---------------------T I T L E = L A K M E ---------------------

ORCH INSTRU COMPOSER

MONTREAL BELLS DELIBES

 TITLE=LAKME. BELL S O N G --------

ORCH INSTRU COMPOSER

BUFFALO BELLS DELIBES
CHICAGO BELLS DELIBE S

--------------  TIT LE= LAT IN STYLE-- --------------

CRCH INSTRU COMPOSER

BUFFALO DRUM SET ANY
CHICAGO DRUM SET ANY
DENVER DRUM SET ANY

  TITLE=LE BOI D ' Y S  ----------------

CRCH INSTRU COMPOSER

MONTREAL SNARE DRUM LALQ

w
CM
Cn



L I S T  OF  E X C E R P T S  B Y  T I T L E
T I T L E = L E  S A C R E  OU  P R I N T E M P S

85

ORCH INSTRU COMPOSER

ATLANTA BASS DRUM STRAVINSKY
BUFFALO BASS DRUM STRAVI NSKY
DENVER BASS DRUM STRAVINSKY
HONOLULU BASS DRUM STRAVINSKY
MINNESOTA BASS DRUM STRAVINSKY
MONTREAL BASS DRUM STRAVINSKY
NATIONAL BASS DRUM STRAVINSKY
NEW JERSEY BASS DRUM STRAVINSKY
NORTH CAROLINA BASS DRUM STRAVINSKY
P I TTSBURGH BASS DRUM STRAVINSKY
SAN FRANCISCO BASS DRUM STRAVINSKY
VANCOUVER BASS DRUM STRAVINSKY
BUFFALO TIMPANI STRAVINSKY
MONTREAL TIMPANI STRAVI NSKY
NATIONAL T IMPANI STRAVINSKY

TI TL E= LE  SACRE DU PR INTEMPS ( 1 9 6  T3 END)  

ORCH INSTRU COMPOSER

CINCIN NAT I BASS DRUM STRAVINSKY

ORCH

MONTREAL 
ATLANTA 
BUFFALO 
CHICAGO 
MONTREAL 
NEW JERSEY 
NEW ORLEANS 
NORTH CAROLINA

T ITLE=LES NOCES

INSTRU

SNARE DRUM 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE

COMPOSER

STRAVINSKY  
STRAVI NSKY 
STRAVINSKY  
STRAVINSKY 
STRAVI NSKY 
STRAV INSKY 
STRAVINSKY 
STRAVINSKY

•—  T1TLE=LITTLE BLUE D E V I L ----------

ORCH INSTRU COMPOSER OJOn



L I S T  OF EXCERPTS BY T IT L E

-------------  TI TL E =L IT T L E  BLUE DEVIL ----------

ORCH INSTRU COMPOSER

SAN ANTONIO MALLETS SCHULLER

66

TITLE=LOUD AND SOFT NOTES FOR TONE 

ORCH INSTRU COMPOSER

BALTIMORE BASS DRUM ANY

T I T L E = L T .  K7JE SUI TE

ORCH INSTRU COMPOSER

EALTIMORE SNARE DRUM PROKOFIEV
BUFFALO SNARE DRUM PROKOFIEV
DALLAS SNARE DRUM PROKOFIEV
DENVER SNARE DRUM PROKOF lEV
HONOLULU SNARE DRUM PROKOFIE V
HOUSTON SNARE DRUM PROKOFlEV
INDIANAPOLIS SNARE DRUM PROKOFIEV
MONTREAL SNARE DRUM PROKOFIEV
NATIONAL SNARE DRUM PROKOFlEV
NEW JERSEY SNARE DRUM PROKOFIEV
ROCHESTER SNARE DRUM PROKOFIEV
SAN ANTONIO SNARE DRUM PROKOFIEV
VANCOUVER SNARE DRUM PROKOFIEV

T I T L E = L T .  KIJE S U I T E I B I R T H  CF K I J E )

CRCH

CHICAGO

INSTRU 

SNARE DRUM

COMPOSER

PROKOFIEV

TITLE=MALLET SOLO OF YOUR CHOICE 

ORCH INSTRU COMPOSER

BOSTON MALLETS ANY
IN
CN



L I S T  O F  E X C E R P T S  B Y  T I T L E
----------- T I T L E = M A M B O  S T Y L E ---------

ORCH INSTRU COMPOSER

HONOLULU DRUM SET ANY

07

TITLE=MEDEA*S MEDITATION AND DANCE CF VENGEA 

ORCH INSTRU COMPOSER

CINCINNATI  
S T .  LO UIS

XYLOPHONE
XYLOPHONE

BARBER
BARBER

TITLE=MIDSUMMER N I G H T ' S  DREAM OVERTURE 

ORCH INSTRU COMPOSER

SAN ANTONIO TIMPANI MENDELSSOHN

ORCH

TITLE=MOTHER GOOSE S U IT E  --------------

INSTRU COMPOSER

BALTIMORE
BALTIMORE
DALLAS
DETROIT
HONOLULU
MONTREAL
NEW JERSEY
PHILADELPHIA

BELLS
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

RAVEL 
RAV EL 
RAVEL 
RAVEL 
RAVEL 
RAVEL 
RAVEL 
RAV EL

TITLE=MUSIC FOR S T R I N G S ,  PERCUSSION AND CELE 

ORCH INSTRU COMPOSER

DENVER • '
MONTREAL 
NEW JERSEY  
PITTSBURGH

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

OARTOK
BARTOK
BARTOK
OARTOK w

oo



L I S T  O F  E X C E R P T S  B Y  T I T L E
 T I T L E = N E W  E N G L A N D  T R I P T Y C H ----
ORCH INSTRU COMPOSER

BUFFALO 
NATIONAL 
SAN ANTONIO

TIMPANI  
TIMPANI  
T IMPANI

SCHUMAN
SCHUMAN
SCHUMAN

88

— TITLE=NEW WORLD SYMPHONY ----------

ORCH INSTRU COMPOSER

ROCHESTER
DALLAS
ROCHESTER

CYMBALS 
TRIANGLE 
TR lANGLE

DVORAK
DVORAK
DVORAK

--------------------- T I T L E = N O C T U R N E S --------------------

ORCH INSTRU COMPOSER

CINCINNATI CYMBALS DEBUSSY

  TIT LE=NOCTURNES(FETES)  --------

ORCH INSTRU COMPOSER

DALLAS CYMBALS DEBUSSY

CRCH

DALLAS 
OETROI T 
DETROIT 
ROCHESTER

TITLE=NUTCRACKER -------------------

INSTRU COMPOSER

TAMBOURINE
TAMBOURINE
TRIANGLE
TRIANGLE

TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY

CfJw
ID



L I S T  OF EXCERPTS BY T I T L E

TITLE=N UTCRA CKER(DANSE ARABE)

8 9

CRCH

ATLANTA 
HALTIMORE 
HOUSTON 
MILWAUKEE 
MONTREAL 
NEW JERSEY

INSTRU

TAMBOURINE 
TAMBOURINE 
TA MB OU R1 NE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE

COMPOSER

TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY

TITLEaNUTCRACKERI DANSE RUSSE)

CRCH 

CINCINNATI

INSTRU

TAMBOURINE

COMPOSER

TCHAIKOVSKY

ORCH

TITLE=NUTCRACKER(TREPAK) -----------

INSTRU COMPOSER

BALTIMORE 
BUFFALO 
CHICAGO 
CINCINNATI 
NATIONAL 
NEW JERSEY 
NEW ORLEANS

TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE

TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY

------------------T ITLE=OED IPUS R E X ------------------

ORCH INSTRU CCRPOSER

MONTREAL TIMPANI STRAVINSKY

------------- TITLE=OISEAUX E X O T I Q U E S ------------

ORCH INSTRU COMPOSER

ST.  LOUIS XYLOPHONE MESSIAEN



LIS T  OF EXCERPTS BY T I T L E

-------------------- TITLE=OVERTURE 1 8 1 2  ------------------

CRCH INSTRU COMPOSER

CINCINNATI BASS DRUM TCHAIKOVSKY

9 0

-----------  TITLE=OVERTURES

ORCH INSTRU

NORTH CAROLINA 
CINCINNATI

0D-CYM
CYMBALS

COMPOSER

ROSSINI 
ROSS IN I

--------------------T I T L E = P A C I F I C  231-- ---------------

ORCH INSTRU CCMPOSER

SYRACUSE SNARE DRUM HCNE6GER

 TIT L E = PE E R  GYNTt ARABIAN D A N C E ) -------

ORCH INSTRU COMPOSER

HONOLULU 
INDIANAPOLIS

TAMBOURINE
TAMBOURINE

GRIEG 
GRI EG

CRCH

T ITLE =PET ER AND THE WOLF -----------

INSTRU COMPOSER

BALTIMORE SNARE DRUM PROKOFIEV
MILWAUKEE SNARE DRUM PROKOFIEV
MONTREAL SNARE DRUM PROKOFIEV
NEW ORLEANS SNARE DRUM PROKOFIEV
VANCOUVER SNARE DRUM PROKOFIEV

U)



L I S T  OF EXCERPTS OY T I T L E 91
TITLE=PETROUCHKA —

ORCH INSTRU COMPOSER

BOSTON BD-CYM STRAVI NSKY
BUFFALO BD-CYM STRAV INSKY
CHICAGO BD-CYM STRAVINSKY
DENVER BD-CYM STRAVINSKY
MILWAUKEE BD-CYM STRAVINSKY
MONTREAL BD-CYM STRAVI NSKY
NEW ORLEANS BD-CYM STRAV INSKY
NORTH CAROLINA BD-CYM STRAVINSKY
SAN FRANCISCO BD-CYM STRAVINSKY
SYRACUSE BD-CYM STRAVINSKY
ATLANTA BELLS STRAVINSKY
CINCINNATI BELLS STRAVI NSKY
DETROIT BELLS STRAVINSKY
HONOLULU BELLS STRAVINSKY
MONTREAL BELLS STRAVINSKY
NORTH CAROLINA BELLS STRAVINSKY
VANCOUVER BELLS STRAVINSKY
BOSTON CYMBALS STRAVINSKY
BUFFALO CYMBALS STRAVINSKY
MINNESOTA SNARE DRUM STRAVI NSKY
NEW JERSEY TAMBOURINE STRAV INSKY
P I TTSBURGH TAMBOURINE STRAVINSKY
S T .  LOUIS TAMBOURINE STRAVINSKY
ATLANTA XYLOPHONE STRAVINSKY
CINCINNATI XYLOPHONE STRAVINSKY
DETROIT XYLOPHONE STRAVINSKY
HONOLULU XYLOPHONE STRAVINSKY
MONTREAL XYLOPHONE STRAVINSKY
NORTH CAROLINA XYLOPHONE STRAVINSKY
VANCOUVER XYLOPHONE STRAVI NSKY

IX
N)



L I S T  O F  EXCERPTS BY T IT L E 92

TITLE=P1ANG CONCERTO N O .  1

ORCH

BALTIMORE
BUFFALO
CINCINNATI
DALLAS
DENVER
DETROIT
HONOLULU
HOUSTON
INDIANAPOLIS
MILWAUKEE
MINNESOTA
MONTREAL
NATIONAL
NEW JERSEY
NEW ORLEANS
NORTH CAROLINA
VANCOUVER

INSTRU

TRIANGLE 
TR lANGLE 
TRIANGLE 
TRIANGLE 
TRIANGLE 
TRIANGLE 
TRlANGLE 
TRIANGLE 
TRIANGLE 
TRIANGLE 
TRIANGLE 
TR lANGLE 
TRIANGLE 
TRIANGLE 
TR lANGLE 
TRIANGLE 
TRIANGLE

COMPOSER

L IS Z T  
L I S Z T  
L IS Z T  
L I  SZT 
L ISZT 
LIS Z T  
L I S Z T  
L I S Z T  
L I S Z T  
L I S Z T  
L IS Z T  
L I  SZT 
L IS Z T  
L IS Z T  
L I S Z T  
L I S Z T  
L I S Z T

ORCH

TIT L E = PI A N O  CONCERTO NO. 2 -----------

INSTRU COMPOSER

BALTIMORE 
DALLAS
INDIANAPOLIS 
NAT lONAL 
NORTH CAROLINA 
PHILADELPHIA 
SAN ANTONIO 
VANCOUVER

CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS

RACHMANINOFF 
RACHMANINOFF 
RACHMANINOFF 
RACHMANINOFF 
RACHMANINOFF 
RACHMANINOFF 
RACHMANINOFF 
RACHMANINOFF

OJ



L I S T  OF EX CE RP TS BY T I T L E

 T I T L E = P I A N O  CONCERTO N O .  3

ORCH INSTRU

9 3

BUFFALO
NATIONAL
BUFFALO
HONOLULU
MILWAUKEE
MONTREAL
NATIONAL

TIMPANI
TIMPANI
CASTANETS
CASTANETS
CASTANETS
CASTANETS
CASTANETS

CCMPOSER

BEETHOVEN 
BEETHOVEN 
PROKOFIEV 
PFOKOFlEV 
PROKOFIEV 
PROKOFIEV 
PFOKOF lEV

  T IT L E =PIA N O  CONCERTO N O .  5  -----

ORCH INSTRU COMPOSER

BU FFA LO
NATIONAL
PITTSBURGH

TIMPANI 
TIMPANI 
TIMPANI

BEETHOVEN 
BEETHOVEN 
BEETHOVEN

— TITLE =PIANO CONCERTO NO. 5 ( 1 1 1 )  - 

ORCH INSTRU CCMPOSER

NEW JERSEY TIMPANI BEETHOVEN

 T I T L E ^ P  ICTURES AT AN E X H IBIT IO N  —

ORCH INSTRU CCMPOSER

CINCINNATI BASS DRUM MCUSSORGSKY

■ft.
■ft.



L I S T  OF EXCERPTS BY T I T L E

■—  T I T L E = P I N E S  OF R O M E -----

94

CRCH INSTRU COMPOSER

BALTIMORE BELLS R E S » I G H I
BUFFALO BELLS RESPIG HI
CH IC AGO BELLS RESPIGHI
DALLAS BELLS R E S P IG H I
DETROIT BELLS RESPIGHI
MONTREAL BELLS RES»IG H I
NATIONAL DELLS RESPIG H I
NEW JERSEY BELLS R ESPIG HI
NEW ORLEANS BELLS R E S P IG H I
NORTH CAROLINA WELLS RESPIG HI
SAN ANTONIO BELLS RESPIGHI
SAN FRANCISCO BELLS RESPIGHI
VANCOUVER DELLS R ESPIG HI
DETROIT RATCHET R E S » I G H I
HONOLULU TRIANGLE R ESPIG HI

----------------------------------- ------------------------------T IT L E = POEM OF ECSTASY -----------------------------------------------------------------

ORCH INSTRU COMPOSER

BUFFALO BELLS SCR lABIN
NATIONAL BELLS SCR lABIN

FROM THE GOLDEN AGE ------------------------------------------------------

ORCH INSTRU COMPOSER

ATLANTA
BALTIMORE
BUFFALO
CINCINNATI
DALLAS
DETROIT
HONOLULU
INDIANAPOLIS
MINNESOTA
MONTREAL
NATIONAL
NEW ORLEANS
SAN ANTONIO

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH 
SHOSTAKOVICH

w
Cn



L I S T  OF EXCE RPT S BY T I T L E

— TIT L E = P O L K A  FROM THE GOLDEN A G E -----

ORCH INSTRU  COMPOSER

SAN FRANC!SCO 
VANCOUVER

XYLOPHONE
XYLOPHONE

SHOSTAKOVICH 
SHOSTAKOVICH

9 5

TITLE=PORGY AND BESS

CRCH

ATLANTA
BALTIMORE
BOSTON
BUFFALO
CHICAGO
CINCINNATI
DALLAS
DENVER
DETROIT
HONOLULU
HOUSTON
INDIANAPOLIS
MINNESOTA
MONTREAL
NATIONAL
NEW JERSEY
NEW ORLEANS
NORTH CAROLINA
PITTSBURGH
SAN ANTONIO
SAN FRANCISCO
SYRACUSE
VANCOUVER

INSTRU

XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE

COMPOSER

GERSHWIN 
GETSHWIN 
GERSHWIN 
GERSHWI N 
GERSHWIN 
GERSHWIN 
GERSHWIN 
GERSHWIN 
GERSHWIN 
GERSHW IN 
GERSHWIN 
GERSHW IN 
GERSHWIN 
GERSHWIN 
GERSHWIN 
GERSHWIN 
GERSHWIN 
GERSHW IN 
GERSHWIN 
GERSHW IN 
GERSHWIN 
GERSHWIN 
GERSHWIN

T IT L E = P0 R T R A IT S  IN RHYTHM, NO.  14 SIGHT READ 

ORCH INSTRU COMPOSER

NEW ORLEANS SNARE DRUM CIRONE

OJ



L I S T  OF EXCERPTS BY T I T L E

T I T L E = P O S S I B L Y  A SI MPLE  CHORD PROGRESSION

ORCH INSTRU COMPOSER

CINCINNATI MALLETS ANY

9 6

 T ITLE=PREPARED S O L O -------------

CRCH INSTRU CCMPOSER

SAN ANTONIO
SYRACUSE
ATLANTA

ANY
ANY
MALLETS

ANY
ANY
ANY

TITLE=PREPARED SOLO-OPT I C N A L -----

ORCH INSTRU COMPOSER

C INCINNATI 
CINCINNATI

ANY
DRUM SET

ANY
ANY

T ITLE=PREPARED 4 MALLET SOLO - 

ORCH INSTRU COMPOSER

ATLANTA MALLETS ANY

T IT L E = P R IN C E  IGOR(POLOVETZIAN DANCES) 

ORCH INSTRU COMPOSER

NEW JERSEY 
BUFFALO 
DETROIT 
NATIONAL 
NEW JERSEY 
DETROIT '

SNARE DRUM 
TAMBOURINE 
TAMBOUR INE 
TAMBOURINE 
TAMBOURINE 
TRIANGLE

EORODIN 
BORODIN 
BORODIN 
eOROD IN 
BORODIN 
EORODIN



L I S T  OF EXCERPTS BY TITLE 

TITLE=OUARTER N O T E S ! P P P - F F F - P P P ) 6  BARS 

ORCH INSTRU COMPOSER

BALTIMORE CYMBALS ANY

9 7

------------- TITLE=RAYMONOA B A L L E T --------------

ORCH INSTRU COMPOSER

HONOLULU TRIANGLE GLAZOUNOV

• -  TITLE=READING FROM GQLDENBERG ETUDES 

CRCH INSTRU CCMPOSER

ATLANTA SNARE DRUM GQLDENBERG

TITLE=READING FROM 20TH CENTURY CRCHESTRA ST 

ORCH INSTRU CCMPOSER

ATLANTA SNARE DRUM ABEL

ORÇH

BALTIMORE

TITLE=REQUIEM 

INSTRU 

BASS DRUM

COMPOSER

VERDI

ORCH

TITLE=RHAPSODIE ESPAGNOL -------------

INSTRU COMPOSER

NEW JERSEY 
P ITTS BU RG H' 
INDIANAPOLIS

CASTANETS
CASTANETS
TAMBOURINE

RAVEL
RAVEL
RAVEL

00



L I S T  OF EXC ER PTS  BY T I T L E  9 8

-----------------TITLE=RHUMBA STYLE --------------------------------------------------------------------------

ORCH INSTRU CCFPOSER

HONOLULU DRUM SET ANY

---------------------------- TITLE=ROCK S T Y L E ----------------------------

ORCH INSTRU CCMPOSER

BUFFALO DRUM SET ANY
CHICAGO DRUM SET ANY
DENVER DRUM SET ANY
HONOLULU DRUM SET ANY

TITLE=RO LL 1 0  COUNTS SLOW, CRESC-DIMINUENDO 

ORCH INSTRU COMPOSER

PHILADELPHIA BASS DRUM ANY

- T I T L E = R O L L ,  CRESC-DIM 10 COUNTS, 2 STIC K S - 

ORCH INSTRU COMPOSER

PHILADELPHIA BASS DRUM ANY

-----------   T:TLE =R OLL,  CRESCENDO------------------

ORCH INSTRU COMPOSER

INDIANAPOLIS  BASS DRUM ANY

------------  T IT L E = RQ L L ,  CRESCENDO TO FZ ---------

ORCH' ' INSTRU COMPOSER

PHILADELPHIA TAMBOURINE ANY w
UD



L I S T  OF EXCERPTS BY T I T L E

--------------------- T I T L E = R O L L ,  LOUD ---------------------

ORCH I N S T R U  COMPOSER

P H I L A D E L P H I A  T R I A N G L E  ANY

9 9

----------------------  T I T L E = R O L L ,  S O F T-------------------------

ORCH I N S T R U  COMPOSER

P H I L A D E L P H I A  T R I A N G L E  ANY

ORCH

C I N C I N N A T I
BALTIM ORE
C I N C I N N A T I
P I T T S B U R G H
C I N C I N N A T I
P I T T S B U R G H
C I N C I N N A T I

T 1 T L E = R 0 L L S

INSTRU

BA SS  DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
TAMBOURINE 
T I M P A N I  
TR IA N G L E

COMPOSER

ANY
ANY
ANY
ANY
ANY
ANY
ANY

 T I T L E S  ROLLS ON TWO N O T E S ----------

ORCH I N S T R U  COMPOSER

C I N C I N N A T I  MALLETS ANY

  T I T L E s R O L L S t  ALL DYNAMICS --------

ORCH I N S T R U  COMPOSER

ATLANTA SNARE DRUM ANY

- T I T L E s R O L L S t  BOTH LOUD AND S O F T  - 

ORCH I NS T RU  COMPOSER

D E T R O I T  SNARE DRUM ANY

1/1
cn
O



L I S T  OF EXCERPTS BY T I T L E

----------------  T I T L E = R O L L S t  LOUD --------------

ORCH I N S T R U  CCMPOSER

ATLANTA BASS DRUM ANY

100

------------------  T I T L E = R O L L S .  S O F T -- ---------------

ORCH I N S T R U  CCMPOSER

ATLANTA BA SS  DRUM ANY

T IT L E = R O M A N  CA R N IV A L  OVERTURE

CRCH INSTRU COMPOSER

ATLANTA CYMBALS BERLIOZ
ATLANTA TAMBOURINE BERLIOZ
BUFFALO TAMBOURINE BERLIOZ
CINCINNATI TAMBOURINE BERLIOZ
DALLAS TAMBOURINE BERLIOZ
HOUSTON TAMBOURINE BERLIOZ
INDIANAPOLIS TAMBOURINE BERLIOZ
NATIONAL TAMBOURINE BERLIOZ
SAN ANTONIO TAMBOURINE BERLIOZ
SAN FRANCISCO TAMBOURINE BERLIOZ
S T .  LOUIS TAMBOURINE BERLIOZ
SYRACUSE TAMBOURINE BERLIOZ
ATLANTA TRIANGLE BERLIOZ
CINCINNATI TRlANGLE BERLIOZ
INDIANAPOLIS TRIANGLE BERLIOZ

— T I T L E = R O M A N I A N  RHAPSODY NO.  1 -  

ORCH I N S T R U  COMPOSER

BALTIMOR E CYMBALS ENESCO

( / I
on



L I S T  OF EXCERPTS BY T I T L E

• TITLE=RCMEC AND J U L I E T  —

101

ORCH

MONTREAL 
ROCHESTER 
SYRACUSE 
MONTREAL 
SAN ANTONIO 
S T ,  LOUIS 
SYRACUSE 
VANCOUVER

INSTRU

SNARE DRUM 
SNARE DRUM 
BASS DRUM 
CYMBALS 
CYMBALS 
CYMBALS 
CYMBALS 
CYMBALS

COMPOSER

PROKOFIE V
PROKOFIEV
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY
TCHAIKOVSKY

 TITLE=ROMEO AND JU L IE T  OVERTURE

ORCH

ATLANTA
DETROIT
HONOLULU
INDIANAPOLIS
MILWAUKEE
NEW ORLEANS
ATLANTA
BALTIMORE
BOSTON
CINCINNATI
DALLAS
DENVER
DETROIT ,
HONOLULU
HOUSTON
INDIANAPOLIS
M ILW AUKEE
NAT 1ONAL
NEW JERSEY
NEW ORLEANS
NORTH CAROLINA
PITTSBURGH
SAN FRANCISCO

I N S T R U

BASS DRUM
BASS DRUM
BASS DRUM
BASS DRUM
BASS DRUM
BASS DRUM
CYMBALS
CY MBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS
CYMBALS

COMPOSER

TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAI KOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY 
TCHAIKOVSKY

OJ
K)



ORCH

L I S T  OF EXCERPTS BY T I T L E

T I T L E = R U S S 1 A N  EASTER OVERTURE -

INSTRU COMPOSER

BUFFALO 
CHICAGO 
NEW ORLEANS

BELLS RIMSKY-KORSAKOV
BELLS RIMSKY-KORSAKOV
BELLS RIMSKY-KORSAKOV

1 02

ORCH

MONTREAL

T ITLE=SALOME 

INSTRU 

XYLOPHONE

COMPOSER

STRAUSS

TITLE=SCHEHERAZAOE - -

ORCH

HOUSTON
ATLANTA
BALTIMORE
BOSTON
BUFFALO
CINCINNATI
DALLAS
DENVER
DETROIT
HONOLULU
HOUSTON
INDIANAPOLIS
MONTREAL
NATIONAL
NEW ORLEANS
PHILADELPHIA
PITTSBURGH
SAN ANTONIO
SAN FRANCISCO
VANCOUVER
BUFFALO
DALLAS
DETROIT
HONOLULU
MILWAUKEE
NATIONAL

INSTRU

BASS DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
TAMBOURINE 
TAMOOURINE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE

COMPOSER

RIMSKY
RIMSKY-
RIMSKY
RIMSKY-
RIMSKY-
RIMSKY-
RIMSKY-
R IMSKY-
RIMSKY-
R IMSKY-
RIMSKY-
RIMSKY-
KIMSKY-
RIMSKY-
R IMSKY-
F IMSKY-
RIMSKY-
RIMSKY-
RIMSKY-
R IMSKY-
RIMSKY-
RIMSKY-
RIMSKY-
RIMSKY-
RIMSKY-
RIMSKY-

■KORSAKOV 
KORSAKOV 
KORSAKOV 
KORSAKOV 

•KORSAKOV 
•KORSAKOV 
■KORSAKOV 
•KORSAKOV 
KORSAKOV 
KORSAKOV 
KORSAKOV 

•KORSAKOV 
•KORSAKOV 
•KORSAKOV 
KORSAKOV 
•KORSAKOV 
KORSAKOV 
•KORSAKOV 
KORSAKOV 
KORSAKOV 
•KORS AKOV 
KORSAKOV 
KORSAKOV 
•KORSAKOV 
KORSAKOV KORS AKOV

CM
Cri
CM



L I S T  OF E XCE RP TS  BY T I T L E

 T I T L E = S C H E H E R A Z A D E -------

1 0 3

ORCH

NORTH CAROLINA 
S T .  LOUIS 
VANCOUVER 
DETROlT 
MILWAUKEE 
ST.  LOUIS

INSTRU

TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TRIANGLE 
TR lANGLE 
TRIANGLE

COMPOSER

R IMSKY -KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
fi IMSKY-KORSAKOV

------------T ITLE=SCHEHERAZADE{4TH MOVEMEN T)-----------

ORCH INSTRU COMPOSER

CINCINNATI TAMBOURINE RIMSKY-KORSAKOV

ORCH

ATLANTA

T ITLE=SCHELOMO 

INSTRU 

SNARE DRUM

COMPOSER

ELOCH

 TITLE=SCRAPE T E C H N I Q U E -------

ORCH INSTRU COMPOSER

ATLANTA CYMBALS ANY

  -------------- T ITLE=SCYTHIAN S U I T E ----------------------

ORCH INSTRU COMPOSER

NORTH CAROLINA XYLOPHONE PROKOFIEV

- -  TTTLE=SEPT HAIKAI (HAMANAKA MOVEMENT) 

ORCH INSTRU CCMPOSER

MONTREAL MALLETS MESSIAEN
t n



L I S T  OF EXC ER PTS  BY T I T L E

  T I T L E = S E R A G L 10 OVERTURE ----------

ORCH IN S T R U  CCWPOSER

MINNESOTA TRIANGLE MOZART

1 0 4

T ITLE =SER AG LIO OVERTURE( ABDUCT IO N ) 

ORCH INSTRU COMPOSER

NATIONAL TRIANGLE MCZART

TITLE=SEV EN STUDIES ON THEMES OF PAUL KLEE 

ORCH INSTRU COMPOSER

HOUSTON
SYRACUSE

VIBRAPHONE
VIBRAPHONE

SCHULLER
SCHULLER

---------------  T IT L E = S I E G F R I E D---------------

ORCH INSTRU COMPOSER

MONTREAL BELLS WAGNER

— T IT L E = S I E G F R I E D S  RHINE JOURNEY — 

ORCH INSTRU COMPOSER

CINCINNATI DELLS
INDIANAPOLIS BELLS
NEW ORLEANS BELLS

WAGNER
WAGNER
WAGNER

c n
On



L I S T  OF E X C ER PTS BY T I T L E

  T I T L E = S I G H T  READING -----

1 0 5

ORCH INSTRU COMPOSER

HOUSTON ALL ANY
NORTH CAROLINA ALL ANY
SYRACUSE ALL ANY
VANCOUVER ALL ANY
CHICAGO BELLS ANY
BUFFALO CHIMES ANY
CHICAGO CHIMES ANY
BUFFALO DRUM SET ANY
CHICAGO DRUM SET ANY
CINC INNAT I MULTI PFRC ANY
CHICAGO SNARE DRUM ANY
BUFFALO TIMPANI ANY
CHICAGO T IMPANI ANY
BUFFALO VIBRAPHONE ANY
CHICAGO VIBRAPHONE ANY
CHICAGO XYLOPHONE ANY

T IT L E = SIG H T  READING FROM THE SHOW OLIVER

ORCH INSTRU COMPOSER

NEW ORLEANS XYLOPHONE

C — C  T K I ^ I  CT C T D D l f ' CC — O  i N  Ü L  c .  o  I H U N C l

ORCH INSTRU COMPOSER

CINCINNATI BASS DRUM ANY
CINCINNATI TAMBOURINE ANY

T 1T L E = S IX  P IE C E S  FCR ORCHESTRA

ORCH 

S T .  LO UIS

INSTRU

BELLS

COMPOSER

WEBERN
CM
Cn
o\



L I S T  OF E X C E R P T S  BY T I T L E
C T O n i ^ F C  _ _ _ _ _ _ _ _ _ _ _ _ _

1 0 6

Cl N L / w  1 U

ORCH I N S T R U COMPOSER

P H I L A D E L P H I A BASS DRUM 

i i M  c n i  n  DF V

ANY

n i i D  n - i n t r F  _  _ _ _ _ _ _ _ _ _U  M O w l a U  U P  T U U K  u n u i v c  _ _ _ _ _ _ _ _ _

ORCH I N S T R U COMPOSER

BOSTON SNARE DRUM ANY

T I T L E - S n C T T  .  rn tr c  nfsJ  AKJU r  1 f

ORCH I N S T R U COMPOSER

P H I L A O E L P H I A BA S S  DRUM ANY

r C T O C L )  # G  A D D O F K i T  t n r  _ _ _ _ _ _ _  _ _  __L c H c H " a  A K H K

ORCH I N S T R U COMPOSER

ATLANTA B E L L S DUKAS
BALTIMORE B E L L S DUKAS
BOSTON B E L L S DUKAS
BUFFALO B E L L S DUKAS
CH ICA GO B E L L S DUKAS
C I N C I N N A T I B E L L S DUKAS
DALLAS B E L L S DUKAS
DENVER B E L L S DUKAS
D E T R O I T B E L L S DUKAS
HONOLULU B E L L S DUKAS
HOUSTON B E L L S DUKAS
I N D I A N A P O L I S B E L L S DUKAS
MONTREAL B E L L S DUKAS
N A TIO NAL D E L L S DUKAS
NEW J E R S E Y B E L L S DUKAS
NEW O RL EA NS B E L L S DUKAS
NORTH CA R O L IN A B E L L S DUKAS
P H I L A D E L P H I A B E L L S DUKAS
P I T T S B U R G H B E L L S DUKAS
SAN ANTONIO B E L L S DUKAS
SAN F R A N C I S C O B E L L S DUKAS

w
c n



L I S T  OF EXCERPTS BY T I T L E  1 0 7

— TITLE=SORCERER*S APPRENTICE -----------------------------------------------------------

ORCH INSTRU COMPOSER

S T .  LO U I S  BELLS DUKAS
SYRACUSE BELLS DUKAS
VANCOUVER BELLS DUKAS

-----------------------  T IT L E = S P A I N I S H  CAPRICE ----------------------

ORCH INSTRU COMPOSER

DETROIT CASTANETS RIMSKY-KORSAKOV

TITLE=STANDARD CCNCERTCS FOR ORCHESTRA!GOLDE 

ORCH INSTRU COMPOSER

MONTREAL ALL ANY

  TITLE =STA R5 AND S T R I P E S -------------

ORCH INSTRU COMPOSER

BUFFALO BASS DRUM SOUSA
BUFFALO CYMBALS SOUSA
BUFFALO SNARE DRUM SOUSA
CHICAGO SNARE DRUM SOUSA
CINC INNAT I SNARE DRUM SOUSA

  TITLE=STEADY TEMPO--------------------

ORCH INSTRU COMPOSER

CIN CINN ATI BASS DRUM ANY

TITLE=SUSPENDED CYMBALS

ORCH INSTRU COMPOSER w
In

PHILADELPHIA CYMBALS ANY °°



L IS T  OP EXCERPTS BY T I T L E  108

-  TITLE=SUSPENOED CYMBALS ROLLS ---------------------------------------------------------

ORCH INSTRU COMPOSER

CINCINNATI CYMBALS ANY

  TITLE=SWAN LAKE----------------------

ORCH INSTRU COMPOSER

NEW ORLEANS BD-CYM TCHAIKOVSKY
ROCHESTER BD-CYM TCHAIKOVSKY

-----------  TITLE=SWAN LAKE( CZARDAS) -------------

ORCH INSTRU COMPOSER

SAN ANTONIO CYMBALS TCHAIKOVSKY

TITLE=SWING 3 / 4  AND 4 / 4  USING BRUSHES 

ORCH INSTRU COMPOSER

HONOLULU DRUM SET ANY

 TITLE =SW IS H T E C H N I Q U E -------

ORCH INSTRU COMPOSER

ATLANTA CYMBALS ANY

  T1TLE=SYMPH0NIC METAMORPHOSIS --------------------------------------------------------

ORCH INSTRU COMPOSER

DETROIT ' MALLETS HINDEMITH
BUFFALO TIMPANI HINDEMITH
NATIONAL TIMPANI HINDEMITH
NEW JERSEY TIMPANI HINDEMITH oj
PITTSBURGH TIMPANI HINDEMITH ^
SAN ANTONIO TIMPANI HINDEMITH ^



L I S T  OF EXCERPTS BY T I T L E

TITLE=SY MPH ON IC  METAMORPHOSIS,  2ND MOVEMENT

ORCH INSTRU COMPOSER

MINNESOTA TIMPANI HINDEMITH

1 0 9

  TITLE=SYMPHONI E F A N T A S T I Q U E -------

ORCH INSTRU COMPOSER

BUFFALO
NEW JERSEY
PITTSBURGH
ROCHESTER
MONTREAL
MONTREAL
SAN ANTONIO

BASS DRUM 
BASS DRUM 
BASS DRUM 
BASS DRUM 
CHIMES 
TIMP AN I 
TIMPANl

BERLI OZ 
BERLIOZ 
BERL lOZ 
BERLIOZ 
BERLIOZ 
BERLIOZ 
BERLIOZ

T I T L E = SYMPHONIE FANTASTIQUE(LAST MOVEMENT) 

ORCH INSTRU COMPOSER

DENVER BASS DRUM BERLIOZ

ORCH

At l a n t a '
SYRACUSE

T ITLE=SYMPH0NY IN D M I N O R -------

INSTRU COMPOSER

VIBRAPHONE
VIBRAPHONE

WILLIAMS, R . V .  
WILLIAMS, R . V .

ORCH

TITLE=SYMPHONY NO. 1 -------------

INSTRU COMPOSER

SAN FRANCISCO
SAN ANTONIO ’
SYRACUSE
BUFFALO
NATIONAL
M ONT BEAL
MONTREAL

TIMPANI 
TIMPANI 
TIMPANI 
BASS DRUM 
BASS DRUM 
BD-CYM 
T IMPANI

BEETHOVEN
ERAHMS
BRAHMS
MAHLER
MAHLER
MAHLER
MAHLER

ON
o



L I S T  OF EXCEHPTS BY T I T L E

----------------  TITLE=SYMPHCNV NO.  1 ----------------

ORCH INSTRU COMPOSER

VANCOUVER TIMPANI SHOSTAKOVICH

1 1 0

 T ITLE=SYMPHONY NC. 1 ( I V ) ---------

ORCH INSTRU COMPOSER

NEW JERSEY 
PITTSBURGH

TIMPANI 
TIMPANI

SHOSTAKOVICH
SHOSTAKOVICH

-----------  TITLE=SYMPHONY NO. 11--------------

ORCH INSTRU COMPOSER

SYRACUSE XYLOPHONE COWELL

  TITLE=SYMPHONY NO. 2 -------------

ORCH INSTRU COMPOSER

BOSTON TAMBOURINE PROKOFIEV

SYMPHONY NO, 3

ORCH INSTRU COMPOSER

SAN ANTONIO T IMPANI BEETHOVEN
BALTIMORE BASS DRUM MAHLER
NORTH CAROLINA BASS DRUM MAHLER
ATLANTA SNARE DRUM SCHUMAN
BALTIMORE SNARE DRUM SCHUMAN
BUFFALO SNARE DRUM SCHUMAN
DENVER SNARE DRUM SCHUMAN
HONOLULU ' ' SNARE DRUM SCHUMAN
HOUSTON SNARE DRUM SCHUMAN
1 NOIANAPOLIS SNARE DRUM SCHUMAN
MONTREAL SNARE DRUM SCHUMAN
NATIONAL SNARE DRUM SCHUMAN
NORTH CAROLINA SNARE DRUM SCHUMAN

0\



L I S T  OF EXC ERPTS BY T I T L E

  TITLE=SYMPHONY NO.  3 -----------------

ORCH INSTRU COMPOSER

PITTSRURGH
SYRACUSE
HOUSTON

SNARE DRUM 
SNARE DRUM 
XYLOPHONE

SCHUMAN
SCHUMAN
SCHUMAN

I 1 1

•—   TITL E = SYMPHONY NO. 3 ( 1 )  -----------

ORCH INSTRU COMPOSER

NEW JERSEY BASS DRUM MAHLER

  TITLE=SYMPHONY NO.

ORCH INSTRU

SAN FRANCISCO TIMPANI

3 9 ------- ------

COMPOSER

MOZART

T ITLE=SYMPHONY NO,

ORCH INSTRU COMPOSER

BUFFALO TIMPANI ERAHMS
NATIONAL TIMPANI BRAHMS
BALTIMORE TRIANGLE ERAHMS
BUFFALO . TRIANGLE ERAHMS
CHICAGO TR lANGLE BRAHMS
CINCINNATI TRIANGLE ERAHMS
DALLAS TRIANGLE BRAHMS
DENVER TRIANGLE ERAHMS
NATI ONAL TR lANGLE BRAHMS
NEW JERSEY TR lANGLE BRAHMS
PITTSBURGH TRIANGLE ERAHMS
SAN FRANCISCO TRIANGLE BRAHMS
VANCOUVER TRIANGLE ERAHMS
SAN ANTONIO ' TIMPANI MENDELSSOHN
ATLANTA BASS DRUM TCHAIKOVSKY
BALTIMORE BASS DRUM TCHAIKOVSKY
HONOLULU BASS DRUM TCHAIKOVSKY
INDIANAPOLIS BASS DRUM TCHAIKOVSKY
MILWAUKEE BASS DRUM TCHAIKOVSKY

i j j
(3\
IvJ



L I S T  OF EXCEHPTS BY T I T L E

— TITLE=SYMPHCNY NO. 4 -----

1 12

ORCH INSTRU COMPOSER

NEW ORLEANS BASS DRUM TCHAIKOVSKY
ATLANTA CYMBALS TCHAIKOVSKY
BALTIMORE CYMBALS TCHAIKOVSKY
BOSTON CYMBALS TCHAIKOVSKY
CINCINNATI CYMBALS TCHAIKOVSKY
DALLAS CYMBALS TCHAIKOVSKY
DENVER CYMBALS TCHAIKOVSKY
HONOLULU CYMBALS TCHAIKOVSKY
HOUSTON CYMBALS TCHAIKOVSKY
INDIANAPOLIS CYMBALS TCHAIKOVSKY
M ILWAUKEE CYMBALS TCHAIKOVSKY
MONTREAL CYMBALS TCHAIKOVSKY
NEW ORLEANS CYMBALS TCHAIKOVSKY
NORTH CAROLINA CYMBALS TCHAIKOVSKY
PHILADELPHIA CYMBALS TCHAIKOVSKY
SAN FRANCISCO CYMBALS TCHAIKOVSKY
VANCOUVER CYMBALS TCHAIKOVSKY
BUFFALO TIMPAN I TCHAIKOVSKY
NATIONAL TIMPANI TCHAIKOVSKY
SAN FRANCISCO TIMPANI TCHAIKOVSKY
SYRACUSE TIMPANI TCHAIKOVSKY
A TLANTA TRIANGLE TCHAIKOVSKY

  TITLE=SYMPHONY NO. 4 < 1 )  -------

ORCH INSTRU COMPOSER

NEW JERSEY 
PITTSBURGH

TIMPANI
TIMPANI

TCHAIKOVSKY
TCHAIKOVSKY



L I S T  OF  EXCERPTS BY T I T L E

—  TI t LE=SYMP HONY NO.  5  -----

1 13

ORCH

SAN ANTONIO
SAN FRANCISCO
BUFFALO
NAT lONAL
MONTREAL
NORTH CAROLINA
PITTSBURGH
DETROIT
DETROIT
MONTREAL
NATIONAL
BUFFALO
NATIONAL
DETROIT

INSTRU

TIMPANI 
T IMPANI 
TIMPANI 
TIMPANI 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
BASS DRUM 
CYMBALS 
SNARE DRUM 
SNARE DRUM 
WOOD BLOCK 
WOOD BLOCK 
SNARE DRUM

COMPOSER

BEETHOVEN
BEETHOVEN
MAHLER
MAHLER
NIELSEN
NIELSEN
NIELSEN
PROKOFIEV
PROKOFIEV
PROKOFIEV
PROKOFIEV
PROKOFIEV
PROKOFIEV
SHOSTAKOVICH

 TIT LE = SYMPHONY NO. 5  ( S C H E R Z O ) -------

ORCH INSTRU COMPOSER

SAN FRANCISCO BASS DRUM MAHLER

ORCH

TITLE=SYMPHCNY NO. 6  ---------------

INSTRU COMPOSER

MONTREAL 
NORTH CAROLINA 
MONTREAL 
HONOLULU 
CINCINNATI

BASS DRUM 
BASS DRUM 
CYMBALS 
TR lANGLE 
CYMBALS

PROKOFIEV
PROKOFIEV
PROKOFIEV
PROKOFIEV
TCHAIKOVSKY

w
ON



L I S T  OF EXCERPTS BY T I T L E

— TITLE=SYMPHONY NO. 7  -----

1 1 4

ORCH

BUFFALO
MINNESOTA
NATIONAL
SAN ANTONIO
MONTREAL
MONTREAL

INSTRU

TIMPAN I
TIMPANI
TIMPANI
TIMPANI
SNARE DRUM
XYLOPHONE

COMPOSER

BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
ShOSTAKOVICH
SHOSTAKOVICH

— TITLE=SYMPHUNY NO. B ( I V )  -------

ORCH INSTRU COMPOSER

NEW JERSEY 
PITTSBURGH

TIMPANI
TIMPANI

BEETHOVEN
BEETHOVEN

TITLE=SYMPHONY NO. 9

ORCH

BUFFALO 
MINNESOTA 
SAN ANTONIO 
SAN FRANCISCO 
SYRACUSE 
ATLANTA

INSTRU

T IMPANI 
TIMPANI 
TIMPANI 
TIMPANI 
T IMPANI 
TRIANGLE

COMPOSER

EEETHOVEN 
BEETHOVEN 
BEETHOVEN 
BEETHOVEN 
BEETMOVEN 
BEETHOVEN

TITLE=SYMPHONY NO.

ORCH

NEW JERSEY 
PITTSBURGH

INSTRU

TIMPANI 
TIMPANI

9 (  I ) ---------

COMPOSER

BEETHOV EN 
BEETHOVEN

TITUE=SYMPHONY NO. 9 ( 1 1 )

ORCH

NEW JERSEY 
PITTSBURGH

INSTRU

TIMPANI 
TIMPANI

COMPOSER

BEETHOVEN
BEETHOVEN

CM
o\
Ln
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  TITLE=TANGG STYLE------------------------------------------------------------------------

ORCH INSTRU COMPOSER

HONOLULU DRUM SET ANY

  TITLE=TANNHAUSER(BACCHANALE) -----

CRCH INSTRU COMPOSER

DALLAS CASTANETS WAGNER
HONOLULU CASTANETS WAGNER
MONTREAL CASTANETS WAGNER
VANCOUVER CASTANETS WAGNER

-----------  TITLE=TANNHAUSER(DER VENUSBERG) -----------

ORCH INSTRU COMPOSER

BOSTON CASTANETS WAGNER
NEW JERSEY CASTANETS WAGNER

TITLE =TECH 8 0  CYM ACC-PAGE 3 5 # FIRST 2 0  BARS 

ORCH INSTRU COMPOSER

DALLAS GASS DRUM PAYSON

-------------  TITLE=TECH BD CYM ACC-PAGE 4 6  ---------------------------------------------------------

ORCH INSTRU COMPOSER

DALLAS CYMBALS PAYSON

TITLE=TECH BO CYM ACC-PAGE 8 . N O .  4 , 1 7  BARS --------------------------------------------

ORCH INSTRU COMPOSER

DALLAS TRIANGLE PAYSON wON
ON



L I S T  OF EXCERPTS OY T I T L E  1 1 6

- -  T I T L E = T E C H  BD CYM A CC -P A G ES 10  AND I I  ---------------------------------------------------

ORCH INSTRU CCNFOSER

DALLAS TAMBOURINE PAYSON

  TITLE=THE MAGIC FLUTE ---------

ORCH INSTRU COMPOSER

DALLAS DELLS MOZART
HONOLULU DELLS MCZART
MONTREAL DELLS MOZART
SYRACUSE DELLS MOZART
VANCOUVER BELLS MOZART

------ TITLE=THE PLANETS ------------------------------------ — -

ORCH INSTRU COMPOSER

HOUSTON TIMPANI HCLST

TITLE=THREE AND/OR FOUR HAMMER TECHNIQUE 

ORCH INSTRU COMPOSER

CINCINNATI MALLETS ANY

TITLE=THREE PIE CES FCR ORCHESTRA 

ORCH INSTRU COMPOSER

S T .  LOUIS  DELLS BERG

------------------------ TITLE=THUMD R O L L -------------- ------------------------------------------------------------

CRCH INSTRU COMPOSER

PHILADELPHIA TAMBOURINE ANY wON



L I S T  OF EXCE RPT S BY T I T L E

-------------- T ITLE=THUNOERER M A R C H ------------

ORCH INSTRU COMPOSER

ATLANTA SNARE DRUM SOUSA

1 1 7

 T I T L E = T I L  Ê U L E N S P I E G E L ---------

ORCH INSTRU COMPOSER

MINNESOTA TIMPANI STRAUSS

ORCH

MONTREAL

T I T L E = T U S C A ------------------

INSTRU COMPOSER

CHIMES PUCCINI

TITLE=TRIANA FROM IBERIA SUITE 

ORCH INSTRU COMPOSER

SYRACUSE BELLS ALBENI2

-------------------------- T IT L E = T R I L L

PRCH INSTRU

PHILADELPHIA BELLS

COMPOSER

ANY

ORCH

TITLE=TUB8Y THE TUBA ----------------

INSTRU COMPOSER

BUFFALO 
CHICAGO ' ’
HONOLULU 
NEW ORLEANS

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

KLEINSINGER 
KLEINSINGER 
KLEINSINGER 
KLEINSINGER

1/1
o\oo



L I S T  OF EXCERPTS BY T I T L E

-----------------  TITLE=TUNING ------------------

ORCH INSTRU COMPOSER

BUFFALO TIMPANI ANY

lie

------------- TITLE=USE OF THE THUMB----------------

ORCH INSTRU COMPOSER

CINCINNATI  TAMBOURINE ANY

---------  TITLE=VARIATIONS ON AMERICA-----------

ORCH INSTRU COMPOSER

HONOLULU XYLOPHONE IVES-SCHUMAN

 T I T L E = V I U L I N  CONCER TO ------------

ORCH INSTRU COMPOSER

BUFFALO
MINNESOTA
NAT IONAL
NEW JERSEY
PITTSBURGH
BUFFALO
CHICAGO

TIMPANI 
TIMPANI 
TIMPAN I 
TIMPANI 
TIMPANI 
BELLS 
BELLS

BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
BEETHOVEN
GLAZOUNOV
GLAZOUNOV

ORCH

T ITLE=WALDWEBEN---------------

INSTRU COMPOSER

BALTIMORE 
NAT IONAL

BELLS
BELLS

WAGNER
WAGNER

 TITLE=WALTZ S T Y L E ----------------

ORCH INSTRU COMPOSER w
ON
ID



L I S T  OF E X C E R P T S  BY T I T L E
 TITLE=WALTZ S T Y L E ----------------

ORCH INSTRU COMPOSER

HONOLULU DRUM SET ANY

1 19

------------------  TITLE=WA3 REQUIEM ----------------

ORCH INSTRU COMPOSER

S T .  LOUIS BASS DRUM BRITTEN

— TITLE=W ILLIAM TELL OVERTURE - 

ORCH INSTRU COMPOSER

ATLANTA CYMBALS R O S S I N I

TIT LE=  YOUNG PERSONS GUIDE TO THE ORCHESTRA 

ORCH INSTRU COMPOSER

MINNESOTA 
VANCOUVER 
ATL ANT A 
HONOLULU 
NEW ORLEANS 
S T .  LOUIS

ALL
TIMPANI
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

BRITTEN 
BRITTEN  
B R I TTEN 
BRITTEN 
B R I TTEN 
BRITTEN

--------------- T IT L E = Z A R A T H U S T R A ----------------

ORCH INSTRU COMPOSER

MONTREAL TIMPANI STRAUSS

Lhl
O
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------------------------- O R C H = -------------------------------------------------------------------------------------------

INSTRU COMPOSER TITLE



L I S T  O F  E X C E R P T S  B Y  O R C H E S T R A
----------  O R C H = A T L A N T A  -----------

121

INSTRU COMPOSER T ITLE

BASS DRUM ANY ROLL S.  LOUD
BASS DRUM ANY ROLLS,  SOFT
BA SS DRUM STRAVINSKY LE SACRE DU PRINTEMPS
BASS DRUM TCHAIKOVSKY ROMEO AND JULI ET OVERTURE
BASS DRUM TCHAIKOVSKY SYMPHONY NO.  4
BELLS DUKAS SORCERER'S APPRENTICE
BELLS KODALY HARY JANOS SUITE
DELLS STRAVINSKY PETROUCHKA
CAST AN ETS DEBUSSY IB E R IA
CASTANETS RIMSKY-KORSAKDV CAPRICCIO ESPAGNOL
CYMBALS ANY CRASHES,  SE R IE S  OF LOUD
CYMBALS ANY CRASHES,  S E R I E S  OF QUIET
CYMBALS ANY SCRAPE TECHNIQUE
CYMBALS ANY SWISH TECHNIQUE
CYMBALS BERLIOZ ROMAN CARNIVAL OVERTURE
CYMBALS DEBUSSY LA MER
CYMBALS R O S S IN I WILLIAM TELL OVERTURE
CYMBALS TCHAIKOVSKY ROMEO AND JULIET OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY NO. 4
MALLETS ANY ANY EXCERPT IN GOLDENBERG COLLECTION
MALLETS ANY PREPARED SOLO
MALLETS ANY PREPARED 4 MALLET SOLO
SNARE DRUM ABEL READING FROM 20TH CENTURY ORCHESTRA
SNARE DRUM ANY R O L L S,  ALL DYNAMICS
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM BLCCH SCHELOMO
SNARE DRUM GOLDENBE.RG ETUDE IN 7 / 4
SNARE DRUM GOLDENBERG READING FROM GOLDENBERG ETUDES
SNARE DRUM R IMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM R IMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM SCHUMAN SYMPHONY NO,  3
SNARE DRUM SOUSA THUNDERER MARCH
TAMBOURINE BERLIOZ ROMAN CARNIVAL OVERTURE
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE TCHAIKOVSKY NUTCRACKER( CANSE ARABE)
TR lANGLE BEETHOVEN SYMPHONY NO.  9
TRIANGLE BERLIOZ ' ' ROMAN CARNIVAL OVERTURE
TRIANGLE TCHAIKOVSKY SYMPHONY N O .  4
V IBRAPHONE WILLIAMS* R . V . SYMPHONY IN 0  MINOR
XYLOPHONE BRITTEN YOUNG PERSONS GUIDE TO THE ORCHESTRA
XYLOPHONE■ COPLAND HCE DCWN FRCM RODEO
XYLOPHONE GERSHW IN AN AMERICAN IN P A R I S

ST

CM

tv)



INSTRU

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

L I S T  O F  E X C E R P T S  OY O R C H E S T R A
----------  O R C H = A T L A N T A  -----------

1 2 2

COMPOSER

GERSHW IN
KABALEVSKY
KODALY
SAI NT- SA ËN S
SHOSTAKOVICH
STRAVINSKY
STRAVINSKY

TITLE

PORGY AND BESS
COLAS BREUGNON OVERTURE
HARY JANOS SUITE
DANCE MACABRE
POLKA FROM THE GOLDEN AGE
LES NOCES
PETROUCHKA

ORCH=DALT IMORE

INSTRU COMPOSER TITLE

BASS DRUM ANY LOUD AND SOFT NOTES FCR TONE
BASS DRUM MAHLER SYMPHONY NO. 3
BASS DRUM TCHAIKOVSKY SYMPHONY hO. 4
BASS DRUM VERD I REQUIEM
BELLS DEBUSSY LA MER
BELLS DUKAS SORCERER'S APPRENTICE
BELLS RAVEL MOTHER GOOSE SUI TE
BELLS RESPIGHI PINES OF ROME
BELLS TCHAIKOVSKY CAPRICCIO ITALIEN
BELLS WAGNER WALDWE8EN
CYMBALS ANY QUARTER N O T E S ( P P P - F F F - P P P ) 6  BARS
CYMBALS ENESCO ROMANIAN RHAPSODY NO. I
CYMBALS MOUSSORGSKY A NIGHT CN BALD MOUNTAIN
CYMBALS RACHMANINOFF PIANO CONCERTO NO. 2
CYMBALS S I B E L I U S FINL ANDI A
CYMBALS TCHAI KOVSKY ROMEO AND J UL IE T OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY NO. 4
SNARE DRUM ANY ROLLS
SNARE DRUM BARTOK CONCERTO FCR ORCHESTRA
SNARE DRUM PROKOFIEV LT .  KI JE  SUITE
SNARE DRUM PROKOFIEV PETER AND THE WOLF
SNARE DRUM RAVEL BOLERO
SNARE DRUM RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM RIMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM SCHUMAN SYMPHONY NO. 3
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOUR INE TCHAIKOVSKY NUTCRACKEFIDANSE ARABE)
TAMBOURINE TCHAIKOVSKY NUTCRACKERI TREPAK)
TRI ANGLE BRAHMS SYMPHONY NO. 4



LIST OF E X C E R P T S  OY O R C H E S T R A 123
LTI M O R E------------------------------------------------------------

INSTRU COMPOSER T ITLE

TRI ANGLE LISZT PIANO CONCERTO N O .  I
XYLOPHONE GERSHWIN AN AMERICAN IN PARIS
XYLOPHONE GERSHW IN PORGY AND BE S S
XYLOPHONE KHACHATURIAN GAYNE BALLET
XYLOPHONE KODALY HARY JANOS SU ITE
XYLOPHONE RAVEL MOTHER GOOSE SUITE
XYLOPHONE SHOSTAKOVICH POLKA FRCM THE GOLDEN AGE

ORCH- w U O  1 Ur# -•-• —  ■-I.-*-. — —  —  —  —  —  —  —  — —

INSTRU COMPOSER TITLE

BD-CYM STRAVlNSKY PETROUCHKA
BELLS DUKAS SORCERER'S APPRENTICE
CASTANETS DEBUSSY IB E R IA
CASTANETS WAGNER TANNHAUSERIDER VENUSBERG)
CYMBALS KODALY HARY JANOS SU ITE
CYMBALS MOUSSORGSKY A NIGHT CN BALD MOUNTAIN
CY MBALS STRAVINSKY PETROUCHKA
CYMBALS TCHAIKOVSKY ROMEO AND J U L IE T  OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY NO. 4
MALLETS ANY MALLET SCLO OF YOUR CHOICE
SNARE DRUM ANY SNARE DRUM SOLO OF YOUR CHOICE
SNARE DRUM DEBUSSY IBERIA
SNARE DRUM RIMSKY-KORSAKOV SCHEHERAZADE
TAMBOURINE DEBUSSY IBER IA
TAMBOURINE PROKOFIEV SYMPHONY NO. 2
XYLOPHONE GERSHWIN PORGY AND DESS

INSTRU

BASS DRUM 
BASS DRUM 
BASS DRUM 
BASS DRUM 
BASS DRUM 
BD-CYM 
BELLS

COMPOSER

BERLIOZ  
MAHLER ■ '
MOUSSORGSKY 
SOUSA
STRAVINSKY
STRAVINSKY
DEBUSSY

CRCH= BUFFALO 

TI TLE

SYMPHONIE FANTASTIQUE
SYMPHONY N O .  1
A NIGHT ON BALD MOUNTAIN
STARS AND ST RIPES
LE SACRE DU PRINTEMPS
PETROUCHKA
LA MER 4̂
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INSTRU COMPOSER TITLE

BELLS DEL IDES LAKME, BELL SONG
BELLS DUKAS SORCERER'S APPRENTICE
BELLS GLAZOUNOV VIOLI N CONCERTO
BELLS KODALY HARY JANOS SUITE
BELLS RESPIGHI P I N E S  OF ROME
DELLS RIMSKY-KORSAKOV RUSSIAN EASTER OVERTURE
BELLS SCRIABIN POEM OF ECSTASY
BELLS TCHAIKOVSKY LA BELLE AU BOIS DORMANT!S ,  BEAUTY)
BELLS WAGNER DANCE OF THE APPRENT I C E S { M'SINGER )
BELLS WAGNER FOREST MURMERS
CASTANETS PROKOFIEV PIANO CONCERTO N O .  3
CHIMES ANY SIGHT READING
CYMBALS MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
CYMBALS SOUSA STARS AND ST R IP E S
CYMBALS STRAVINSKY PETROUCHKA
DRUM SET ANY JAZZ SYTLE
DRUM SET ANY LATIN STYLE
DRUM SET ANY ROCK STYLE
DRUM SET ANY SIGHT READING
SNARE DRUM BARTOK CONCERTO FCR ORCHESTRA
SNARE DRUM KODALY HARY JANOS SUITE
SNARE DRUM NIELSEN CLARINET CCNCERTO
SNARE DRUM PROKOFIEV LT .  K IJ E  SUITE
SNARE DRUM RAVEL BOLERO
SNARE DRUM R IMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM R IMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM ROSSI NI, LA GAZZA LACRA
SNARE DRUM SCHUMAN SYMPHONY NO,  3
SNARE DRUM SOUSA STARS AND S T R IP E S
SNARE DRUM VARESE lONI ZATION
TAMBOURINE BERLlOZ ROMAN CARNIVAL OVERTURE
TAMBOURINE BORODIN PRINCE IGORCPOLOVETZIAN DANCES)
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE RIMSKY-KORSAKOV SCHEHERAZADE
TAMBOUR!NE TCHAIKOVSKY NUTCRACKER(TREPAK)
TIMPANI ANY SIGHT READING
TIMPANI ANY ’ ' TUNING
TIMPANI BEETHOVEN PIANO CONCERTO NO,  3
TIMPANI BEETHOVEN PIANO CONCERTO N O .  S
TIMPANI BEETHOVEN SYMPHONY N O .  7
T IMPANI • ■ BEETHOVEN SYMPHONY NO,  9
TIMPANI BEETHOVEN V IO L IN  CONCERTO

w
Cn
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INSTRU COMPOSER TITLE

TIMPANI BRAHMS SYMPHONY NO.  4
TIMPANI ELGAR ENIGMA VARIATIONS
TIMPANI HINOEM ITH SYMPHONIC METAMORPHOSIS
TIMPANI MAHLER SYMPHONY NO. 5
T IMPANI SCHUMAN NEW ENGLAND TRIPTYCH
TIMPANI STRAUSS BURLESQUE
TIMPANI STRAUSS DON JUAN
TIMPANI STRAVINSKY LE SACRE DU PRINTEMPS
TIMPANI TCHAIKOVSKY SYMPHONY NO. 4
TR I ANGLE BRAHMS SYMPHONY NO. 4
TRIANGLE LISZT PIANO CONCERTO N O .  I
VIBRAPHONE ANY SIGHT READING
WOOD BLOCK PROKOFIEV SYMPHONY NO. 5
XYLOPHONE COPLAND APPALACHIAN SPRING
XYLOPHONE GERSHWIN AN AMERICAN IN P A R I S
XYLOPHONE GERSHW IN PORGY AND BESS
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE
XYLOPHONE KADALEVSKY GALOPING COMEDIANS
XYLOPHONE KLEINSINGER TUBBY THE TUBA
XYLOPHONE KODALY HARY JANOS SUITE
XYLOPHONE SHOSTAKOVICH POLKA FROM THE GOLDEN AGE
XYLOPHONE STRAVlNSKY LES NOCES

QRCH=CHICAGO

INSTRU- COMPOSER TITLE

BASS DRUM MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
BD-CYM STRAVINSKY PETROUCHKA
BELLS ANY SIGHT READING
BELLS DEL IBES LAKME, BELL SONG
BELLS DUKAS SORCERER'S APPRENTICE
BELLS GLAZOUNOV VIO L IN  CONCERTO
BELLS RESP IGHI PI NES OF ROME
BELLS RIMSKY-KORSAKOV RUSSIAN EASTER OVERTURE
BELLS TCHAIKOVSKY' LA BELLE AU BOIS DORMANT(S. BEAUTY)
BELLS W AGNER DANCE OF THE A PP R E N T IC E S !M 'S IN G E R )
C A ISS E  ROU VARESE lONIZATION
CHIMES ANY SIGHT READING
CYMBALS • ANY CRASHES, SOFT REPEATED
CYMBALS MOUSSORGSKY A NIGHT ON BALD MOUNTAIN 0\
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INSTRU COMPOSER T ITLE

DRUM SET ANY JAZZ STYLE
DRUM SET ANY LATI N STYLE
DRUM SET ANY ROCK STYLE
DRUM SET ANY SIGHT READING
SNARE DRUM ANY SIGHT READING
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM KODALY HARY JANOS S UIT E
SNARE DRUM NIELSEN CLARINET CCNCERTO
SNARE DRUM PROKOFIEV L T .  K I J E  S U IT E !  BIRTH OF
SNARE DRUM RAVEL BOLERO
SNARE DRUM ROSS INI LA GAZZA LADRA
SNARE DRUM SOUSA STARS AND S TR IP ES
TAMBOUR MI VARESE IONIZAT ION
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE TCHAIKOVSKY NUTCRACKERITREPAK)
T IMPAN I ANY SIGHT READING
TRIANGLE BRAHMS SYMPHONY NO.  4
VIBRAPHONE ANY SIGHT READING
XYLOPHONE ANY SIGHT READING
XYLOPHONE COPLAND APPALACHIAN S PRI NG
XYLOPHONE GERSHWIN AN AMERICAN IN P A R I S
XYLOPHONE GERSHWIN PORGY AND BESS
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE
XYLOPHONE KABALEVSKY GALOPING COMEDIANS
XYLOPHONE KLEINSINGER TUBBY THE TUBA
XYLOPHONE KODALY HARY JANOS SUITE
XYLOPHONE STRAVINSKY LES NOCES

KIJE »

ORCH=CINCINNATI

INSTRU COMPOSER TI TLE

ALL ANY • GENERAL TECHNIQUES
ANY ANY PREPARED SOLO-OPTIONAL
BASS DRUM ANY DYNAMICS
BASS DRUM ANY • ' GENERAL TECHNIQUE
BASS DRUM ANY ROLLS
BASS DRUM ANY SINGLE STROKES
BASS DRUM ANY STEADY TEMPO
BASS DRUM MOUSSORGSKY PICTURES AT AN EX HIBIT ION
BASS DRUM STRAVl NSKY LE SACRE DU PRINTEMPS( 1 9 6 TO END)

'-j
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INSTRU COMPOSER TITLE

BASS DRUM TCHAIKOVSKY OVERTURE 1 6  12
BELLS DUKAS SORCERER'S APPRENTICE
BELLS STRAUSS DON JUAN
BELLS STRAVINSKY PETROUCHKA
BELLS WAGNER S IE G F R IE D S  RHINE JOURNEY
CYMBALS ANY CRASHES AT ANY DYNAMIC LEVEL
CYMBALS ANY EFFECTS
CYMBALS ANY GENERAL TECHNIQUE
CYMBALS ANY SUSPENDED CYMBALS ROLLS
CYMBALS . DEBUSSY NOCTURNES
CYMBALS ROSS INI OVERTURES
CYMBALS TCHAIKOVSKY ROMEO AND JULIET OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY NC.  4
CYMBALS TCHAIKOVSKY SYMPHONY N O .  6
DRUM SET ANY PREPARED SCLO-OPTlONAL
MALLETS ANY GENERAL TECHNIQUE
MALLETS ANY POSSIBLY A SIMPLE CHORD PROGRESSION
MALLETS ANY ROLLS ON TWO NOTES
MALLETS ANY THREE AND/OR FOUR HAMMER TECHNIQUE
MULTI PERC ANY SIGHT READING
SNARE DRUM ANY FLAMS
SNARE DRUM ANY GENERAL TECFNIQUE
SNARE DRUM ANY ROLLS
SNARE DRUM DEBUSSY FETES
SNARE DRUM R IMSKY-KORSAKOV CAPRICCIO ESPAGNOL(ALQORADA)
SNARE DRUM R IMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM ROSS INI, LA GAZZA LACRA
SNARE DRUM SOUSA ANY MARCH MATERIAL
SNARE DRUM SOUSA STARS AND ST R IP E S
TAMBOURINE ANY DYNAMICS
TAMBOURINE ANY GENERAL TECHNIQUE
TAMBOURINE ANY ROLLS
TAMBOURINE ANY SINGLE STROKES
TAMBOURINE ANY • USE OF THE THUMB
TAMBOURINE BERLIOZ ROMAN CARNIVAL OVERTURE
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE R IMSKY-KORSAKOV SCHEHERAZADE!4TH MOVEMENT)
TAMBOURINE TCHAIKOVSKY NUTCRACKER(CANSE RUSSE)
TAMBOURINE TCHAIKOVSKY NUTCRACKER( TREPAK)
TRIANGLE ANY FLAMS
TRI ANGL.E ANY GENERAL TECHNIQUE
TRIANGLE ANY ROLLS oo
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INSTRU COMPOSER T ITLE

TR lANGLE BERLIOZ ROMAN CARNIVAL OVERTURE
TRIANGLE BRAHMS SYMPHONY NO.  4
TR lANGLE L I S Z T PIANO CONCERTO NO. I
XYLOPHONE BARBER MEDEA'S MEDITATION AND DANCE OF VENGEA
XYLOPHONE GERSHWIN AN AMERICAN IN PARIS
XYLOPHONE GERSHWIN PORGY AND B E S S
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE
XYLOPHONE KHACHATURIAN GAYNE BALLET!DANCE OF THE ROSE MAIDENS
XYLOPHONE SHOSTAKOVICH POLKA FROM THE GOLDEN AGE
XYLOPHONE STRAVINSKY PETROUCHKA

INSTRU COMPOSER T IT LE

BASS DRUM PAYSON TECH BO CYM ACC-PAGE 3 5 .  FIR ST  2 0  BARS
BELLS DUKAS SORCERER'S APPRENTICE
BELLS L I S Z T HUNGARIAN RHAPSODY NO.  2
BELLS MOZART THE MAGIC FLUTE
BELLS RESPIGHI P I N E S  OF ROME
BELLS WAGNER DANCE OF THE APPRENTI C E S { M ' S I N G E R )
CASTANETS WAGNER TANNH AUSER( BACCHA NALE)
CYMBALS DEBUSSY LA ME R
CYMBALS DEBUSSY NOCTURNES(FETES)
CYMBALS MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
CYMBALS PAYSON TECH BO CYM ACC-^AGE 4 6
CYMBALS RACHMANlkOFF PIANO CONCERTO NO. 2
CYMBALS TCHAIKOVSKY ROMEO AND J U L I E T  OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY NO.  4
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM PROKOFIEV L T .  K I J E  S U I T E
SNARE DRUM RAVEL ALBORADA DEL GRACIOSO
SNARE DRUM RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM RlMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM ROSS INI LA GAZZA LADRA
TAMBOURINE BERLIOZ • < ROMAN CARNIVAL OVERTURE
TAMBOURINE BIZET CARMEN S U IT E
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE PAYSON TECH BD CYM ACC-PAGES 10 AND 11
TAMBOURINE R IMSKY-KORSAKOV SCHEHERAZADE
TAMBOURINE TCHAIKOVSKY NUTCRACKER

IX
to
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INSTRU COMPOSER TITLE

TRIANGLE BRAHMS SYMPHONY NO. 4
TRIANGLE DVORAK NEW WORLD SYMPHONY
TRIANGLE L ISZ T PIANO CCNCERTC NO.  1
TRIANGLE PAYSON TECH BD CYM ACC-PAGE 8 , NO. 4 . 1 7  BARS
XYLOPHONE COPLAND BILLY THE KI D  SU ITE
XYLOPHONE GERSHWIN PORGY AND BESS
XYLOPHONE KABALE VSKY COLAS BREUGNCN OVERTURE
XYLOPHONE KHACHATURIAN GAYNE BALLET!SABRE DANCE)
XYLOPHONE RAVEL MOTHER GOOSE SUITE
XYLOPHONE SHOSTAKOVICH POLKA FROM THE GOLDEN AGE

n  o  ^  PKJ v / I T D  ^  _

INSTRU COMPOSER T ITLE

BAS S DRUM BERLIOZ SYMPHONIE F ANTASTIQUE(LAST MOVEMENT)
BASS DRUM STRAVINSKY LE SACRE DU PRINTEMPS
BD-CYM STRAVINSKY PETROU CHKA
BELLS DEBUSSY LA MER
BELLS DUKAS SORCERER'S APPRENTICE
BELLS WAGNER DANCE OF THE APPRÊNTI C E S ( M'S I NGER)
CYMBALS TCHAIKOVSKY ROMEO AND JU L IE T  OVERTURE
CYMBALS TCHAI KOVSKY SYMPHONY NO.  4
DRUM SET ANY DISCO STYLE
DRUM SET ANY JAZZ STYLE
DRUM SET ANY LATIN STYLE
DRUM SET ANY ROCK STYLE
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM NI EL SEN CLARINET CONCERTO
SNARE DRUM PROKOFIEV L T .  K I J E  S U I T E
SNARE DRUM RAVEL BOLERO
SNARE DRUM RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM RIMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM SCHUMAN SYMPHONY NO.  3
TAMBOURINE DVORAK CARNIVAL OVERTURE
TR lANGLE BRAHMS • ' SYMPHONY N O .  4
TRIANGLE L ISZ T PIANO CONCERTO NO.  1
XYLOPHONE BARTOK MUSIC FOR S T R I N G S .  PERCUSSION AND CELE
XYLOPHONE GERSHWIN PORGY AND BE SS
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE
XYLOPHONE KODALY HARY JANOS SUITE

Ui
00
o
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I NSTRU

BASS DRUM
BASS DRUM.
BELLS
BELLS
BELLS
BELLS
BELLS
BELLS
CASTANETS
CYMBALS
CYMBALS
CYMBALS
MALLETS
RATCHET
SNARE DRUM

DRUM
DRUM
DRUM
DRUM

SNARE 
SNARE 
SNARE 
SNARE 
TAM80URINE 
TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TRIANGLE
t r i a n g l e
TRIANGLE
TRIANGLE
TRIANGLE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

COMPOSER

PROKOFlEV
TCHAIKOVSKY
DEBUSSY
DUK AS
RESPIGHI
STRAUSS
STRAVINSKY
TCHAIKOVSKY
RIMSKY-KORSAKOV
DEBUSSY
PROKOFIEV
TCHAIKOVSKY
HINDEMITH
RESPIGHI
ANY
DEBUSSY
RAVEL
RIMSKY-KORSAKOV 
SHOSTAKOVICH 
BIZET  
BORODIN
RIMSKY-KORSAKOV 
TCHAIKOVSKY 
BIZET 
BORODIN 
L ISZT
RIMSKY-KORSAKOV 
TCHAIKOVSKY 
GERSHWIN 
RAVEL
SHOSTAKOVICH
STRAVINSKY

T ITLE

SYMPHONY N O .  5
ROMEO AND JULIET OVERTURE
LA MER
SORCERER'S APPRENTICE 
P IN E S  OF ROME 
DON JUAN 
PETRDUCHKA
LA BELLE AU BOIS DORMANT(S. BEAUTY)  
S P A I N I S H  CAPRICE 
LA MER
SYMPHONY NO,  5
ROMEO AND JULIET OVERTURE
SYMPHONIC METAMORPHOSIS
P I N E S  OF ROME
ROLLS, BOTH LOUD AND SOFT
FETES
BOLERO
SCHEHERAZADE 
SYMPHONY NO.  5  
CARMEN
PRINCE IGORIPOLOVETZIAN DANCES)
SCHEHERAZADE
NUTCRACKER
CARMEN
PRINCE IGORIPOLOVETZIAN DANCES)
PIANO CONCERTO NO.  I
SCHEHERAZADE
NUTCRACKER
PORGY AND BESS
MOTHER GOOSE S U I T E
POLKA FROM THE GOLDEN AGE
PETROUCHKA

CM
o o
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INSTMU COMPOSER T ITLE

BASS DRUM MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
BASS DRUM STRAVINSKY LE SACRE DU PRINTEMPS
BASS DRUM TCHAIKOVSKY ROMEO AND JULIET OVERTURE
BASS DRUM TCHAIKOVSKY SYMPHONY N O .  4
BELLS DUKAS SORCERER'S APPRENTICE
BELLS MOZART THE MAGIC FLUTE
BELLS STRAVINSKY PETROUCHKA
CASTA NETS BIZET CARMEN
CASTANETS DE YPADIER LA PALOMA
CASTANETS PROKOFIEV PIANO CONCERTO N O .  3
CASTANETS WAGNER TANNHAUSER(BACCHANALE)
CYMBALS MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
CYMBALS TCHAIKOVSKY ROMEO AND JULIET OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY NO.  4
DRUM SET ANY BOSSA NOVA STYLE
DRUM SET ANY CHA CHA STYLE
DRUM SET ANY DISCO STYLE
DRUM SET ANY JAZZ STYLE
DRUM SET ANY MAMBO STYLE
DRUM SET ANY RHUMBA STYLE
DRUM SET ANY ROCK STYLE
DRUM SET ANY SWING 3 / 4  AND 4 / 4  USING BRUSHES
DRUM SET ANY TANGO STYLE
DRUM SET ANY WALTZ STYLE
SNARE DRUM MART IN CONCERTO
SNARE DRUM PROKOFIEV L T .  K I J E  SUITE
SNARE DRUM RAVEL BOLERO
SNARE DRUM RIMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM SCHUMAN SYMPHONY NO.  3
TAMBOURINE BIZET CARMEN
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE GRIEG PEER GYNT{ARABIAN DANCE)
TAMBOURINE RIMSKY-KORSAKOV SCHEHERAZADE
TAMBOURINE TCHAIKOVSKY CAPRICCIO ITALIEN
TRIANGLE GLAZOUNOV RAYMONDA BALLET
TRIANGLE LI S Z T PIANO CONCERTO NO,  I
TRIANGLE PROKOFIEV- ' SYMPHONY NO.  6
TRIANGLE RESPIGHI PINES OF ROME
XYLOPHONE ANDERSON CHICKEN REEL
XYLOPHONE BRITTEN YOUNG PERSONS GUIDE TO THE ORCHE
XYLOPHONE GERSHWIN PORGY AND EESS
XYLOP HONE IVES-SCHUMAN VARIATIONS ON AMERICA

w
00to



INSTRU

XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
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COMPOSER

KABALEVSKY 
KABALEVSKY 
KHACHATUR IAN 
KLEINSINGER  
RAVEL
SHOSTAKOVICH
STRAVINSKY
STRAVINSKY

TITLE

COLAS BREUGNON OVERTURE 
GALOPING COMEDIANS 
GAYNE BALLET!SABRE DANCE) 
TUBBY THE TUBA 
MOTHER GOOSE S U I TE 
POLKA FROM THE GOLDEN AGE 
F IREBIRD  
PETROUCHKA

ORCH=HOUSTON

INSTRU COMPOSER TITLE

ALL ANY SIGHT READING
BASS DRUM RIMSKY-KORSAKOV SCHEHERAZADE
DELLS DUKAS SORCERER'S APPRENTICE
BELLS PROKOFIEV ALEXANDER NEVSKY
CYMBALS TCHAIKOVSKY ROMEO AND JULI ET OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY N C .  4
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM PROKOFIEV LT .  K I J E  S U I T E
SNARE DRUM RAVEL BOLERO
SNARE DRUM RIMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM SCHUMAN SYMPHONY N O .  3
TAMBOURINE BERL lOZ ROMAN CARNIVAL OVERTURE
TAMBOURINE DVORAK . CARNIVAL OVERTURE
TAMBOURINE TCHAIKOVSKY NUTCRACKER(DANSE ARABE)
TIMPANI HOLST THE PLANETS
t r i a n g l e L IS Z T PIANO CONCERTO N O .  1
VIBRAPHONE SCHULLER SEVEN ST U D IE S ON THEMES OF
XYLOPHONE GERSHWIN PORGY AND EESS
XYLOPHONE KODALY HARY JANOS SUITE
XYLOPHONE SCHUMAN SYMPHONY N O .  3

PAUL KLEE

w
00
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INSTRU COMPOSER TITLE

BASS DRUM ANY ROLL.  CRESCENDO
BASS DRUM- TCHAIKOVSKY ROMEO AND JULIET OVERTURE
BASS DRUM TCHAIKOVSKY SYMPHONY N C .  4
BELLS DUKAS SORCERER'S APPRENTICE
BELLS TCHAIKOVSKY LA BELLE DU BO IS  DORMANT!S. BEAUTY)
BELLS WAGNER SI E G F R IE D S RHINE JOURNEY
CYMBALS ■ ANY CRASHES» LOCO AND SOFT
CYMBALS KODALY HARY JANOS SUITE
CYMBALS MOUSSORGSKY A NIGHT UN BALD MOUNTAIN
CYMBALS RACHMANINOFF PIANO CONCERTO N O .  2
CYMBALS TCHAIKOVSKY ROMEO AND JULIET OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY NO.  4
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM PROKOFIEV L T .  KIJE SUITE
SNARE DRUM RAVEL BOLERO
SNARE DRUM RIMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM ROSS I N I LA GAZZA LADRA
SNARE DRUM SCHUMAN SYMPHONY N C .  3
TAMBOURINE BERL lOZ ROMAN CARNIVAL OVERTURE
TAMBOURINE BIZET CARMEN
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE GRIEG PEER GYNTIARABIAN DANCE)
TAMBOURINE RAV EL RHAPSODIE ESPAGNOL
TRI ANGLE BERLlOZ ROMAN CARNIVAL OVERTURE
TRIANGLE LISZT PIANO CONCERTO NO, 1
TRIANGLE RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
XYLOPHONE GERSHWIN PORGY AND BESS
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE
XYLOPHONE SHOSTAKOV ICH POLKA FROM THE GOLDEN AGE

ORCH=MILWAUKEE

INSTRU

BASS DRUM 
BASS DRUM 
BD-CYM 
CASTANETS 
C YMBALS 
CYMBALS 
SNARE DRUM

COMPOSER

TCHAIKOVSKY
TCHAIKOVSKY
STRAVINSKY
PROKOFIEV
TCHAIKOVSKY
TCHAIKOVSKY
PROKOFIEV

T ITLE

ROMEO AND J U L I E T  OVERTURE 
SYMPHONY N O .  4  
PETROUCHKA
PIANO CONCERTO NO.  3 
ROMEO AND JU LIE T OVERTURE 
SYMPHONY NO. 4 
PETER AND THE WOLF

004̂



INSTRU

TAMBOURINE 
TAMBOURINE 
TAMBOURINE 
TRIANGLE 
TRIANGLE
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COMPOSER

RIMSKY-KORSAKOV 
TCHAIKCVSKY 
TCHAIKOVSKY 
L ISZT
RIMSKY-KORSAKOV

TITLE
SCHEHERAZADE 
CAPRICCIO ITALIEN  
NUTCRACKER(DANSE ARABE) 
PIANO CONCERTO NO. 1 
SCHEHERAZADE

ORCH=M INNESOTA

INSTRU COMPOSER TI TLE

ALL BR ITTEN YOUNG PERSONS GUIDE TO THE ORCHESTRA
BASS DRUM STRAVINSKY LE SACRE DU PRINTEMPS
SNARE DRUM RAVEL ALBORADA DEL GRACIOSO
SNARE DRUM RAVEL BOLERO
SNARE DRUM STRAVINSKY PETROUCHKA
TIMPANI BARTOK CONCERTO FOR ORCHESTRA
TIMPANI BEETHOVEN SYMPHONY NO. 7
TIMPANI BEETHOVEN SYMPHONY N O .  9
TIMPANI BEETHOVEN VI CLIN CONCERTO
TIMPANI BRAHMS GERMAN REQUIEM
TIMPANI HI NDEMITH SYMPHONIC MET 4 M 0 R P H 0 S IS ,  2ND MOVEMEN
T IMPANI STRAUSS TIL EULENSPIEGEL
TRIANGLE LISZT PIANO CONCERTO NO.  1
TRlANGLE MOZART SERAGLIO OVERTURE
XYLOPHONE GERSHWIN PORGY AND HESS
XYLOPHONE SHOSTAKOVICH POLKA FROM THE GOLDEN AGE

INSTRU

ALL
ALL
BASS DRUM
BASS DRUM
BASS DRUM
BD-CYM
BD-CYM
BELLS
BELLS

COMPOSER

ANY
STRAVINSKY
MOUSSORGSKY
PROKOFIEV
STRAVINSKY
MAHLER
STRAVINSKY
DEBUSSY
DELI BES

ORCH=MUNTREAL---------- --------------------------------------------------

TITLE

STANDARD CONCERTOS FOR ORCHESTRA!GOLDE
L ' H I S T O I R E  DU SOLDAT
A NIGHT ON BALD MOUNTAIN
SYMPHONY NO. 6
LE SACRE DU PRINTEMPS
SYMPHONY NO. 1
PETROUCHKA
LA MER
LAKME

w
o oCn
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----------O R C H = M O N T  P E A L ------------

135

INSTRU

BELLS 
BELLS 
BELLS 
BELLS 
BELLS 
BELLS 
BELLS 
BELLS  
BELLS 
BELLS  
CASTANETS 
CASTANETS  
CASTANETS  
CASTANETS 
CHIMES 
CHIMES 
CYMBALS 
CYMBALS 
CYMBALS 
CYMBALS 
MALLETS 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM

COMPOSER

DUKAS
MOZART
RAVEL
RESPIGHI
STRAUSS
STRAVINSKY
STRAVINSKY
TCHAIKOVSKY
WAGNER
WAGNER
B IZET
DEBUSSY
PROKOFIEV
WAGNER
BERLIOZ
PUCCINI
MOUSSORGSKY
PROKOFIEV
TCHAIKOVSKY
TCHAIKOVSKY
MESSIAEN
BARTOKBIZET
DEBUSSY
DELECLUSE
DEL IB E S
LALO
NIELSEN
PROKOFIEV
PROKOFIEV
PROKOFIEV
PROKOFIEV
RAVEL
RAVEL
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
RO SSI NI ' '
SCHOENBERG 
SCHUMAN 
SHOSTAKOVICH 
STRAUSS  
STRAVINSKY

TITLE

SORCERER'S Af’PRENTICE
THE MAGIC FLUTE
DAPHNIS ET CHLOE
P I N E S  OF ROME
DON JUAN
FIHE BIR D
PETROUCHKA
LA BELLE AU BOIS DORMANT(S. BEAUTY)
DIE MEISTERSINGERS
SI E G F R IE D
CARMEN
IBERIA
PIANO CONCERTO N O .  3 
TANNHAUSER( BACCHANALE)
SYMPHONIE FANTASTIQUE 
TO SC A
A NIGHT ON BALD MOUNTAIN 
SYMPHONY N C .  6 
ROMEO AND JULIET  
SYMPHONY N O .  4
SEPT HAIKAI(HAMANAKA MOVEMENT) 
CONCERTO FOR ORCHESTRA 
FARANDOLE 
FETES
FIV E P I E C E S  BREVES! 2ND MOVEMENT)
COPPELIA
LE BOI D ' Y S
SYMPHONY NO.  5
LT .  KIJE  SUITE
PETER AND THE WOLF
ROMEO AND JULIET
SYMPHONY NO.  5
BOLERO
DAPHNIS ET CHLOE 
CAPRICCIO ESPAGNOL 
SCHEHERAZADE 
LA GAZZA LADRA 
eWARTUNG 
SYMPHONY NO.  3  
SYMPHONY N O .  7 
KAISERWALTZ 
L ' H I S T O I R E  DU SOLDAT

00o\



L I S T  OF EXCERPTS BY ORCHESTRA
» a— r-\r- A » _ ^ ,

INSTRU COMPOSER

Wt * M— M U  N  1 M e  A  L. ^

TI TLE

SNARE DRUM STRAVINSKY LES NOCES
TAMBOURINE B IZET CARMEN
TAMBOURINE DEBUSSY IBERl  A
TAMBOURINE TCHAIKOVSKY NUT CRACKER(DANSE ARABE)
T IMPANI ANY CLASSICAL SYMPHONIES FOR TI MPANI (GOLDE
TIMPANI BARTOK CONCERTO FOR VIOLIN
TIMPANI BERLIOZ SYMPHONIE FANTASTIQUE
TIMPANI CARTER IMPROVISATIONS
TIMPANI MAHLER SYMPHONY NO. I
TIMPANI . S A I N T - S A Ë N S BACCHANALE
TI MPANI STRAUSS DER ROSENKAVALIER
TIMPANI STRAUSS ZARATHUSTRA
TIMPANI STRAV INSKY LE SACRE DU PRINTEMPS
TIMPANI STRAVINSKY OEDIPUS REX
TIMPANI WAGNER FUNERAL MARCH
TRIANGLE LIS ZT PIANO CONCERTO NO.  1
WOOD BLOCK PROKOFIEV ALEXANDER NEVSKY
XYLOPHONE BARTOK MUSIC FOR S T R IN G S .  PERCUSSION AND CELE
XYLOPHONE GERSHWIN PORGY AND BESS
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE
XYLOPHONE RAVEL MOTHER GOOSE SUITE
XYLOPHONE S A IN T -S A Ë N S DANCE MACABRE
XYLOPHONE SHOSTAKOVICH POLKA FROM THE GOLDEN AGE
XYLOPHONE SHOSTAKOVICH SYMPHONY NO. 7
XYLOPHONE STRAUSS SALOME
XYLOPHONE STRAVINSKY F IREBIRD
XYLOPHONE STRAVINSKY LES NOCES
XYLOPHONE STRAVINSKY PETROUCHKA

136

INSTRU

BASS DRUM.
BASS DRUM
BELLS
BELLS
BELLS
BELLS
BELLS
BELLS

COMPOSER

MAHLER
STRAVINSKY
DEBUSSY
DUKAS
RESPIGHI
SC R IA B IN
WAGNER
WAGNER

ORCH=NATIONAL 

TITLE

SYMPHONY N O .  I 
LE SACRE DU PRINTEMPS  
LA MER
SORCERER'S APPRENTICE
P I N E S  OF ROME
POEM OF ECSTASY
DIE MEISTERSINGER* PRELUDE.
WALDWEBEN

ACT I I I
w
oo
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ORCH=NATIONAL

INSTRU COMPOSER TI TLE

CASTANETS PROKOFIEV PIANO CONCERTO NO.  3
CYMBALS MOUSSORGSKY A NIGHT CN BALD MOUNTAIN
CYMBALS RACHMANINOFF PIANO CONCERTO N O .  2
CYMBALS TCHAIKOVSKY ROMEO AND JULIET OVERTURE
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM PROKOFIEV LT .  K I J E  SUITE
SNARE DRUM PROKOFlEV SYMPHONY NO. 5
SNARE DRUM RAVEL BOLERO
SNARE DRUM RI MSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM RIMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM ROSSI NI LA GAZZA LADRA
SNARE DRUM SCHUMAN SYMPHONY NO. 3
TAMBOURINE BERLIOZ ROMAN CARNIVAL OVERTURE
TAMBOURINE BOR0 0  IN PRINCE IGORIPOLOVETZIAN DANCES)
TAMBOUR INE DVORAK CARNIVAL OVERTURE
TAMBOURINE RIMSKY-KORSAKOV SCHEHERAZADE
TAMBOURINE TCHAIKOVSKY NUTCRACKER(TREPAK)
TIMPANI BARTOK CONCERTO FOR ORCHESTRA
TIMPANI BEETHOVEN PIANO CONCERTO N O ,  3
T IMPAN I BEETHOVEN PIANO CONCERTO NO. 5
TIMPANI BEETHOVEN SYMPHONY NO. 7
TIMPANI BEETHOVEN V IO L IN  CONCERTO
T IMPAN I BRAHMS SYMPHONY NO. 4
TIMPANI ELGAR EN IGMA VARIAT IONS
TIMPANI HINDEMITH SYMPHONIC METAMORPHOSIS
TIMPANI MAHLER SYMPHONY NO. 5
TIMPANI SCHUMAN NEW ENGLAND TRIPTYCH
T IMPAN I STRAUSS BURLESQUE
TIMPANI STRAV INSKY LE SACRE DU PRINTEMPS
TIMPANI TCHAIKOVSKY SYMPHONY NO. 4
TRIANGLE BRAHMS SYMPHONY NO. 4
TRIANGLE LI SZT PIANO CONCERTO N O .  1
TRIANGLE MOZART SERAGLIO OVERTURE! ABDUCTION)
TRIANGLE RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
WOOD BLOCK PROKOFIEV SYMPHONY NO. 5
XYLOPHONE COPLAND APPALACHIAN SPRING
XYLOPHONE GERSHWIN ' AN AMERICAN IN P A R I S
XYLOPHONE GERSHWIN . PORGY ANO BESS
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE
XYLOPHONE KODALY HARY JANOS S U I T E
XYLOPHONE SHOSTAKOVICH POLKA FROM THE GULDEN AGE

w
00
00



L I S T  OF

INSTRU COMPOSER

BASS DRUM BE RL IÜZ
BASS DRUM MAHLER
BASS DRUM STRAVINSKY
BELLS DEBUSSY
BELLS DUKAS
BELLS RESPI GHI
BELLS STRAUSS
DELLS WAGNER
CASTANETS RAVEL
CASTANETS WAGNER
CYMBALS DVORAK
CYMBALS TCHAIKOVSKY
SNARE DRUM BARTOK
SNARE DRUM BORODIN
SNARE DRUM PROKOFlEV
SNARE DRUM RAVEL
SNARE DRUM RIMSKY-KORSAKOV
SNARE DRUM ROSSI NI
TAMBOURINE BORODIN
TAMBOURINE DVORAK
TAMBOURINE STRAVINSKY
TAMBOURINE TCHAIKOVSKY
TAMBOURINE TCHAIKOVSKY
TIMPANI BARTOK
TIMPANI BEETHOVEN
TIMPANI BEETHOVEN
TIMPANI • BEETHOVEN
TIMPANI BEETHOVEN
T IMPAN I BEETHOVEN
TIMPANI HINDEMITH
TIMPANI SHOSTAKOVICH
TIMPANI STRAUSS
TIMPANI TCHAIKOVSKY
TRIANGLE BRAHMS
TRIANGLE DVORAK
TRlANGLE LI SZT
XYLOPHONE BARTOK ' '
XYLOPHONE GERSHWIN
XYLOPHONE RAVEL
XYLOPHONE STRAVINSKY

1 38

T ITLE

SYMPHONIE FANTASTIQUE  
SYMPHONY N O .  3 (  I )
LE SACRE DU PRINTEMPS  
LA MER
SORCERER'S APPRENTICE 
P I N E S  OF ROME 
DON JUAN
DANCE OF THE APPR E N T IC E S(M 'S IN G E R )  
RHAPSODIE ESPAGNOL 
TANNHAUSERCOER VENUSBERG)
CARNIVAL OVERTURE 
ROMEO AND JU L IE T  OVERTURE 
CONCERTO FOR ORCHESTRA 
PRINCE IGOR(POLOVETZIAN DANCES)
L T .  K I J E  S U I T E  
BOLERO
CAPRICCIO ESPAGNOL 
LA GAZZA LADRA
PRINCE IGOR(POLOVETZIAN DANCES)
CARNIVAL OVERTURE
PETROUCHKA
NUTCRACKER!DANSE ARABE)
NUT CR ACKER ( T REPAK )
CONCERTO FOR ORCHESTRAI I V)
PIANO CONCERTO N O .  5 ( 1 1 1 )
SYMPHONY NO.  8 ( I V )
SYMPHONY N O .  9 ( 1 )
SYMPHONY N O .  9 ( 1 1 )
VI OLI N CONCERTO 
SYMPHONIC METAMORPHOSIS 
SYMPHONY N O ,  1 ( I V )
BURLESQUE 
SYMPHONY NO.  4 ( 1 )
SYMPHONY NO.  4 
CARNIVAL OVERTURE 
PIANO CONCERTO NO.
MUSIC FOR S T R I N G S ,
PCRGY AND BESS 
MOTHER GOOSE SUITE  
LES NOCES

I
PERCUSSION AND CELE

w
00lO



L I S T  OF EXCERPTS BY ORCHESTRA

------------  ORCH=NEW ORLEANS --------------

1 3 9

INSTRU COMPOSER T ITLE

BASS DRUM TCHAIKOVSKY ROMEO AND JULI ET  OVERTURE
BASS DRUM TCHAIKOVSKY SYMPHONY N O .  4
BD-CYM STRAVINSKY PETROUCHKA
BD-CYM TCHA IKOVSKY SWAN LAKE
BELLS DEBUSSY LA MER
BELLS DUKAS SORCERER'S APPRENTICE
BELLS KODALY HARY JANOS SUITE
BELLS RESPIGHI PINES CF ROME
BELLS R IMSKY-KORSAKOV RUSSIA N EASTER OVERTURE
BELLS TCHAIKOVSKY LA BELLE AU EOIS DORMANT! S .  BEAUTY)
BELLS WAGNER SI E G F R IE D S RHINE JOURNEY
CYMBALS TCHAIKOVSKY ROMEO AND J U L I E T  OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY NO.  4
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM C l  RONE PORTRAITS IN RHYTHM* NO,  14  SIGHT RE
SNARE DRUM KODALY HARY JANOS SUITE
SNARE DRUM PROKOFlEV PETER AND THE WOLF
SNARE DRUM RAVEL BOLERO
SNARE DRUM RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM RIMS KY-KORSAKOV SCHEHERAZADE
SNARE DRUM R O SS IN I LA GAZZA LADRA
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE TCHAIKOVSKY NUTCRACKER!TREPAK)
TRIANGLE DVORAK CARNIVAL OVERTURE
TRIANGLE LI SZ T PIANO CONCERTO NO.  1
XYLOPHONE SIGHT READING FROM THE SHOW OLIVER
XYLOPHONE BR ITTEN . YOUNG PERSONS GUIDE TO THE ORCHESTRA
XYLOPHONE COPLAND APPALACHIAN SPRING
XYLOPHONE GERSHWIN PCRGY A N D  BESS
XYLOPHONE KABALEVSKY COLAS BREUGNCN OVERTURE
XYLOPHONE KLEINSINGER TUBBY THE TUBA
XYLOPHONE KODALY HARY JANOS SUITE
XYLOPHONE SHOSTAKOVICH POLKA FROM THE GOLDEN AGE
XYLOPHONE STRAV INSKY LES NOCES

CaI
o



L I S T  OF E X C E R P T S  B Y  O R C H E S T R A 140
ORCH=NORTH CAROLINA

INSTRU COMPOSER TI TLE

ALL ANY SIGHT READING
BASS DRUM MAHLER SYMPHONY NO.  3
BASS DRUM PROKOFIEV SYMPHONY N O .  6
BASS DRUM STRAVINSKY LE SACRE DU PRINTEMPS
BD-CYM ROSS INI OVERTURES
BD-CYM STRAVINSKY PETROUCHKA
BELL'S DUKAS SORCERER'S APPRENTICE
BELLS RESPIGHI P I N E S  OF ROME
BELLS STRAUSS DON JUAN
BELLS STRAVINSKY PETROUCHKA
CYMBALS RACHMANINOFF PIANO CONCERTO N O .  2
CYMBALS TCHAIKOVSKY ROMEO AND JU L IE T  OVERTURE
CYMBALS TCHAIKOVSKY SYMPHONY N O .  4
SNARE DRUM NIELSEN SYMPHONY NO. 5
SNARE DRUM RAVEL BOLERO
SNARE DRUM RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM SCHUMAN SYMPHONY NO. 3
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE RIMSKY-KORSAKOV SCHEHERAZADE
TRIANGLE L I S Z T PIANO CONCERTO NO, I
XYLOPHONE . GERSHWIN PORGY AND BESS
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE
XYLOPHONE PROKOFIEV SCYTHIAN SUITE
XYLOPHONE STRAVINSKY LES NCCES
XYLOPHONE STRAVINSKY PETROUCHKA

ORCH=PHILAOELPHIA

INSTRU

BASS DRUM
BASS DRUM
BASS DRUM
BASS DRUM
BELLS
BELLS
BELLS
CYMBALS
CYMBALS
CYMBALS
SNARE DRUM

CO.VPOSER

ANY
ANY
ANY
ANY
ANY
ANY
DUKAS
ANY
RACHMANINOFF 
TCHAIKOVSKY 
DEBUSSY

T ITLE

ROLL 10 COUNTS SLOW. CRESC-DIMINUENDO  
ROLL, CRESC-OIM 1 0  COUNTS, 2 STICKS  
SLOW CRESCENDO 1 0  STROKES 
SOFT,  RESONANT PP 
FOUR STI CKS(  PALLETS )
TRILL
SORCERER'S APPRENTICE  
SUSPENDED CYMBALS 
PIANO CONCERTO NO. 2 
SYMPHONY NO.  4 
FETES



INSTRU

SNARE DRUM
SNARE DRUM
TAMBOURINE
TAMBOURINE
TRIANGLE
TRIANGLE
XYLOPHONE
XYLOPHONE
XYLOPHONE

L I S T  O F  E X C E R P T S  BY O R C H E S T R A
-------  O R C H = P H I L A D E L P H I A  -------
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COMPOSER

RIMSKY-KORSAKOV
RO S S IN I
ANY
ANY
ANY
ANY
KABALEVSKY
RAVEL
STRAVINSKY

TITLE

SCHEHERAZADE 
LA GAZZA LADRA 
ROLL, CRESCENDO TO FZ 
THUMB ROLL 
ROLL,  LOUD 
ROLL, SOFT
COLAS BREUGNON OVERTURE 
MOTHER GOOSE SUITE  
F I REBI RD

ORCH=PITTSBURGH

INSTRU COMPOSER T ITLE

BASS DRUM BERLIOZ SYMPHONIE FANTASTIQUE
BASS DRUM STRAVINSKY LE SACRE DU PRINTEMPS
BELLS DEBUSSY LA MER
BELLS DUKAS SORCERER'S APPRENTICE
BELLS WAGNER DANCE OF THE APPR E N T IC E S! M 'S IN G E R )
CASTANETS RAVEL RHAPSODIE ESPAGNOL
CYMBALS TCHAIKOVSKY ROMEO AND JU L IE T  OVERTURE
SNARE DRUM ANY ROLLS
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM NIEL SE N SYMPHONY N O ,  5
SNARE DRUM RAVEL BCLERO
SNARE DRUM R IMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM SCHUMAN ' SYMPHONY N O ,  3
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE STRAVINSKY PETROUCHKA
TIMPANI ANY ROLLS
T IMPANI BARTOK CONCERTO FOR ORCHESTRA( I V)
TIMPANI BEETHOVEN PIANO CONCERTO NO.  5
T IMPANI BEETHOVEN SYMPHONY NO,  0 ( I V )
TIMPANI BEETHOVEN SYMPHONY N O ,  9 ( 1 )
TIMPANI BEETHOVEN SYMPHONY NO,  9 ( 1 1 )
TIMPANI BEETHOVEN VI OLI N CONCERTO
TIMPANI HINDEMITH SYMPHONIC METAMORPHOSIS
TIMPANI SHOSTAKOVICH SYMPHONY N O ,  1 ( I V )
TIMPANI STRAUSS BURLESQUE
TIMPANI TCHAIKOVSKY SYMPHONY NO,  4 ( 1 )
TR I ANGLE BRAHMS SYMPHONY NO,  4

lOw



ï NSTRU

XYLOPHONE
XYLOPHONE
XYLOPHONE

L I S T  ÜF E X C E R P T S  BY O R C H E S T R A
--------------  O R C H = P I T T S B U R G H   -------------------------------
COMPOSER TITLE

BARTOK MUSIC FOR S T R I N G S .  PERCUSSION ANO CELE
GERSHWIN PCRGY ANO BESS
KODALY HARY JANOS SU ITE

142

ORCH=ROCHESTER

INSTRU COMPOSER TI TLE

BASS DRUM BERLIOZ SYMPHONIE FANTASTIQUE
BD-CYM TCHAIKOVSKY CAPRICCIO ITALIEN
BD-CYM TCHAIKOVSKY SWAN LAKE
BELLS TCHAIKOVSKY LA BELLE AU BOIS OORMANTCS. BEAUTY)
CASTANETS R IMSKY-KORSAKOV CAPRICCIO ESPAGNOL
CYMBALS DVORAK NEW WORLD SYMPHONY
CYMBALS TCHAIKOVSKY CAPRICCIO ITALIEN
SNARE DRUM PROKOFIEV LT .  KI J E S U I T E
SNARE DRUM PROKOFIEV ROMEO AND JULIET
TAMBOURINE BIZET CARMENCSUITE NO.  2 )
TAMBOURINE . TCHAIKOVSKY CAPRICCIO ITALIEN
TRI AN GLE DVORAK NEW WORLD SYMPHONY
TRIANGLE TCHAI KOVSKY NUTCRACKER
XYLOPHONE COPLAND HOE DOWN F F CM RODEO
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE

ORCH=SAN ANTONIO

INSTRU

ANY
BASS DRUM
BELLS
BELLS
CASTANETS
CYMBALS .
CYMBALS
CYMBALS
CYMBALS
DRUM SET
GONG
MALLETS

COMPOSER

ANY
ANY
OUKAS
RESPIGHI
ANY
BERLlOZ
RACHMANINOFF
TCHAIKOVSKY
TCHAIKOVSKY
ANY
ANY
SCHULLER

T ITLE

PREPARED SOLO 
DEMONSTRATE PROFICIENCY  
SORCERER'S APPRENTICE  
P I N E S  OF ROME 
DEMONSTRATE PROFICIENCY  
BENVENUTO CELLINI OVERTURE 
PI ANO CONCERTO NO.  2  
ROMEO AND JULIET  
SWAN LAKE (CZARDAS ) 
DEMONSTRATE PROFICIENCY  
DEMONSTRATE PROFICIENCY  
LITTLE BLUE DEVIL

CMIDIM



L I S T  O F  E X C E R P T S  B Y  O R C H E S T R A 143
ORCH=SAN ANTONIO

INSTRU

DRUM
DRUM
DRUM
DRUM
DRUM

SNARE 
SNARE 
SNARE 
SNARE 
SNARE 
TAMBOUR INE 
TAMBOURINE 
TAMBOUR INE 
TIMPANI  
TIMPANI 
TIMPANI  
TIMPANI  
TIMPANI 
TIMPANI  
TIMPANI TIMPANI 
TIMPANI  
TIMPANI  
T IMPANI 
TIMPANI 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE

COMPOSER

BARTOK
PROKOFIEV
RAVEL
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
BERL lOZ 
DVORAK
RIMSKY-KORSAKOV
BARTOK
BEETHOVEN
BEETHOVEN
BEET HOVEN
BEETHOVEN
BERLlOZ
BR AHMS
HINDEMITH
MENDELSSOHN
MENDELSSOHN
SCHUMAN
WAGNER
GERSHWIN
KABALEVSKY
SHOSTAKOVICH

FOR ORCHESTRA 
SUITE

T ITLE

CONCERTO 
L T .  K I J E  
BOLERO
CAPRICCIO ESPAGNOL 
SCHEHERAZADE 
ROMAN CARNIVAL OVERTURE 
CARNIVAL OVERTURE 
CAPRICCIO ESPAGNOL 
CONCERTO FOR ORCHESTRA 

NO.
NC.
NO.
NC.

35
7
9

SYMPHONY 
SYMPHONY 
SYMPHONY 
SYMPHONY 
SYMPHONIE FANTASTIQUE  
SYMPHONY NO,  I 
SYMPHONIC METAMORPHOSIS 
MIDSUMMER N I G H T ' S  DREAM OVERTURE 
SYMPHONY NC. 4  
NEW ENGLAND TRIPTYCH 
FUNERAL MUSIC FROM GOTTERDAMMERUNG 
PORGY AND EESS 
COLAS BREUGNON OVERTURE 
POLKA FROM THE GOLDEN AGE

INSTRU

BA SS  DRUM 
BASS DRUM 
BD-CYM 
DELLS  
BELLS  
BELLS  
CYMBALS 
CYMBALS 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
SNARE DRUM 
TAMBOURINE

------------  ORCH=SAN FRANCISCO

COMPOSER TITLE

MAHLER
STRAVINSKY
STRAVINSKY
DEBUSSY
DUKAS
RE SP 1GH I
TCHAIKOVSKY
TCHAIKOVSKY
BARTOK
DEBUSSY
RIMSKY-KORSAKOV 
RIMSKY-KORSAKOV 
BERLIOZ

SYMPHONY N O .  S(SCHE RZO )
LE SACRE DU PRINTEMPS
PETROUCHKA
LA MER
SORCERER'S APPRENTICE
P I N E S  CF ROME
ROMEO AND J U L I E T  OVERTURE
SYMPHONY N O .  4
CONCERTO FOR ORCHESTRA
FETES
CAPRICCIO ESPAGNOL
SCHEHERAZADE
ROMAN CARNIVAL OVERTURE



INSTRU

TAMBOURINE 
TIMPANI  
TIMPANI  
T IMPANI 
TIMPANI  
TIMPANI  
TIMPANI  
TRIANGLE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE 
XYLOPHONE

L I S T  Ü F  E X C E R P T S  B Y  O R C H E S T R A
------  O R C H = S A N  F R A N C I S C O  -------
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COMPOSER

DVORAK
BEETHOVEN
BEETHOVEN
BEETHOVEN
MOZART
STRAUSS
TCHAIKOVSKY
BRAHMS
GERSHWIN
GERSHWIN
KABALEVSKY
SHOSTAKOVICH

TITLE

CARNIVAL 
SYMPHONY 
SYMPHONY 
SYMPHONY 
SYMPHONY 
DEATH AND 
SYMPHONY NO. 4 
SYMPHONY NO. 4  
AN AMERICAN IN 
PORGY AND BESS  
COLAS BREUGNON 
POLKA FROM THE

OVERTURE 
NO. 1 
NO. 5  
NO. 9  
NO. 3 9  

TRANSFIGURATI ON

PARI S

OVERTURE 
GOLDEN AGE

INSTRU COMPOSER

— ORCH =SEA TT LE --------------------------------------:------------------------------------------

T ITLE

ALL ANY ABEL EXCERPTS BOOK
ALL ANY FROM THE CURRENT CR PREVIOUS SEASON
ALL ANY GOLDENBERG EXCERPTS

- ORCH=ST. LOUIS -------------------------------------------------------------------------------

INSTRU COMPOSER T ITLE

BASS DRUM BRITTEN ‘ WAR REQUIEM
BASS DRUM MOUSSORGSKY A NIGHT ON BALD MOUNTAIN
DELLS DERG THREE P I E C E S  FOR ORCHESTRA
BELLS OEEUSSY LA MER
BELLS DUKAS SORCERER'S APPRENTICE
BELLS RAVEL DAPHNIS ET CHLOE
BELLS WEBERN S I X  P I E C E S  FOR ORCHESTRA
CYMBALS DEBUSSY I BERI A
CYMBALS DEBUSSY LA MER
CYMBALS RAVEL LA VALSE
CYMBALS TCHAIKOVSKY ROMEO AND JULIET
SNARE DRUM BARTOK CONCERTO FOR ORCHESTRA
SNARE DRUM RAVEL DAPHNIS ET CHLOE( S U ITE N O .  2 )
SNARE DRUM RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
TAMBOURINE BERLIOZ ROMAN CARNIVAL OVERTURE Ln



INSTRU

TAMBOURINE
TAMBOURINE
TAMBOURINE
TRIANGLE
TRIANGLE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE
XYLOPHONE

L I S T  ÜF  E X C E R P T S  B Y  O R C H E S T R A
--------- O R C H = S T .  L O U I S  ----------

! 45

COMPOSER

DVORAK
R I MSKY-KORSAKOV
STRAVINSKY
ANY
RIFSKY-KORSAKOV
BARBER
BARTOK
BERNSTEIN
BR ITTEN
COPLAND
KODALY
MESSIAEN
SCHOENBERG •
SCHOENBERG

T ITLE

CARNIVAL OVERTURE 
SCHEHERAZADE 
PETROUCHKA
ADDITIONAL WORK OF CHOICE 
SCHEHERAZADE
MEDEA'S MEDITATION AND DANCE OF VENGEA 
BLUEBEARD'S CASTLE 
CANDIDE OVERTURE
YOUNG PERSONS GUIDE TO THE ORCHESTRA
APPALACHIAN SPRING
HARY JANOS SUITE
OISEAUX EXOTIQUES
EWARTUNG
F I V E  P I E C E S .  OPUS 1 6

= SYRACUSE ----------------------------------

INSTRU COMPOSER TITL E

ALL ANY SIGHT READING
ALL COPLAND HOE DOWN FROM RODEO
ALL WALTON FACADE S U I TE NO. 2
ANY ANY PREPARED SOLO
BASS DRUM TCHA IKOVSKY ROMEO AND JULIET
BD-CYM STRAVINSKY PETROUCHKA
BELLS • ALBENIZ, TRIANA FROM I BERI A SU IT E
BELLS DUKAS SORCERER'S APPRENTICE
BELLS MOZART THE MAGIC FLUTE
CYMBALS TCHAIKOVSKY ROMEO AND JULIET
SNARE DRUM HONEGGER P A C IF IC  2 3 1
SNARE DRUM KHACHATURIAN GAYNE BALLET S U I T E
SNARE DRUM R IMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM ROSSI NI LA GAZZA LACRA
SNARE DRUM SCHUMAN CIRCUS OVERTURE
SNARE DRUM SCHUMAN SYMPHONY N O .  3
TAMBOURINÊ BERLIOZ ■ ’ ROMAN CARNIVAL OVERTURE
TAMBOURINE BIZET CARMEN(ENTRACTE)
TIMPANI BEETHOVEN SYMPHONY N O .  9
TIMPANI BRAHMS SYMPHONY NO.  I
T I M P A N I • SCHUMAN CIRCUS OVERTURE
TIMPANI STRAUSS BURLESQUE

wto
ON
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INSTRU COMPOSER

H = S Y R A C U S E ------------------------------------------------------------------------------

T ITLE

TIMPANI STRAUSS DEATH AND TRANSFIGURATION
TIMPANI TCHAIKOVSKY SYMPHONY N O .  4
TIMPANI WAGNER FUNERAL MUSIC.  S I E G F R I E D S
VIBRAPHONE SCHULLER SEVEN ST U D IE S ON THEMES OF PAUL KLEE
VIBRAPHONE WILLIAMS.  R . V . SYMPHONY IN D MINOR
XYLOPHONE COWELL SYMPHONY NO.  11
XYLOPHONE GERSHWIN PORGY AND BE S S
XYLOPHONE KHACHATURIAN GAYNE BALLET (SABRE DANCE)
XYLOPHONE . KODALY HARY JANOS SUITE

------------------------------- ORCH ^VANCOUVER------------------------ ------------------------------------------------------

INSTRU COMPOSER TI TLE

ALL ANY SIGHT READING
BA SS DRUM STRAVINSKY LE SACRE DU PRINTEMPS
BELLS OUKAS SORCERER'S APPRENTICE
BELLS MOZART THE MAGIC FLUTE
BELLS . RESPIGHI PINES OF ROME
BELLS STRAUSS DON JUAN
BELLS STRAVINSKY PETROUCHKA
CASTANETS WAGNER TANNHAUSER(BACCHANALE)
CYMBALS RACHMANINOFF PIANO CONCERTO NO. 2
CYMBALS TCHAIKOVSKY ROMEO AND JULIET
CYMBALS TCHAIKOVSKY SYMPHONY NC.  4
SNARE DRUM BARTOK , CONCERTO FOR ORCHESTRA
SNARE DRUM PROKOFIEV LT .  KI J E  SU ITE
SNARE Dr um PROKOFIEV PETER AND THE WOLF
SNARE DRUM RAVEL BOLERO
SNARE DRUM RIMSKY-KORSAKOV CAPRICCIO ESPAGNOL
SNARE DRUM RIMSKY-KORSAKOV SCHEHERAZADE
SNARE DRUM ST RAUSS.  J . DIE FLEDERMAUS OVERTURE
TAMBOURINE BIZET CARMEN S UI T E
TAMBOURINE DVORAK CARNIVAL OVERTURE
TAMBOURINE R IMSKY-KORSAKOV SCHEHERAZADE
TIMPANI BRI TTEN YOUNG PERSONS GUIDE TO THE ORCHESTRA
TIMPANI SHOSTAKOVICH SYMPHONY NO.  1
TIMPANI STRAUSS DEATH AND TRANSFIGURATION
TRIANGLE BRAHMS SYMPHONY NO.  4
TRIANGLE L ISZT PI ANO CONCERTO NO. 1
XYLOPHONE COPLAND APPALACHIAN SPRING

ID
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--------------  ORCH=VANCOUVER ----------------------------------------------- -------------------------------

INSTRU COMPOSER TI TLE

XYLOPHONE GERSHWIN PORGY AND BESS
XYLOPHONE KABALEVSKY COLAS BREUGNON OVERTURE
XYLOPHONE KODALY HARY JANCS SU ITE
XYLOPHONE SHOSTAKOVICH POLKA FROM THE GOLDEN AGE
XYLOPHONE STRAVINSKY PETROUCHKA

<£)
00
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ANTHOLOGY OF THE STANDARD ORCHESTRAL 
PERCUSSION REPERTOIRE
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Phantastische Symphonie.
(In 5 Satzen.)

Symphonie Fantastique. ' Fantastic Symphony.
(En 5 parties.) (in 5 movements.)

Gran Tambnro.
I. II. e Ill.tacent.

IV.
Gang zum Hochgericht.

Marche au Supplice.
Allegretto non troppo.(J=78) 

to. I5ÔI 25 fm 9

The Procession to the Stake. 

13 H H  16 IViol.

H. Berlioz, Op. 14.

1

4 [Ml 18 [5^4.

*8
9 jsr n f

4

m f jsr f f

m

j(r ”!f
I  11 [ H ]4

r\
5 6  Den Ton mit der Hand abdâmpfon. ^  f

E tovffn  le son aoee la in<tta.
Damp the tone with the hand.

V.
Hexensabbath.

Songe d’une nuit du Sabbat. witches’sabbath.
Grosse Trommel anfrecht gestellt und angewendet wie eine Panke.
Grostr-Caiiae pincée debout et employée comme timbale.
Bassnlrum placed upright and treated as a drum.
Larghetto.(J = «3)

5 . iQ] 3  g . _

p p p
Gespielt vom 3.u . 4. Faukenschliiger mit Schwammschlâgeln.
Deux Timbalierslxv et 4V)arec des baguettes tCêponge.
To he played by the 3td and 4<.h drummer with sponge-headed drum-sticks.

Allegro.(J. = us) Allegro assai.(o=S7)£Q ^

cresc. jfoeo a poco 
ED\VI^ F. KALMl'S

PI HLISIIEH Of MC.W 
MEW YORK. M.Y.
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^ l l e ç r o . a j i 0 4 )  g g
20

Grau Taiabnro.

(J = J-) i usai Q _ _ S r t i
19

41

24 25

^  t i  , J. l i  , J. I l  .  J. I 1 f  j

10 13 14

" I iT I Ii‘° I II"! 14
a 2.

1 2  3 4f. I- !■ I I I -.f
6 ft 7  8  9  10W ' f '  I I I .! I ,!

i l 12

a j^ M it 2  Schliyeln gewirW t. 
IRoiilanlf jouée par Z  Timhalim. 
2  drnm-stiekB produce a rcU.

13 14 IS
J t =

14 ir, ift

17 la  I /U I1 9

I l -l- l f. I I

Hexenrundtanz. 
linndf’ du Sabbat.
W itches' round dance. ___ _
Pocp mène inoaso. i9. l711 14

creac.

16 13

- jor jsr

TromijTnba.

É
Ein ScUâger. 
f ’n Timhalkre, 
One drummer. 1

f ^ P P  f ^ = ^ P P  f f ^ = - P P

nif
m
dim.

4 w . - À
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Gran Tambnro.

M------- riSi
1 #r H h -/ , A g ̂ é W ̂

Timpï IV.

-è_m ' i 7
PP

3 16 14 Viola.i5 16
pp

Æ.* _

É
10 11

#  I  I I ' l .  I  I.
cresc.poco a poco

É
3

jp cresc,poco a poco 

10 11 rz 13

14 ir. IB 17 18 1» 2 0  21

[83] 9 ®

.  Crete, molt 

Ü  23 d

o .

S  13 1‘uba. _

-jsr

Y !>J .

14 15 16 17 18

ga 2.

l8 6 j

/

/T\
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P erçu  ÉSion
s ,

( T h e .  Kite, o f  j è p x . ' n ^  )
—  ... ^Sitrdv^r-Ti^Ky'^-^s

P r Ê ^ m -ie x e  P a - x t i e  

£ S A  Je  Y  A ±1071 Ac. L a  ? k x r g .

J'n.t-roduc.iion
L e . y t t o . J =5» te.->M.p lutaire

CoLIa

T» /
P o c c  â ^ £ . {  

±  ■

Pi'ù J
O  B  o

EDWIN F. KALMIS
/V HUSIH.H t)h \tt su 

\k\\ ’>«)KK. \ V
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m

m

f&te>utio -peeanitA



<
(/i

m

i

\

//

I E

.:i

Ï

4̂
O
lO



T —  i A

$
P

P
P fEZ

> - 'f

P =3=P
>êt»gr Tip 9 ^ ;p c < g

P P P

P
’M

' ■'•'— W —
f -

" " p  y  ■?■— p--------
- ,

— — ^
r  :  ̂ '<̂ 7799____ __ C-T f L :  f

■Dhfli/
•g

0117



411

AAyjTa^jmi. (iu. '^e.HTe 1------- üD<3.7Lg£__ dâ,__

de'K'ie.(xf'C
hrttMn--------------

o  f Px -̂tissi- .̂ j=#*
^ r - r f n - m ,  t - t ^ i-j r n  t-i

o

:3,::>C'. .*:*_w_«_dL_d. —av ' a-----
J' -----------------

. ■. « « a a •
PsuK«fp

1
^--------------- j--------------

^ y $ = = = d Ji- 1 o
- "Tlilf f-|

> "6r̂

r - r

É

^iiEsufc

13 -4  >

r~J i T 3  ^ i. j" n " ±  " r u r r T T T Œ
7suh.

^ - j -  J  Î  = q — ^ _ — 1— _ — 1 1  1 - ^ -=2------ a. .  - -  - a  . a'  - "_____

1 / - Y“Am^

--------7~-l---------- -

t2ij^— -----------------------------------



412

fC-
/2r/?e.

—

1
"■==pr Psub

1
sfp

—  "—

J. t. t

Pstib

_j=-----* _

%

m

^ M - f '



413

■'cr:rc. -

jCê. j S a . d T ; / . c £  

I 'n.'fcro d u c .tio n

0 j =42

H

1  .-: %
:

P
i 3

---- i
7"
PP

.«P»

%̂ p. H
1

T ,"?•

#

4

4
H

“ i r - v -  - ^ T - - ^ J ,

44.
Cor



414

Pfù '»U>SSe J=6o

H  . '’
"ûj L'isiesso -te-ïnpo, J = 4S

s
—. CxTcles MysieneuX des AJeltscemies

I A'nd-a/n.ie Ctrn. J  - 6 û

j ^ T f ù  ■nicSSo. J=fc

w-T 1‘

m

H H

H
ü ----- /-I ------1----- U-- ' 1---------- J-+ ■

hH
Tfmpo J J=eO

------1-----Jb
----^ ----- :---

H
--- —H-

H

k':.. ^=z ........., ■ »4':,-

Æ

H

0

Cor*

# m
'Tïf'fc)



415

i.slZa '“"’ iCu-ii^ Ac ^ ’i-'ui
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Romeo et Juliette.
Ouverture - Fantaisie.
P ia t t i  e G ra a  C assa . ETaeWkmmky.

Andaate non tnnto qunsi M o d e m to .^ .  ü lcg ro . Molto mène mosso.20 17 A  aa B 17 8 c 4 «_______ W  «

Platti21

jorOr. Cas»

&  2 7  L  2 0  M  11 M.J SO 1 ±

 ̂ J) 7 1 y Ji)t V

21  V  2 4

! R22

@

E. F. KALMUS ORCHESTRA SCORES
INCORPORATED

P r in te d  in  U . S . A .
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SYMPHOffiE IV.
1. IL i n .  TACST.

H N A LE n r.

TAMBOUR GRAND et FlATTl.
E T8CBAÎK0W8IX, Op. 36 .

Allegro con fuoco.
S I

f f

* J) y i- *- 3

M
I I I I

IF

B  8 5

J G T

C 8 7  D k 38

EDWIN F. KALMUS, Publisher of Music, New York, N. Y.
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TAMBOUR GRAND et PIATTI.
,B  8 4  r  2 6

Plftttl e#l#. I I
Andante. (j=J gpe%*%JOwr»)

14____

Tempo L 16 (î 10
F i W = a

2
[’' i t  :  1

2

m  “
p T-pf------i

3
i J i  j I i

#
J>r J>r J>5 ^

f

i n  I

U ^ l U " - V U ‘ i ü

Fi»*.



429

nETpyniKA,
Petruschka. Pétrouchka.Piatti e Gran Cassa.

KapTHHa IlepBaH.
MAC.1EHHIVI.

Erstes Bild. | Premier Tableau. ,
K am eval.

Vivace

Carnaval.
Hropb CTpaBirarsiii. 
Itjoi- Straw-insky. 

Poio a poco ni'-rl. I ,— .
^  Tvrnibi j 4 I

Tnmba

a
H]pii& tti Baivb. di Tamb.milit.

f

eno mosso*

1 S3 Come prima 1151 Meno mosso.
 __13__HP_1.  JL 6 J 4 .

EDWIN F. KALMUS
PVBUSHER OF MUSIC 

NE W  YORK. N.Y.
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QgjCome prima
lOjCMip. |sf .

Piatti e Gran Cassa.
2  1 1  2_

E S

T a 'n b .d e
Ba-qu<v Bacch.di T am b  n i l i t .

Pialti >

21m p i
(mudv urdiu.l

4 24

25 Come prima

1 1 i

27

Piatti
Come prima

a , a
- - 4 I Ü  '

Cassa«l»OKyCT>.
Tasehetispielerei. . . | Le tour de passe-passe.

Listesso tempo. ___

11, , »
m

PyCCKAH.
Russiseher Tanz. i Danse Russe.

Allegro giusto.
i j  P iano  _
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Piatti e Gran Cassa.
ordixariu

Gr. Cassa g Piatti i4fl|Gr. Cassa 5 Piatti
41 4  modo ordixario y

/  'r ^
18 4  qtcillo.) _ L Q _ _S_

i
Xyloph_

I pour finir 11 pour enchain. 1 [7?
Gf. Cassa ur. Cassa________ /?\ i-iiJ 4 /T\

i
j& r " KapiiiHa BTopaa.

O E T P y U IK A .
Zweites Bild. , Second Tableau.
Petmschka. | Pétrouchka.

Molto s irin g . iKasperle.) (Guignol.)
'— ' — Molto mono. A llegro.

Piatti rs 49 J3_
m

50
P

IPnrloso . 3 Timr^

i n % ; f
Ht»

4 [53jAu»ia«tino. ^

OCCff.
Meno mosso

A lleero.

58 4 [S g ]v ivostr in g^ ^ °*°* !i*P°

9 1 G3  a  1 3 iS i
Lento

/C\
Pin mosso. 

1
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Piatti e Gran Cassa.
Kapinna Tpeiaa.

A P A m » .

Drittes Bild. i Troisième Tableau.
flrap. I Arap.

Fi'Ti.ii' strhigniflii rs r> mosso. Twmb»?!
Pesante.
Tromb 

 ^
f cTl Sos t enut o .  Solo 

/T. l£zj  1 1 2  Vioi.i _______ _ Pialti

i ’ia tti

— - :  B-4

t k »-p  «'C-

111- s

65
V

.3
\  Cassa
I W r  ^

i  ?-P^.

% -c — -------

|A  i

\[S.—4 —z—aLLù____ m
ir f
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% 7 A
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66 a tempo
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I
at r ins'. [67jTi‘iu p o  d e l p r in c ip iu .  l® i
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Piatti e Gran Cassa.

p

m
T A H E ItT » B A A E P H H b l.

Tanz der Ballerine.. i . Danse de la Ballerine.tace t.
Ba^iicnb. 

(Bajepxm x Apani.)
Walzer.

(Ballerine aA rap.) |
.^Lento cantabile

Valse.
(La ballerine et Arap-) 

Allegretto.

Plata

Ft=ir- iCassa

P^a.4-4- 4' I'A  i
r  i T -  r -

Lento ggT em po  di Valse, (lento)
Vi/

V  ay RHMvace.

IIoflMeHle nerpym iui n  ccopa ap a n a  eanerpyniKoA.
Erscheinen Petruschkak i Apparition de Pétrouchka

und S tre it zwischen Arap n. PetmscihkaJ l ^ e t la  querelle d’Arap avec Pétrouchka.

HeTBepiaÆ Kapinna.
m n P O R A f l  M A C A E E n^A .

Viertes , Quatrième Tableau.
Gfooer Kameval. I Grand Carnaval.

fsiltacatlSTlFoco pin m osso.

.di T im p.

T rp .n . n /P ia t t i
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Piatti e Gran Cassa.
TaHeit'b R 0pM H .«M A1>.

Tanz der Ammen. | Danse des Nounous.
egrctto . [?T]4 [? 2 ] 4 [ i j ta c e t 97 10

10
TaHci^'b nynepoBT»

Tanz der F uhrleu te . i Danse des Cochers.
llOSiModerato. A ron.ba 1 11 Trombone 1

Piatti

<?

Gr. Cassa

P f lH lE H H b lE .
Die Masken. i lies Déguisés.

Q Ï^ A ff i ta to .  fîîFl ^ frin  ̂[Ï2Ô

P iù  mosso. Tromba I

Ccopa a p a n a  c t> n e r p y m K o û  
u  c M e p T b  n e r p y m K H .

S tre it A raps m it P etruschka , L a querelle d’Arap avec Pétrouchka 
und Tod Petruschkas. I  e t le  m ort de P é tro u (^ a .
p o c o  ^ l e n o  m o s s o  

y  aUarg. 2  J a  ’27

V iol.I ^  p ia t t i  Bach.di tmmkmU

CassêpBaeh.£i timp.
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L A  M E R
Trois esquCsaes sympkonigves pour orchestre 

G LO C K EN SPIEL ou CELESTA

N° l._D e l’aube à midi sur la mer: t a c e t  

N® 2 .-Jeu x  de vagues
A llegro ( dans un rythme très souple )

l à .  1   4

CLAUDE DEBUSSY

Anime
I Cor ang.

GLOCK.

Assez anime 
1 2

GLOCK.ods vons 
10  ♦ « -

Cedez un peu
3 4

au Mouvt
4  Lk

Cédez i'«vons

GLOCK. . 24 1 0
25 an Mouvt

P te p i .

^  t t —— - ' [ r T f iltp p r -1liM . ^  V

EDWIN F. KALMUS, Publisher of Music, New York I, N. Y.
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GLOCKENSPIEL

GLOCK

i
auMouv* 

6

Fl. GLOCK,

3332 Animé CLOCK.

37 3833 Très animé 3936 101 2

CLOCK.

CLOCK 
3
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GLOCKENSPIEL

N°3- Dialogue du vent et de la mer

FL

r  " f f ' Y
TA C E T  ju sq u ’ à

GLUCK.

Alt.
10 58
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THE SORCERER’S 
APPRENTICE 

S c h e r z o

PAUL DUKAS

CLOCKE.XSPIEl. 

Asses lent r—i Vif
6 /tnLU 7 o  3

M 4 5 5 -‘ilfiïce/T\ 6]''*’ 30 [Zl 27 H] 18Jf \irt r -!*- r —7 ■

#

rrrxc.
P « f o  iin iiim lo  P i l l  i in in ia iid »  

6

2 2  A ll M oiiv!
I,.!]* Cil».K

EDWI\ F. KAL\IUS
nrnusnm or mvsic

NEW  YORK. N .y .
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CLOKENSl’IEL

[23]

9 ^ P o f o  s t r in g .  A  f e i i iu o
^  6  2 0  A ,

2 6

l̂ r : F I'F

S c h e r z a n d o
CLOCK. . .__  V

g
y>oro rr**.vr.

3 0

i
3 V

7 IJTr-ifîi If
CLOCK.

#
31

7

3 2 1 15 133 18 134  g 12 b m j 12

3 7 24 3 8
P in s  aiiiin t*7 I V

^ ^ 4 ^ 4  r j j  l u J = l t §
I -

r
3 9
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i #
CLOKEiSSHIEL

I iE E

P
T oujours p lus iiiiiiiio

m

T rès  vil Rotonu &il, n, e 
_G________ 12 2 i 2

m
_2____ 2 4 2 Plus rotoiiH 4 3  A loiiipi» _  23 --  26 4 4

ï : :
24 4 5 24 12

En animnnt un peu4 7 4 8

T oujours plus anim é 4 9

A^empojgg 30 m  12 i l Sans p resser

i
——I " u :

GLïX.K.
\  fl Kl.

5 3  Rn se rra n t P lus animélR/1 iRRl .Assez, lentlRAl E» ;‘e<«!;:iîiJ Vil’12 12 t^l8 15 5 pHJg pe,r̂  2
#
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JDie Zauberflôte"

NV 8. Finale.
Larsrhetlo.

A

G L O C K E N S P I E L . 

O u v e r tu re  ta c e t .

ACT I.
NV 1 - 7  t a c e t .

K e c it .
3 5  1 2 0

^  A, Mozart, "Werk 620 

A n d a n te . ^

P re s to
^  4

A n d a n te . A l le g r o .  
3 7  10

A d a g io . P r e s to .  
/T' 9

17 IN

#•JL ■0-

4— — JL M.

EDWIN F. KALMUS, Publisher of Music, New York, N. Y.



442

N9 19. Terzett.
A n d an te  m o d e ra to . 

Rim.

GLOCKENSPIEL.

ACT II .
jX? 9 -1 8  tacet.

75

N9 20. Arie.
Andante.

Icfa mocfate.ich wiinschte..ja was d«iin?

Verset.

m

m

m I
m m

?

XT'

/T\ /T\ iCN

/T\ A n a a n ie . 

Vers 2.

L=m



443

GLOCKENSPIEL.

! l é s é e s
- c p r r r p  t [ I 1*1

: II*; 1 P
-4*— 1—} m. . n  1 L  K

7

(*-*—f —*'7 7 
■#■

i pp7zî -i~*rt' *r'
)V
M- .

/TN/CS 1 r-\ 1 j p |1T'I''| 1; .w#?1
A n d a n te .

>i*rs 3

§

S * = *
. \n o f f r o .

r r  y 7z
r
U — J T T - l  k 7 /T \/T \ 1  ̂ J  *

I ■ "•



444

GLOCKENSPIEL.

9  ̂  ^  f f l  ■

rr---Lj f  { —#-[7-1

i = i = t i S =
4

N9 21. Finale.
Andante. Allegro. Adagio. Allegretto. Andante.93____96___ 59 19 /f\ 8 L____ 83 /T\

Allegro.Allegro. 21 6650
t s r t r —  

Andante. AII.,^|«o.

*7

I r / j  r f f  11 iTf
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U '

0 .  K E S P I G H I

FINI DI ROMA
I. I pini di Villa Borghese

■ CAMPANELLI
Allegretto vivace

•DÀ. ^

hroprietà G. RICORDI &  C., Editori - 5tami>atori. M ll.A S O . iCopyripht M(^MXXV.  hv C. RICOKDI & Co./
T utti i d iritti sono riservati.
Tous droits d'exécution, de diffusion, de reproduction n  d 'arraii"em enl réservée. U9KB2 • XX VIII
(PRINTED IN ITALY) -  _ . . . . .  -  /IMPRIMÉ EN IT .tl.lr).

"Used by special permission of Associated Music Publishers, Inc.,
U.S. agents for G. Ricordi & Co."
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cresc.

28 g ]

crese.

s t r in g ,  s e r n p r t

I

i
m

U 9 U 8 2  .  X X V I I l

u DPCTn T x r j



DON JUAN.

4 4 7

Allegro molto con brio

Glockenspiel.
(mit Xlsiistar.} Richard Strauss

7 ImtQuSIV,molto riro TWm.g»»*

9#  E  4 ^  D #  »E

J^ptrtmqmUo

5 Irmçtiillo'E 28 F 20 hk peeopiiilmta atimfovm

i-------3
rttUmao0 MJXl,

3 u r g
1

oo /fmyo wff tmnquwoa tempo

trmpOi

-3 r ?
M  icrvSkallrMw «lecWwiflr! W

EDWIN F. KALMUS
PUBUSHEP OFM ifSiC  

NEW  YORK. N. Y.
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Glockenspiel.
_  .  aMfogieroio

Tr»M.

ISIf

funtnto st^murr

Tempo I . W(mttmtiflo

pik imimgl
stnfur.

ammttio

longa iO
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Petruschka.

E rstes Bild.
Karneval.

H E T P y n i K A .
  Pétrouchka.

Campanelli.

KapTHHa IlepBaa.
M AC.lEflni^A.

Premier Tableau.
Camaval.

tace t
bis

F1.C1U-.

Hropb CTpaBiBcriü. 
Igor Stravinsky.

Ineno mosso.
T r ia n g e l f  f7 | f  f f  f  1 > F f  | F f  f4-

15

S----1m---r a# « # — 1r— r  f*' 4 - ^ 5 = # M : -  Jl I
' * n - t  ' 1

' Ü'-CJ-I
m

S tr in g .

F lûte
Come prima.

$
1 [E] 2 i  f 2 i  IE] 17 1 1 [j] S

23

ê

JL

EDWEV F; KALMUS
PUBLISHER OF MUSK 

NEW YORK. N.Y.
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Campanelli.
1 Fl.pjcc.

[Come prim a

^
«  Tromb«»ni

OOKFCTb.
Tasehetispielerei. I lie tour de passe-passe.

L is te s s (
il

&
Lento. 7

pyCCKAfl.
Russiseher Tanz. I D anse Russe.

[^ A lle g ro  gittsto.
f a HI 12 [M] « ll6l s

V.ol.1

*
M a m  12  s ?

P o c o  m eno .
A'/roHfjutUo) vocAiss. accel. a tempo rail, 1 ^ ^  (A O ^ J iu s M  4 4  8  4

--------- i --------- ------ g ------ -------------- 1 1
-------------- D---------- ---------------- — r — 1 ^ —

4 ---------
T '

É
46 Ipoiir f i n i r  llp o iiren fh a in ëB 47

Kap-THHa BTopaa h Tpeiaa. 
Zweites u. Drittes Bild. Second et Troisième Tableau.
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Campanelli.

H eiB ep iafl KapTiina. 
n i n p o R A f l  M A C ^ E im i^ A .

Viertes Bild. I Quatrième Tableau.
Grand Camaval.„ .. GroBer Karneval.Poco piu mosso.

T unbour m ilita ire  
su r la  scèneP

83 a# îr ' " ------ J
— ' 1

f

-------  -  J

i s ]  ft S3 2 1

$

Tanei^’b RopanuBin>.
Tanz d er Ammen. I D anse des Nounous.

| g ] A U .8 r g l . .
tacet. 107 tace t.

“S~

A gitato.

T aaeu i»  RyuepoB'i».
T anz d er F uhrleu te . I D anse des Cochers.

ta c e t.
P H H tE H E M E .

Die Masken. i Les Déguisés.
118

, , 1 l l f l  4  ] M — a

121 P iu  moss^.

 ̂  ̂ r f f

tacet
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‘SLEEPING BEAUTY”
Suite 

8 S S 5 1 .S .8 .4 . X ic sr.

N2 5. Valse.
C l o c h e t t e s .

# ■p. -I f -  f .f-,4- r f  I f  tr r

P. Tscfaaikowsky, Op. 66a

A lleg ro . (Tern** a  TsIm )
  s s ______ Clu.

104 109

i t

107

#

r.'

3  : : i

f rl  if'r F =  A

EDWIN F. KALMUS 
PUBUSHEX OF MUSK 

9CAKSOALE, N. Y.
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Die Meistersinger von Nürnberg.
Tamburo e Campanelli.

Vorspiel, I. u. II. Aufzug tacet. 
ni. Aufzug.

VORSPIEL,!.II.U.III.SCENE tacet. 
IV. SCENE.

P oco a  poco più aalm nto.
Paftsa. r «rui -ui Utmtru._______

h

Richard Wagner.

n n j  n''JTiJ r æ
Tromb** «III lli**Htr*».

f .  I*
10

Trombe sui T

f frr - I JrÆH-i j 10-T-:--- -̂- r\4 '•'■i-li i J------------------------L j

V. SCENE

I Tamburo sui theatro.

Tamburo suJ theatro. 
tr tr tr A- <tr

VI..I.

Cauipanelli.

.^Tamburo sui theatro.

EDWIN F. KALMLS
PrRUSHF.H OF.MLSW 

NEW YORK. N. Y.
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Vivo. 32

T u u ib u lo e  C a m p a n e l l i .  
ivK'po m oderato  tii Valsero.

-I,... 15

â

<lar.
Campanelli. 
.s-

r a

I I I I ! ' iq:
f

Campanelli.

ÎJ"' «1ÎW. _

-4IA M f r f M F - f  ^ i T f  f i j T r r r r

/  J‘

É t in  frrr rrir t f - i i f f f  pf f-Eff f f r̂ f=gâ

t
-  -  -  -y*

L. r ^ > r - .  r f r -

ra.— -> |E = E
* «

Tamburo sui th ea tre . 
. . ^ . |_ . ^  Y __ Â" /r  iÿ"

j y
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f r  ir

Tamburo e Campanelli. 3
8 Vivace. « sol^une. ^  ,

E E m r - m ' w
'Hm. - —• p  6  ~ 2  lunga viten.

>• h-mpo Vivace, jwcor*//.Moderatomoltoe ra il. Comodo. Leggiero ed anim ate.

i
:  HÎ 2

Molto moderato.

2 « 107

Moderato.

58

É

14
3  2  Allegro.

41
_ Moderato molto. /T\ _ ri\ /?\ 1 1 0  yv///.

É

82

Moderato m olto. A llegro.

73 1 /yy/y/fff ■ I 

Un poco piit largam ente.

2

A.
m  t  m  .

12

0 12 
M oderato.

Lento. pocu Inrgnm. Tcmpo I.

26
m

f. f  Ff r ir

Tjiinhiiro suI thcjilro . 
t) fr  t/ ir  -tr tr  ir  / t r
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■JT-

\ÙL6tâ,^-n.di, - ... ■
h ^a ^n n ru sy — —̂ z 
1 fi&Ml J^iâ-no CoyiCexto 'V-

I
£.

. 4. = nF------ - f i------- f- — - 4  •--- lIX ------- -̂ =Oz---L_
 ̂ Î. Ha . s

1 - - ■ 0̂ %̂ 
r l M

- r t --------- ^

— I-------- 4*------4—
M

■■7  ̂ =
■■ _ .:0 ..-----------

H

® -  a
n-----------T)--------- 1—

H—  ■ 1 - - 
H

-------- f ------------ 1------
H

— 3 ---------------
H

H----------- ----------- j—
H

# $ = s =
H H
CaSi. 0  ,

■ 3 .^. j..<<.Pr.y—uz_z_
^  Ir TU_

?
4*-------------- Î----------

FF
t= --"  f  ̂ r r t t ;' r'

" r r r r-=
? ;

Il # r # f  f  #

' r ^ 

? ■
r ? ' / E

‘ r --------- j---------- -------- —r

^’T  V.S'>Kp H

EDWIN F. KALMUS, Publisher o f Music, New York, N. Y.
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L-

- f f i - r
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! 1 ■ ■

5 2 ^ .
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é  _ J  
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n
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'OLB •yKi’%6  yyicSiSo. g

H

h  X

(C4St.)_
■wy9T».

ü ù " r T ' T r L-ff '
B ,

È f ^ '  " m ^ r  7

E £ ^ - ) f  ; / ■  F " '

r r  ; T T ' r  r f
O s i .

^ r  M '

__ ^ _________

| r ^ ~ ~  - -

^  & i.C ,

--------------------- -■■----— ---------------------------V.C

-Htp 7
'>h.i; p

j j t o w » .  g  7'''"
r # ï W

p?

: r z r

/T H h VS.
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r

I

Ji'nuL.
S m ,: 
ùôitsee i i ^ .

{i
« • Vm ,. I

H f̂rl.' " *̂ 7/.
MM ]/Aa j
#  A IL a t ,, ( Ÿ K C ' i ^ ' n ^ ^ s i

im  ^
U  A'KÀA’̂ l'XUMiâtîVt.

P ^ 4 -  ^
H H
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? -  1% ^ l i j  - #
H ■ H T|. 4

? >

m

^ - é  I r r f ^ ^

H

m
H p --— " ^

&..£. 3 HE g

49:
*̂1

^ Î T J  J J J J g

M CiSiiS&e itPt̂ po.

"WwS**

h frf. M
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H O M b  H A  JlblCOM F O P t .
UNE N U IT SUR LE MONT CHAUVE.

M. n..Mycoprcsiâ.
P I A T T I  C A S S A  et T A H  T A M .

Allegro feroee.
Il 1 a 8 *  » «t 7 8

M. HOCSSORGSKY.

7 W

ÎX-

7 y-
/TvÂ 11 1

-W~

a
W  r

Cassa.
R i a l t l .

ft-rfSSH. |fC assa.

t '  Piatli.

y— y— — y y
16 D 16

I p  P,iatti

T io lr .p o e o  rit17 ,

18 19

b a g u e t t e  
( a a a o s K O Ü )

.1 I -  -J I -  - i

■ EDWIN F. KALMUS, Publisher of Music, New York 24, N. Y.
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JP1A.TT1 C A S S A  et T A X  TABl.

J

J ' L_ „f<JT«in-tan>.
Tempo I. (Aileero f<‘roee.)(ffea'K oajoxem.) 
- I Piatti. _______ M  tswns biiguette.j

2 1

10 »

É
' I D ,  1,1 ; I ,' ji I f ii/'Tam-tam 

Plattt.
1 - ^ . 4 ,  . 4. I | ,

w
é

'̂-'Tam-tam ^'^Tam-tam.

g , j i , ■--...l
?cj-----   o “p

"  Taret at Pine.
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2p.
" 2 0
Bass Drum 

Cymbals

Piano Concerto No. 2
Gran Cassa e P ia iti.

I. H. taoent.
m .

Allegro scherzando. (j =u«) 
14 B « k J t i d h

Gr. Cassa e Piatti.

S. Rachmaninoff, Op. 18.

1

P -  ‘f * ' fIB 16

21 22 10

Ag.I.
Menomosso. Modera(o.W=*2) r 

8 rtï._______ 16 ritX

Fsg.I.
, wr- Fagl J2.

Piuo. __

18 1«6 6 7 2 3

m

r*V«=JM[eno mosso.(J=4s) 
j  ] 8 g |l  iatti soli.  ̂ ^  j  j  J

16 16 IV

ritard. -

g

A llegro scherzando.(Hoto primo, J =us) 
5  Gr.C.e P rKoiPln mo8so.(J=i20) acceler. 

u  LdSr______ 6_________ 2

pp

Presto.(J= 126)1 2 20 21 22 2 |3ÉI 42
(p-1- f  ,  f , — j| - — t F fTimp. • T  ------ TllDp. r t p ~ 7 d

EDWIN F. KALMUS, Publisher of Music, New York, N. Y.
Printed In U.S.A.
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G ras Cassa e P ia iti .

27
Tr.I.SoIo.

Timp.

m $

Memo m o8SO.(Coine p r im a ) . 
_________ 8  r ii.

Moderato.(J=») i==i a tempo — ------ ;--
16 r U . W  i-

V '
rit.

17 18 19 20
Memo mo8so.(J=48) 

Piatti soli.
 ̂ ^ I -*— 'J-
pp

rita rd . .

. Tromb.» Tuba. ~  3
-T----*— ----- --

accelerando .
2 0 21 22 28 24

Pre8to.(J=is3) 
Gr. C. e Piatti.
| -'J- i -----

1

■f ' - 1

#
Timp.

Cad. M wstoso.(J = *0)^ 28 Pim ▼iTO.(Js8o)S* 1 _______ 2

rIvnga

Risolmto.(j s loo) 
 1 12

Timp.

Gr. 0. e Piatti.

Timp. 

1
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Romeo e t Ju lie tte .
Oaverture- Fantaisie.
Piatti e Gras Cassa. p.Tsebsïkmnkr.

Asdante non Unto quasi M o d e r a t o . aBcgro.Moltomenomosso. 
ao i? A aa a  a  s ^ c  a «________to e

jT 38Gr.Casa»

K. 27 L ao M G g.J 30 11

jir

L L 1 L L a ___ ________ A i

a i Q a4

iprrrp^M
1 Raa /  t /

If Irr- Irr^

E. F. KALMUS ORCHESTRA SCORES
INCORPORATED

P rin c eJ  m  U . S . A .
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SYMPHONIE HT.
1. IL i n .  T A C S T . 

riNAlE IV.

TAJflBOCK GRAND et PIATTI. 

A llegro con fuoco.
PUttl. 

G*r CwwâT
J)y i

$

2

B T8CBAÎKOW8KT, Op. 36.

S i

i -—^-y-

A s  S

#jsr
i M 3

> >
i  P»  ̂ *î P»

I I' 111'  J I Ji i fi-t

B 25

jQSr

ç — « _ n . 8 33

1

EDWIN F. KALMUS, Publisher of Music, New York, N. Y.
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TAMB017R GRAND et PIATTI.
sE «4

n«m ##&#. I I
Andftnte.(J=J

14 iT\

Tempo L 16 (î 10 s z

JÔ7 "
Ip  y p y-------

A

) M J J J iJ

# y J)r j)y -j)y j) y -j) y
r r r r T

r r v ' r r " ' ^

Fine.
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C O N C E R T O  F O R  O R C H E S T R A  

ll« GIuoco Oelle Copple
SIDE DRUM(wlthout snares)

' ^^j^grettct^cherza^o J Bela Bartok

d i m

DUC2s .Dr 1st Bsn

Timp

*» Boco rl t

S.Dr

etc

Vie

ESI TIMP. IzH „  [22]. m  .

mom,

L o s t e s i o  tempo
BP l  gs.Dr

S.O r.  (ml theut sn ares)

Copyright 1946 by 
Hawket t Son (London) Ltd.

Reprinted by perm iss ion  o f  Boosey t  Hawkes.Inc.



472

OHIi

TP
7 imi 3Si

Poco r l t .  TOrnondo a I Tempo I
t im pOÜI 1 7 1

p  8  Q 53i

M S ^ ________
>oco. r l t . e  tempo i^TT> ■

— m —r-| r - r ^ e l

»  1 s t  CT.
f r m

:c .  TIMP.
I. . 1

Bass I
, Poco r e l l . e  tempo__IH3i 8 2 B3i

mg
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NOCTURNES
N° 1 - NUAGES, r«« 
N* II - FÊTES.

Tambour Militaire Claude DEBUSSY
g) , .T. 4 ©  fr

g _ 45 ® 46 ®  ,*a ®  8 ® 8

(D ^
1 JL---- ,---,---- D @  ̂ gî) @D JB -4 :—

8 ^0 gfr 8 <1

J , J â m S o a r  jjûâiâai
•V J ^

-------------------------------------—

 ̂ ^   ̂ a ,  jh .

K --

ED^VüV F. KALMUS
Pl BUSHBJi Of Mi'ÜlC 

V E W  Y O R K . N Y
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®  '^amSou-c _ _
i: ̂ rmjoo y 8 @  @  fr n

Jnèine^Miifl

Jamiotxr fntâ^

5 % .  •* 4 ^  ft. @  S

uomf. m̂ Hfami- 
_Ka:__6-.—*___-i- ^   Î L

jTj; jer.Àftrèke^.
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Bass Drum 
Military Drum 
Triangle 
Cymbals 
Tambourine 
Sleigh Bells

LIEUTENANT KIJE
Suite Symphonique 

I

THE BIRTH OF KIJÉ
ifcpçô. Op- 60

Q B m e .  -miZ. SatafmaUuria. n&vxt.

t£Î. PP

Trmb.tnU.

B T T f
Hv&.TIlil r B . n R - n n - ^

pp-’Tn^pp p
S Poco piùoavmnOi a. 7L&».

3E

3J). 2  ( s l  SoTo ( Cbtpi d i a m n o T itj
jlM .

F T

^  rjQi Xraii
2 , g  ^  7

Andaask

=Ff= V i  U L t V t t t ^

B-D, • -/
[S i AQgm^ a m i prtrruL

losri.mLl,
pi

a

pp
|1& | ATvcLoarâe assai

pp

EDWIN F. KALMUS, Publisher of Music, New York, N. Y.

r ii.
Printed in U. S. A.
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PERCUSSION
n

ROMANCE

s

ptLmûSsa

lâMypewa mosso

ng» "V

Î l4nô!a>t&,»m*yr£wa|25| ̂   ̂ /%w

f%Z.

t̂ wssa

Cfm.

XtU^ro fuSoso

m
KIJÉ'S WEDDING

A  jifirr.gy



PERCUSSION
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■mp
j3t| Mt.tU3 -mossô eome •prôna.

Y - - r ^
f 2 / 1 f

BJi.

T̂ fttô fiùmosioâeSa.pràna voSa. iU?.USi ft A —
m

V •mp
J38l /Itno -masso, eom* -prôna.

t r o ïk a

M



■muxtit 3tulo> -p»

J J J j i J■r f-f=:
fiu.

T»----
ou »

\ M

< < <
m ' n

< ~1TT'^Tr—w— -1—w—  ̂j-j 
/

- 1- r— ^ J-j-J, A-  J ■ J J . ®f -g-K-
/ ■■ h ^ r c

( & t  /iu.
tu ^
?  ÿ

Z ' *7

NOIS8H3Had

8Z^



PERCUSSION
V

THE BURIAL OF KIJÉ

479

lS3ljinJàn& assed 
Tâtni.-miZ- ^

Pf

|gÿ /̂fenp masse I Pxo m ^ia 'masse 1601 Anaara. <tn fjoce yiu tarda

pp

►Tn I Anànyrit assai
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Percussion II

PETER AND THE W©LP
S Y M P H O N I C  T A L E  F O R  C H I L D R E N

Bass Drum 
Military Drum 
Castanets i

AndaTitiiio 8  B

i
O  ^  Allegro J --I76 g  ^

ïiaoi'aior narrator 0“
|T|AnaT?,comeW2) 9  III L’istesso tempo .

ter n a r r a t o r

i S  E]jr96 14 Hgrns

B 13 3 Epic mosso 11° I S
âceei. ai-- 8 ritai'

bi
3 Ipl .Mooicraio J =io4
L'd. ' icr

/T

■ W ritensio t r narrator
Poeo psu  A tidan te . 
_2_______

IBass 3>rantl r  r  r  r ' r r r I I I I
jJ|lilita£»Dr2mJ_

A%l6L : ,
EiJAwa^*® IBassJrj

B'sn. P

F - f  r r  T  r  r
narrator

EDWIN P. RALMUS
PÜBU5HEH OF HiUSiC 

NEW YORK. N Y.
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molto IMil.Dr.

Pareutsion II

r i t .

accaz. aTem. r i t-  n a rra ta r
(IT) Allegro J = i60

-iiârrr grr r  P ipf- '-r p  T '  m ’m '
4  u n  1 0 /T\ lITI-meaoiPosso A-ndV

El 5
narrator

C\ (^ All
narrator

rp. . ._  -  . _  1 ^ -  iB â a S d , 1

’L i ( 4 ^ t i É é  4  /  
m  ' s  z

...................................................... ' ............

^ /  
/T> fin Moderato J=i»-*

1  3  a te«*po
narrator 3  ^  S  —»»p —= =

4i ^

narrator
^  A n d  ” ?ea»># prima 1 ^  2. /?\ 2. , ^  menQ-mossQ o

(Ï3 Vivo. Military 3>rnml
r ü r -Triaagl*.4

... i.,y_f... ---=d-f-f f-W-f-r- ÆÆg-
4

m p
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Percussion II

|âj] -lïxolto j=66 ̂

narrator
âïlTavo 2.

j^iTidantc m p

■ Ç y  Ifg
l ' P ' '  ' p l ' ^ î' 4  narr^ôr" J  J/ ^  , sj I A11«9î*o J=ifco g 'SL.poeo -neno

O  t ^ m O S S O  J s l 3 8  1

narrator

B  B

y  y
O  lïi] 411gttro o

f e - f - r  T" ¥

1 ®  ̂  AndanteBas5j>r.
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HocWatp. | 3 ^
Percussion II

p p p
Ô  Î Zl S*®® inosso z 3 «.-  - - -|--yr- |_yz_(.._5. 8

n l iffloa
Sostetti^to J.-ioo 3  ggIM i 1 ita r f Duutn

c g c ;  c n x ' ^ c f f l g ^iBdsa Br.l 3olp
E E »T» ghE E ►E p

■i i.

[  m u L s  'L Q 'L f l’ L a ’ '
■> -3  ■ -j 3
r c c r r  m r j r r

1  15*21 Poco ]**v mosso

IHlAnd*®

u j i n m m  t
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Vivo e strepitoso. 
_______ 13 A

Capriccio espagnol.
T a m b u ro .

I. Altorada.
13 B 14

X. Bimsky-Koi'saküw, Op. 34.

Ç______ 31

aitnvfn

Andante eon moto.
21 D

Il.Variazioni.
19

 Poeo meno mosso.
E  28

Tempo I .  JO

nifoi'vu

III. Alborada.
Vivo e strepitoso.

Tr»zwrB\

.E 40

K 29

Gdiuin 3 . K a l m u s  
PuÉlisfier of music
Nciu yorÉ, N.y.
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Allegretto.

Tamburo.
IV. Scena e Canto gitano.

4  C#f»I S#l*

qaiiai Cadcnzt <1)
Tanbnuro S«lu

Csdruzani) vi«ii,o TImp.

PPP sempre p p p

8 8 4

4

C»dpnïa(III)FI»üt*s«l«.C4(leiir4(IV)narl„tt»s»io. a trmpo Cad'uzatV'Arpa Si.ir
10_________ ______ ^ ^ ________  5  ______ _______

a tempo

10

22
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Tamburo.
1 P  t

i ] i i  i l  I'
^ 8  9 10 Q  1

' ' U I' " U

.

y
V. Fandango asturiano.

 _______ 20 R 2 5  S 4 0

attacca

p T  i »
B j  r  1 -1—i ■ |i » v f > |  '

«J 1

j--i,,h, 1 1 , ^ 6

2 3

2

4 fi « 

2

7 8 

7
----P > > T—■ —

» 10 11 à^Jocoy
f l V  1 9  W

if---- 1---------~r- -> -r i ------ p - j—y  j  fJ------p  > >

i = / ' 9coy --------  i _ pocoy
■ ■■ >---»-----i —73—

I, H ' *■
- X

— pf7-. . n fe
ft) ' g  ' ' ' *  f  

C o d a .
^ V iv o .  (Tempo di comiuciojg Y  11

^ P r e s t o .  2

r r o - G ^ f ^ i '  "k I i i ^ i i  1 ^  1 ^



487

Andastlao qou l Allegretto.
. 2 4 - ^ ___24.

SCHEHERAZADE.
Saite symphoniqoe.

Tam bur pioooto.
I. H .tacet.

m. N.Rlmsky- Kort«kow, Op.ss.
▼!«U.

poeeAus.pm mosso

m i .............

I
cresc

E8 F4
T 'D '- [ ) - rrr rrr^ a

H 4?
■fr

iComeprimH

L»to.Ree&. Tempoi.

|0 24 P 4  J 3 3 5
aÜarr. a tempo ossa»

fS t OKtma io riLmotto

EDWIN F. KALMLS
PI r u s h e r  OF.W:s!C

NEW YORK, N. Y.
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Tambar piccolo.
17.

Allegro molto. RecK. L ento. fX *  §  A llegro  molto e  frenetlco .

6.P. G.P. YloLSolo.

L ento . R e d t. Vivo. « .  ,
/T\ u ~ ! ~  JLl I j I ^ -T J -f j -I-*•

~Slt

7 %

Tioi.Solo.

r  4Y <tr <tr
r m m "hTmr+ w i

É jfc _*L__3k 3 F 4   ___10_

10

U  13 14

"p t-»"p T m jT
IS

A - - - ,  ^
■ f iM  -fim iJ lM  « ■  IJljii  t.
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Tambar piccolo. 

1______ 1 flL

m

Ü  16 V 28

$
P iu  stre tfo .— 2. . ,ir Jfc-

g m m
A

U" V 1 2 1'LT t'CT IU  I'L T  I Ü"
m S p lr l to s o

3 in 4r ir ir ir ir ir

m z'i  111 ü i ' î J ü i r W i i P !
j6u  6^

Allegro non troppo e maestoao^ ^ 13 Y  18 Z  6
m

Lento. Beclt. Alla breve
_3__________  m

a tempo

TMSala/W.
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Ouvertüre
zur Oper„Die diebische Elster".

Maestoso marciale.
K le in e  T rom m el. 

^ --

G.Roiisiiii.

P f - ^ - 4
t̂ cresc. jgf

#  r i / r  > T - L £ ; f f j r  m  r c : ;  r m  p  * 4 ^ - ^
u 2

w jy
3*4______________  3___________   _̂______,_________  2 B___________ 9

i  r C . 7  ' i p » ' • i ' i r c v r ^

> >  1 /T \ ^  /T \  /-s * 2  3 *

' -1

57 y,

P  Y-Æ p  p : z p t : --------------= d

...... .%_____ ^

Bl> '  ^  ' JW» eresc. ed acc
rit.
7

eler.
tempo
%

y

EDWIN F. KALMUS. Publisher of Music. New York. N. Y.
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E le in e  Trommel.

Kl. FI.

US

«7

9 10 13 18 1411 15 16123,

138/'______  1___6»* 1___ 62

r " '£t = = z j y
a

f-

1 10
1—  1

marc. G.P. Fap. Hr.

171

*  ̂ FFffsir. 46 47 48 ppp ponsihile

22i

235, 4

2
i»RP

3 5 6 8 91 4 7245,

J?P cresc. poco a poco

13 *3 3314 15 16280

1
J  ed acceler.sempre cresc. 

2;,„ mo|so.

rit. Tempo I. 
7 15284,
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3U

Kleine Trommel.

1 lO _________4 5

f G.P. Fag Hr. 8tr 46 47

48 •ppp possibile

M4,

kiLLT P
Jipp sempre ppp

1 ■Lxi.iiiir P
10<03.

PP cresc. poco a poco 
19 20 2118 22 23 2412 13 14 1711 15 16<13,

f  ed acceler.sempre crese. 
<32^ I Pin mosso.mosso.

3

JGT

»
J ,......................................-..............  P in  a lleg ro , g

450 _iS_
m

eresc.

*-/} ^

f  I r  U :

-si.

¥
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W IL L IA M  S C H U M A N

T h ir d  S y m p h o n y

PART 2  CH O RALE & T O C C A T A  

A n d o n t in o  J r 7 2

rr

C/ CA.W
TO CCATA L e g g ie r o  J = 108 -112

I S D I orer Bs n pedol

* 8 . 0 . in  c r* /iw j»  rhy thm

Jl - X - ' r

*  O b .E .H .

"Copyright c 1941 by, G. Schirmer, 
Inc. Used by permission."
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|2 3 0 |) ^ y L j ""(^  Picc.(lo»w«roctav*e«ionol)

wfithW.W. exposed

m m ' ’- * cirt p iLf
^  ^  3 9 3 3 ^ 3  T

ogainst Vc

J : 108 __
Wn.;.,^ (Ĵ J2 û . ^ A à ,  4 ^

Æ..R-R B .R-J5,2S,J3. J3.,.h.r .
JÉ0F J -T , J

|385|
> \w»er octove opticnal
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I39Î

(R im sho ti) >



496

R O M A N  C A R N I V A L
Overture

2 Tambnzini Hector Berlioz, Op. 9 
Viola

■^•1 r h y-Mîài

Tempo I Allegro Tirace __________________ 23

foco/=^ poco />#* foeo /  criicr~ ^
TioLI

24

E D W I N  F. K A L M U S
ruBUSHER OF m s/c

NEW YORK. N.Y.
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4  c n r r i -r f F
ISI

2  Tanûntrini

 1___

$
PPP

2 52 1
PP

PP PP p p  poeo crexc. p

14

J3T JET
FI, 24 40

41 42 43 44

kurr___
^rtini U

$

& 665 7
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Tambourine 
Triangle 

Bass Drum 
Cymbals

C a r m e n  S u i t e  N o .  1

TamborinotTriasg^olo, 6r. Cassa e Piatii.
N? 1. Prélude. Georges Bizet

(Prelude to Act I)

F a r  I  rrrn. . ^ ^  molfe =>•
Andante moderato. (J = bs.)

i** ...18 ZO 21

A llegro  vivace.(J.= so.) 
.Tambnrino.

Tamburino.

N? If Aragonaise.
(Prelude to Act IV)

Piatti. attacca

Gr. Cassa e Piatii

Tamburino.

St». 9 to lto  -

Tamburino.

poco cresc.

EDWIN F. KALMUS, Publisher of Music, New York, N. Y.
P r i n t e d  in  U .S .A .
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TambarinoTriançolo, Gr. Cassa e Piatti.

12

Ob._I.Solo

E  Tamb.

m
Triang.

Tamb. 1 2i

— N? 3, 3 c 4  taceat. —  

N? 5. Les Toréadors.
Allegro giocoso.(J = iis.) (Introduction to Act I) 

Triang.

Gr Cassa e Piatti.

p  ̂I p t i p
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Triang.

Tamburino,Tria&golo, Gr. Cassa e Piatti. 

A
m m

Gr. Cassa e Piatti. I Solo \P

Becken

A Triang.

y f y  cresc. vtolio

“ *T ~!T~*r' w i 1" *f" p-j

Gr. Cassa e
r

Piatti.

_ L p _ L ^ — ^  / J

1 [ " '• ' ^ ---- — ----
f . .»

■|
j r

i

IX 19 21

Gr. Cassa e Piatti.

ff

a p K"
p x u f f

ï i . j )
*

/T\
g



O rcliestersu ite  N° 2
ans der Oper„ Carmen"
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TamborinojTriangolo, Grr. Cassa e Piatti. 
N® 6 tacet.

N? 7. Habanera.
Allegretto quasi Andantino. ( J=72.)

M M  K ± 2  .  -  K 0

Georges Bizet.

Tf 
FI.I.SoIo

. Tamburino. B

§  p  1
^ Triangolo. 2 1 8 4 j 6 8

H-y " m ^
7

—■— ■ ■ 1' « ^ >— 1
7

i§2— L T 1 r  LT l-P -L T  i-f LT r L r  1 r  c j J

t 1 ^
Gr. Cassa e Piatti. £T

N® S. u. N? 9 tacent. 
E D W I N  F. K A L M U S

PUBLISHER O F  MUSIC 
NEW YORK. N.Y.



502

Tamburino, Triangolo, Gr. Cassa e Piatti.

K910. La Gaide Montante.
( J r i i s . )  (Chorder StVafienjungen. I. Akt.)
Allegro. Tempo di mareia. _ _  .

iTr.SoloS 8 FI. IG A  14 15 16 B  Triangolo.

r Ir ^-piciLTirTT f Tr. Solo

crese.

meno p
8__G

Piatti Solo

I K  8 L  6 M  14

(J=ioo.)
Andantino quasi Allegretto

20 A 18 B 10 C 1

If? 11. Danse Bohême.
(Zigeunerlied. II. Akt.)

i
rail» a  tem po 1
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Tambarino, Triangolo, Gr. Cassa e Piatti.
5 6 7 8 9

11 12 13 14 15 16 G 17

18 19 20
g p r ' p i r w w ^ ^

TPP

a tempo animato (j=i2s.) 
Tamburino.

Triangolo.

10 12 13 14

15 16 17 18 19 20

L t— ir1 i1



504

4 Tamburino, Triangolo, Gr. Cassa e Piatii.
PiÙ mosso. (Jrl38.)„

^  I .  i  ! . = L = ; ^ - r
^ f  P f  P  f  P
I  p ■ .  -1=^

f  p  f  p  J"  p J  ̂p f  p  J' p f  p  f  p  f  p ' p  f  p

1 1  '  '  '

r  ■» r  r  r  r

I  —  - :

f  P  f  P  f  P f  P  f  P  f  P  
h-»—  ■ > ^

r  ^ ^

12 13 14 IS

f  P  f  P f  P f  P  f  P f  P

17 18 20

f  P  f  P  f  Pf  P  f  P f  P

Presto. (J= isa.) 
.Tamburino.' P

^T riangolo. 
n r — ■— »— ----?=■*— ----KT.----!— m — 1 ----W* ""

^pLi. N Hf r H —4»— — — -j.— H i

f
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Carneval.
Ouverture.

A lleg ro .
Tamburino. A nt. D vorak,O p .9 2 .

1  : 1 2  i

I I ' I I

rwrw.m'

y  p

I I t

H ‘̂r
ujTrr

j y
i r  i r  ir

- M —I-

C 3 3  4  2 2  D l<i E 2 0

4 H  4 1 2

:( 4 « 7 8
A n d an tin o  con mo to . y

Ü 26  16 ÏC 0 T o ro .»  In g l

2  L  Tem po I . .Allegro.

n'tnrri. 10

e . I f r f - m
E D W I N  F.  K A L M U S

N ew  York. N . Y.
fiiwcjf in i; e ̂
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Tanibnrino.

i
„ 13 N  28 0 IS ]P 21

n - - i - u r r r i r * m r ^ r r i r * -
Tromhoni. c^ sc .  ,  ̂ 1 i .

p i t f r r r i r - i r rT^' r rrr i r rr

rr̂sr*. -

r 'r r r r i f fT r ^ ^

rtr r  Lr I r L'-r.LT i w r  l:  i r l;  r L^-if ^  l r i f r #

i ' r é m r i r LT r W ^
J T U  I

r y n r £ f r r i i f r ^ ^

4  :•* £jVJ.^‘£ g
4r -tr ^  'tr

WPoco pin mosso.

[ T l r ^ ü ^ F ' : C rrirTTT

crrrrirrrrcfi'rcrFj
jsr

J /
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SCHEHERAZADE.
Suite symphonique.

Tamburino.
I . IL  tacet.

m. KRImsky-Kopsakow, Op.8&.
Andantino qnasi Allegretto.

 M A 24 B Î4 C S p ^ m  9_

$
poeeAÛ8.più tnosso

m
; ;

#
F  4

S P

#
G_

g
H

i p
C o m e  prima. 
1 H K  6

/  /  
Lénto.Recit. _ Tempo I.

r n - m

ViaLS<>lo.r<7</.

tillarr:atm atemuo 9 M 2 f  N 7 poro ni.

J. aie»npoMt^
poech.piit anim.

r/y. /wo/A)

E D W I N  F. K A L M L S
PCBUSHEH O F M L  SIC 

NEW YORK. N.V.
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Allegro multo.
4 1  d.

Tâînbnrino.

17.
Lento. Beoit.

«
Allegro molto e frenetico.

m
i

G. F. G. F  Viol. Cadr

É
9

Eecit.
Lento. l^ T O . dimiv

mjÿ r«sc. A  Viui. Cad.
lf> A  ifi B

g
af

i
29

S 4 52 «

n JS. <9 G  16 H  16
m

3 M
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Tamburino.

%% 4 R K

10

V

2014

13

ntf

PI il st retto.

.Splritoso.W

7

Allegro non troppoeinttcstogp. ^  ^ 13 Y IS Z fi

L..».. K..lt. ^  All»l,r.^.T..p^.«.^L ^  ^  ^  ^
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i ü l ï ' i ' l
TIREE DU BALLET

CASSE-NOISETTE
K U T C R A C K E K  S U I T E

T a m b u r i n o .

I. OUVERTURE MINIATURE. Tacet.
II. DANSES CARACTÉRISTIQUES.

a, .MARCHE.Tacet. 

biDANSK DE LA FÉE-DRAORE. T acet. 

c; DANSE RUSSE. TRÊPAK.
P. TSCHAÏKOWSKY. 0p.7W

Tem po di tr e p a k , m olto v iv a c e .

ta-

sempr\P re s tis s im o .

i
A lle g re t to .

4  Coffio inyl

d» DANSE ARABE.
viol f ___ Bojkia.ua'k SHJbseYi, no Ko%t. 

ifrt dem Dauvien.

û

A  9 B i t.

Ë g jw

L a j i - 'L a ]
PP P P

1

dim. norendo  renio taceU

EDWIN F. K.ALML'S
Pi BUSH CH OF HLStC 
NEW Yonk N ̂
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Timpani
S y m p h o n y  N o .  9

TIMPANI
in D. A . L. van Beethoven, Op. 125

A llegro  m ano iitroppo .un  poci»m aestoso. »z88.
15

ĥenmaraUo.

SO C

f r
4 31 5s1 2 5

VPPP

PP trese.PP
a  tempo.F

ritard.

G  3

crc»c. -

EDWIN F. KALMUS, Publisher of Music, New York, N. Y. P rin te d  in  U .S .A .
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TIMPANI
- ,a tempo. 3 _ H

ritard. W

20

Z 4 2,2
PP

8 9

V Crete. -
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TIMP A N I

JT

ereêc.

eretc.
a tem po a tem po

^  M ol to Vivace- . ___
4 Solo. 1 a  48 A

3 B 16 C 18
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TIMPANI
Ritmo Hi tre battate.

/T\ IS Solo. E a
- CERitmo di qnattro battnte

25 14 F 7
j:J I' r r aptu Crete.ereee.

33 1 8

in
PP “ PP

.  afrtwygmfo t7 (gmro

G-R p̂iresc. 
Presto. J=« .^ ISLSZMieT— ' &39

poeo rxtard.
Molto vivace.4 Solo. 1 2 48 N

3 0 3 4 10 P 2 5  3

^  Ritmo di tre baUule 
7 - ^ 1 »  Solo.

Ritmo di craattro battnte.25 14 R  7
|N.J i r ^®fu creacereac.
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Coda, ttr^mdo il

T IM P A N I  

3 ______________ 333 U 8

6  V 4

p  erete.
Presto. a /T\

kioB.R ,
Adagio molto e  cantahile. J=60.

Andante moderato. Tempo I.
.A .... .17.. _______ M- Solo.

Andante moderato. Adagio. 
4  18  . 16 L ostesso  tempo.

¥ Memprep

eresc.

creêc.
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in D. A TIMPANI
P res to . a»zS6.

Allegro ma non troppo. J=8S. g

pocoAdagiOj_Vîvace. Tempo I. Adagio cantabile.TempoI. Allegro assaL Tempo I.Tempo I. 5

g
ritard.

Allegro assai. g=80.

poeo riten.
Recit.

Allegro assai.

t e m p r e f

f

T P
F  7
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TIMPANI

A llegro assaiJ-:84T  28 H sa

l40jK62%LÆ__a495g__%
molto ten.

VioU.

Andante maestoso. A da^o ma non troppo,madivoto. a=*

16 N  16 23 np
^  Allegro enerpco^semprebenmarcato. ^.=84.
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TIMPANI

jsr
R  29

VP
^  Allegro ma non tanto. J=izo.tanto.ma non

PPP

poco Adagio. Tempo I.

8  /  /  /  /  f  f  f f
^ poco Adagio

Poco Allegro,striogendo Ü tempo. ^M^issmio. g

Maestoso. J=«o. Prestissimo.

P • f

t - f Y f w r n  l'irrrrr irrrrrr ' rrrrrr-^r-rrrr$empre ff
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Koncert fûr Violine.
Timpani in D. A. 

Allpgrnjna non troppo.
II I , 1 * 1 ,

f  Timpani Solo.

L .v an  Beethoven, O p .61.

1___________
§ 1 ~ M  J  ; ~l

A 3 1 1
f  tempre p p
 T'jg— [ u

f  ff f  f
2 Solo.

12
H Tntti.11

TuUi. Solo

E Tntti.

Solo.

F 47 G  15
 &

ff
3 41

Tntti. Solo.

i 40 K26 4 15 L
E D W I N  F. K A L M U S

PUBUSHER OFMÜStC 
NEW YORK. N Y.
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Timpani.

É
Tc\SoIo. Tutti.

HOK,o. »

3 Solo. Tntti.

Solo. Tntti. S.1..27 ^ B 9  ^
A  14 f

m

^ Tntti.Solo.Tntti. Solo. 60 /T\P 8 1

^  f, I k, i I' I k

ff

— I n-t-

sESolo. Solo. 3 Tntti

, Solo. 33 FTntti. Solo. 85 Q  JO

a*esc ■xf.f f  .f </ yf f

p crvsc. ff

É: J L

ff

-ÊC
ff
5

ff d iiiiiti. ff
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fü r  P ianoforte und Orohesier.
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Allegro vivace.
4  P ank ea  

in P  E, D and A . 
4

0k.lr.

Ç 19A(t

f f
t G.P. Jjtrmpàûo wlan.̂ sn«cto«<T. F |4 calamdo

~p~' '> 35? * 50 4  ̂ W. 5
G s  nn-M.m fom ttnvffatemuomo *  S  S  S  a  , ;  .—. . 9 •

L 4  B ù ae .
a tfmpo;eito &■ yomyoto rit Hm- .

5  ealnndo a trmptt.gogien.

9H
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4 Psakea.

PP

tr 4  é — » IS 3

3»,

3______ a

izr

dWL
i ■____ î_

^  I f  JT
A aawr. Tw>.L 2

7 "t ”

5_______

fy ' ppmmpn T - r y
Ts

JT
II

/  f/ f-

s o  «M tfintfo 16 tmfmiilo {3 .cugaü>.crf/<tirf<> npcco stnngia irmpo. civo « ' f L t n . i w e .
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SYMPHONIE IV. 
:
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Audanfe sosfenuCo. 
12

TIMPANI 
15 C, A.

1 A_

p. TSCHAÏKUWSKr, Op. 36. 

10

Moderato eon anima19

19 C
i

f
14 D

ff

(.M uU C In  H e  A  in  F i s .)
Meiio uusso. Moderato asnai.qnasi andanie.S 3  3 4 2______ 12 r 6

irtiarà. ritnrd.

E D W I N  F. K A L M U S
PUBLISHER OF MUSK  

N EW  YORK. N.Y.
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(Tlmp.in H, Fis.) TIMPANI
Ben suateimto 11 tempo preeedente.

PP

Mtrimgendo pogo a poeo

'*K ■ 'is. s, Si«,a. I «, »"K*. ̂

ereaeendo J <T M  -•H--

een . . .  do
E_, _J 
pn . _ *

#
W  4

"J
J p

1 t 7'4!J~u .r- -------*0

Moderato eon anima.

-  CO crescendo

m

f f

f f

p̂ gyjr-^ 3^^
■ " Ti #'## #yrÿï^j

#
L  (m u ta  H in  C «  F is  iii A ’> 4  5

f f f
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TlSFANl.
M  13 I; 13 (> 16 P 1 1 6

..%.."F'=d>■.=■■■<.. § §

7 g S

g  «oaewto j m t ,  q i ^  Ben tofteimto a tempo preeedente.

JV

foeoafoeo erete.

»i ŷ-y p y y p »-y y- p y vJ^y y|W-y-
ttrtm tttie  fO€o •  foco

enteendo

Allegro eon ««h,»

V
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T IH P A K l.

IV 18

f  dim.
M olto p A  aoM o.

ff

# i
s r

f A  m oM oJU legro v tro .

f  If  ir  If  ir  i? 4
I!.

AndanfinoininododiCaiizona. bi;c,A. 41 A 24 ■ I I_____I ,

BOMO.18 24

T en p o  I.22 3 10ft___
ritnH.

III. SCBERZO. PIZZICATO OSTINATO.
Ill D e s ,A s .

A lleg ro . M eno m osso._____ 16 A 32 B 28 C 14 D 39 & 3 28 E 9

Tempo 1.
%

PF
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TIMPANI.

J 7 i p=l

p f T i  It

r
1C

Sekerso It.CM  segitoefoi /a Coda.CooA.a 1A J 34 12 O

IV. riNAKE.AHfgro con fuoco. t, ]ç c, G.JL- _____  , „   r_3L

ir—

“■#" # / # # '# / # # #p  ̂y-wrsP î y é ̂'é
B 32 (3 27  1) 2  ^ 2

r------------ — " m -V -----------jsr
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TIMPANI.

fitlT)»; ' ;M r ÿ f # ' #f - j F T j .

# %

E  M  F  2 6
Andl̂ e.(J:J mp*x»mviy«l»rê

1 4  C \

m
Tempo I.

_, , -, u - t ,_.,

J sr

P P eres .  .  cm - . d o poco a p o

C 4 2
n  1 ,  '£ I

.  CO f ----- ----------------L__— ------- -------------- -—— *-------*—• i > - — 1

m

-j -Ji IT---- »

gIT d d-d

/?\
-d'— r — w — u ‘<13— “ 

FtHf.
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SYMPHONY Na 4
in E  minor

Trmngoip.
Allegro non troppo, Aadanie modeisîo iacet 

Allegro gioeoso
VioLI'

Johannes Brahms, Op. 98

a
VioUÔl.I

V io H

f  tempre

12 Poco meno presto

put " ' I*
Tempo 1 % VioLI

20 Tipt, .

Viol. I

Allegro energieo e passioBoto taeet

E D W I N  F. K A L M U S
PUBUSHER OF MUSIC 

N EW  YORK. N Y.
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is
Triangle
&

Cymbals

Piano Concerto No. 1

Trxanĝ el nod BecJten.
Allegro maestoso. Tempo giusto. 

i   1______ /T\ A

Cad. CTr. Pkl Cad.
m  tempo

OUar.l)

I Cad. Cad.

Quasi Adagio. _  L ’istesso tempo. —, poco a poco riten.rn.6Uo32 D  17 .S E  17 g g 1

Cad. Klar.I.
Allegretto vivace.   ̂ Triangel.

T T VP

2 F  6
¥

3 1

2 G  2
P

ff VP

» H  g

s ‘̂ ir- 1 , ______.
« t

5 6 2____ ®____ ?____ «0 5 /T\ Ü
CaA

E D W I N  F. K A L M U S
PVBLISHER OF MUSIC 

N E W  Y O RK . N .Y .

Pfte. •
P r in te d  in  U .S .A .
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2 T r ia n g e l und Beuken.

AUegro animato. Tempo I, allegro maestoso. Allegro marziale anunato.

9 3 38
1 2

TnaageL

1 1

P P P '

i - pp jor poco cresc.

K 28
» f jsr

28
«

L  8  Viol. L p is . I j  j  Triangel.

10

10 M  Pik mosso.
l p ? : = p f p *

.T Alla kreve. Pin mosso.1 N  2__________14______

Fill presto.
6 O  16 n 18 19 PBecken. Presto.

■.PÜ. ■
/T\

m mjosr
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V
b

AN AMERICAN IN PARIS
GEORGE GERSHWIN

E d ite d  m od K e v ise d  b y  F. C cm p b cU -W atM D

for Symphony O rchestra
Xylophone & Bells

A iizgrcO i grazioso

3  i 3 ®  3 ®  8

ft  ̂  ̂ /T ̂  '.,r̂ ̂ rft

É

# SraziosQ

$
1 © ^ ^ ^  k; : \ri. '. Tgv-'-.e ®  1

a ignpo «%-
4̂  T »6c i j | .  ®  9  ®  3  1

»/
S * I 1

poeeiC:* (75n6.)
m  k

To (5rS Gioeoso

Molto rioto mosso ^ T »  t „ 'o  !

V  J
lO i 'i  ’ A L  O X l ^  © 19S3 i  1030 by NEW WORLD MUSIC CO RPO R A TIO N

V i ; '" -  i x ' •'■ •• ■ CopyrigiiLit renftw ed

oec.;%:i^:inoT:'éTo:^?^:Ers ^
"Used by permission of Warner Bros. Music, Los 
Angeles, California 90069."
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\ i
—  2—Xylophones-

s @ Calmato 
4 1

Tit.

Tvù, mosso C o n ^ to  lln poeopiù. agitato ^ jT r ^ g u i l to  Subi to con brio

■ {Tjm fi} rti.

  . ■■■■.'. -. 4 1 @  9
3)eeiso To

• • • '

A 4 \  ̂I. ♦ cr<yc fBCJ - - - . tf poco•X̂ (̂  7ià ■modcirato'']̂  ̂Deciso

ouottro schetsaTido poc&Cfffimo rtîv.
3 )  A s s a i  m o d e ra to  /TZx T i l l  m o ss o  c  ru ia to /^ H ^  /  . IX m d a n ta m a con lisn o  ded so?___  3 7 ^ 4  : "Vz.'ccf s____

90C0 r i l
Toco ru b a to  (7}^a  tempo ?û t4 5 %y 2 1 mosso e meno 2

W Tnmbone rcco  ftZ
Toco memo 3
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f o r  RENTAL O N L Y
W a ,-n c rn ,-s .M  U D = p t.<!6- s.-ca.cii

— 5—
X^lotilione ♦ îe lls

Sccaucas^ :\c.v Jersey 07094

a ampo ^con mpt 7-?^e4 meao D uiss 1 2
a ieapo pact n t . Toy.io

/Qw   A^tato Graniioso
^ 2  1 1 2  ?  3 i  W  3

- a Sewpo stTÙngmda rtÉ . iRolto n i .  a îm oo

/Tïïf.oo/o»

g  ^  ^  2  © v ;  17

 - T e ^ c r  J \A  paea rsi7. a tempo
1 ©

para a  paœ  raff. _ ^  i.
pfî 7-<i2Sirfera£û eon ̂ azia. ' ' ^  Allegretto g’loeoso

1 4

i)p3.............  % ? ............... "i , ®

#
jo_ 10

sec.

i M eno mosso Sjândioso TVesto4 ^ ______K_
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^ Chime

I T .

////

PORGY AND BESS
A  S ym phon ic Picture

ON nF.Nl'AL
J'.'>£S-''^^pi^r(.|,estra bv Russell Bennett

^ ^  —  G E O R G E  G E R S H W IN

j ; ;v ii: vl/.cj:
\  E E 7  is '

Semprtf. SoSTcitu lo

' BJ dâ:
-- r.-i ; \ ?

,  LisUiSoUiTtpo  ̂ _______

ef p  'p  EH a

Cent trio b ,J>ia i j /  : _jü:
■4 y-

Cumbals ,/BBB1 '• Ayiojshont(gt*j

Copyrlchi MCMXXXVt hy O nrR e G m h w in  

T h is A rrangem ent Cupynght MCMXUM by Ccrahwin PuM iahin t Corp.. R.K 0 .  BtOg.. New York. N. Y

"Used by permission of Chappell & Co., Inc., New York, NY 10019."
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EDWIN F. KALMUS. Publisher o f Music. New York. N. Y.
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Dance of young md/cfens
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ÔCl,

M  ^

J  I ^àÙ  X
$ y . ,  g

-^f-f-------/ -----  1--------------------  "=»---------------------f ----------------'------f ----------

V . l



565

Ok'/u. liftau_

r-
fe.f'C.uSS'iD/y

i a
i

C.d.i. t 

J'xth.s. f

f J__i +
H i _ a

r — r

I.

fiailf,

4 r .C

s Æ - > - Æ

y .

i /

JW.F.



564

Fe^cuss'iO^

JK.

V s



565

( flOfllCLL ti 'ntlTe. )

4 ^ - -

, ^ k J r . ..  -

])  - - - : ^ |

'  1/  \ 

—  t r  ~ 1
J ^

^ i ^ - . .  -J>- 4 - .......y = 4

— ^ —

P : -
I

l^ K Z Z Z Z j



566

U s t

f!di.

%

4.t.

f ----------

t  b

X  J ?  , j '_ I) \  )

=— ^
r  '  . : : : :

" D

■ r . ^ J f . f  . x  4 -

 ̂ \i 

^ ------ ±
" ' k / /  -— ' \J ---

P ------
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Petruschka.
E E T P y n i K A .

Erstes Bild.Kameval.

T a m ta m  & X y lo p h o n .

KapTHHa IlepBaa.
MAC.lEHn^A.

Premier Tableau. Carnaval.

Pétrouchka.

Tam-Tam. 
Mvace.

Hrop& CTpaBKHCBiS. 
Igor Strawinsl^. 

Poco a pocû ttccel.
5 LU 8 9 , L 2 J 7  2

,, m , « Trorabi. 1 2

Tamb.̂  1 c

L - ...J 6 . f .  U

Tam- Tam.Baccfa.di Taznb.milit. > >

« i f

>  >
I I 1 1 n - i j ' i  1 j  j " = f 4

[IJL m  - w — -m

>  > >  >
M 1 « m m  ] m

»  [H a 7 1 4  [ T | " T ' 1 8
la  ■ » ■ -l-« ( ~ — 1 ■'||3"~*^f

i
Come ____

^ ^  prima. [3 |Meno m os^. 1 OÔ]»'^Ÿ -̂ 1

, 1 ® .
. S?lm®a.̂  Q2 ]Menomos|o. ^  13

^ 4
Ca:;:p.

i g S . 4 , ,  1 1
- 4 ^  _ 

1
rïglCome prima.

1 "  2
ü_i___jLtirî:—la --------lA -i—1— l;

EDWIN F. KALMUS
PUBLISHER O F  MUSIC 

NEW YORK. N.Y.
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T a m ta m  & X y lo p h o n .
T am bde&aque. Bacch.di Tamb. m ilit.

/

21 7 tacQt
J ' 'J -J - ijt ■ - —T-

etO K Y C T ».
Tasehcnspielerei. I he tour de passe-passe.

ta c e t.

P y C C K A i l .Russicher Tanz. i Danse Russe.
Xylophon I
— .A lle g r o  g iu b to .

g  Xylophon

m m 1ft f:#. #4 m m # 1
1 F=ya g g i F-h ^ - |

y) *"# |-g<t f  ^
39

1 8 ®  6  [ S  12 42
^ f f f

\ tQ l  S o lo

^ Poco meno'tT(Tnqui/io)pochiss. acctl. a tempo ra/l^

I
Tem po I . ( Allegro giusto)

 3 -------

I
1

♦♦ 2
1 1

A 45
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Tamtam & Xylophon.JTbI

cresc. eriaiTPl.
p ro r  finir" pour e n ^  ^

KapTHHa BTopaa. 
nETpyiuKA.

Zweites Bild. i Second Tableau.
Petruschka. Pétrouchka.

Xylophon (Kasperle.i I (Guignol.)
;,Molto String.  _________     n iF u rio so .

Tim;,.de rr^M olto meno. Allegro.
' f t  J»Ra»que 1 14 3 )  1 9  1  1  O Ti'mb.df Basquf1 , 1 . ...ÿ , $

T acet bis St‘hhi0d2.6i]d

KapTHHa TpeTHH.
accel.

A P A m > .
Drittes Bild.

Rrap.Tam - Tam.
Ffiruce atriiigmiio

4  1 i

Troisième Tableau. 
Arap.

r>
mosso.i^yantc. Tromb.IH

[silSostejuio

string. /T\

,  [STITempo de principio.______ g  IsilTninquilloa tempo eiriv^.

TARENT» B A aE PR H W .
Tanz der Ballerine.  ̂  ̂ Danse de la Ballerine.tacet.

. BaibcT,.(Eaxepaaa ■ Ap«n%.)
W alzer. | Valse.

(Ballerine n. Arap.)  ̂ (La ballerine et Arap.)tace t. '
RoflBAenie nerpymRH

H ccopa apana en» nerpymRoii.
Erscheinen PetruscUca’s \ Apparition de Pétrouchka

u .S tre it zwischen Arap u.Petrusehka. e t la  querelle d’Arap avec Pétrouchka.
tacet.
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Tamtam & Xylophon.
HeiBepiaa Kapinna.
m nPO K A fl MACJEHni^A.

    Viertes Bild. , Quatrième Tableau.
[ U l T a S *  O ro Q ct Karneval. I Grand Carnaval.

Pbco pJâ mosso.
A Tamb.mililaw

W r -  p  -M - i
s s

AUegret

•rp.U ,

"° 'ta«

f» 1

Tanz (

it— !

1^
Taneu’b nopMaanm».

1er Ammen. i Danse des Nounous.
93 tacet 10

g 1 .111 ! _i { |. , . '■ _ .1—
Tame^T, Ryieposi».

Tanz der Fuhrleute.. Danse dee Cochers, 
tacet.

PA H tE H H M E .
Die Masken. | Les Déguisés.

Œ Î> e îta to .[ Ï Ï8 ]ro r . ..  PW..H „

mosso.
* nK I V

CcTO
ia  11241 Q  Tromb. mTrombI Tromb» I

Ccopa apana cn, nerpyninoif h cMeprb nerpyiann.
La querelle d’Arap avec Pétrouchka 

et le mort de Pétrouchka.

- -■» un .

V , . Streit Âraps mit Petruschka 
und Tod Petruschkas

eroce..

Piu mosso.1 1

rempo rubato 
f r\

Lento. 4  
1 ListessotonpoJffoltoplù lenta

tempo Lento.
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ANNOTATED BIBLIOGRAPHY 

Books
Bartlett, Harry R . , and Holloway, Ronald A. Guide to Teach

ing Percussion. Third edition. Edited by Frederick 
W. Westphal. Dubuque, Iowa : Wm. C. Brown Company 
Publishers, 1978.

College instrumental technique series for 
class instruction.

Berlioz, Hector. A Treatise On Modern Instrumentation and 
Orchestration. Translated by Mary Cowden Clarke. 
Edited by Joseph Bennett. London; Novello and Com
pany, no date.

Berlioz historically significant treatise on 
orchestration.

Blades, James. Orchestral Percussion Technique. Second 
edition. London: Oxford University Press, 1973.

Basic techniques for playing orchestral per
cussion instruments.

_________ . Percussion Instruments and Their History. Lon
don! Faber and Faber Limited, 1975.

Percussion history, techniques of percussion 
instruments, glossary of principal terms in four 
languages. Excellent historical information.

Blades, James, and Montagu, Jeremy. Early Percussion Instru
ments from the Middle Ages to the Baroque. London: 
Oxford University Pressj 1977.

History, description, and techniques of early 
percussion instruments.

Chenoweth, Vida. The Marimbas of Guatemala. The University 
of Kentucky Press, 1974.

History of the marimba in Guatemala.
Combs, F. Michael. Percussion Manual. Edited by Charles

R. Hoffer. Belmont, California : Wadsworth Publish
ing Co. , 19 77.

Intended as a class instruction manual at the 
college level.

613



614

Daniels, David. Orchestral Music: A Source Book. Metuchen, 
N. J.: The Scarecrow Press, 1972,

Bibliography o£ orchestral music; includes 
instrumentation, duration, and source of perfor
mance materials. Classified alphabetically by com
poser, by instrumentation (e.g., piano and orchestra) 
Does not include operas.

Denov, Sam. The Art of Playing the Cymbals. New York :
Henry Adler, 1963.

A  method book describing various techniques 
of cymbal playing; foreign terms glossary.

Parish, Margaret K . , editor. Orchestral Music In Print. 
Philadelphia: Musicdata, Inc., 1979.

Comprehensive listing of the works of music 
publishers throughout the world. Arranged alpha
betically by composer's name, titles of works, and 
cross references. Includes generic info., arranger, 
published title, instrumentation, duration, dif
ficulty rating, format of publication, publisher, 
publisher’s number and price or rental info. In
cludes index of publishers and their addresses.

Firth, Vic. Percussion Symposium. New York : Carl Fischer, 
1966.

A manual defining and illustrating the various 
percussion instruments.

Kennan, Kent Wheeler. The Technique of Orchestration.
Englewood Cliffs, N. J . : Prentice-Hall, 1952.

Orchestration textbook with some examples of 
percussion usage in orchestral literature.

Montagu, Jeremy. Making Early Percussion Instruments. Lon
don: Oxford University Press, 1977.

Description and instruction for making early 
percussion instruments.

Morales, Humberto. Latin-American Rhythm Instruments and 
How to Play Them. New York: Henry Adler, 1958.

A method book for Latin-American percussion 
instruments; typical rhythms for various dances.

Mueller, Kate Hevner. Twenty-Seven Major American Symphony 
Orchestras : A History and Analysis of their Reper
toire Seasons 1842-43 through 1969-70. Bloomington: 
Indiana University Press, 1973.
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Payson, Al, and McKenzie, Jack. Music Educators' Guide to 
Percussion. Edited by Gordon Peters and James 
Sewrey. Rockville Centre, New York: Belwin, 1966.

A percussion method book intended for class 
percussion instruction for the instrumental music 
director.

Peinkofer, Karl, and Tannigel, Fritz. Handbook of Percus
sion Instruments. Translated by Kurt and Else 
Stone. Mainz: B. Schott's Sohne, 1976. Belwin- 
Mills Corp., exclusive representative.

Excellent reference work; "their character
istics and playing techniques, with illustrations 
and musical examples from the literature".

Peters, Gordon B. The Drummer: M a n . Wilmette, Illinois: 
Kemper-Peters Publications, 1975.

Treatise on percussion history and technique.
Price, Paul. Techniques and Exercises for Playing Triangle, 

Tambourine, § Castagnets. New York: Music for Per- 
cussion, 1967.

Method book describing various performance 
techniques for the three named instruments. No 
orchestral excerpts.

Read, Gardner. Thesaurus of Orchestral Devices. New York: 
Greenwood Press, 1969.

Extensive thesaurus of orchestral devices for 
all instruments; cites special techniques, measure 
numbers in specific works.

Reed, H. Owen, and Leach, Joel T. Scoring for Percussion 
and the Instruments of the Percussion Section. 
Melville, N. Y . : Belwin-Mills Publishing Corp.,
1978.

Orchestration book for percussion scoring ; 
includes instrument's characteristics, techniques.

Sachs, Curt. The History of Musical Instruments. New York: 
W. W. Norton § Co., 1940.

History of instruments with great detail on 
early percussion instruments.

Vincent, David W. A Percussionist's Guide to Orchestral 
Excerpts. Columbia, South Carolina: Broad River 
Press, Inc., 1980.

Contains a composer index to over 900 orches
tral excerpts contained in 41 volumes currently in 
print. Annotated bibliography of books indexed.



616

White, Charles L. ' Drums Through The Ages. Los Angeles:
The Sterling Press, 1960.

One of the early general histories of percussion.

Books Containing Excerpts
Abel, Alan. 20th Century Orchestra Studies For Percussion.

Edited by Henry Charles Smith. New York: Gl Schirmer, 
1970.

Excerpts from the works of 20th century com
posers, most are incomplete.

Cirone, Anthony J., and Sinai, Joe. The Logic Of It A l l .
Edited by Sondra Clark. Menlo Park, California:
Cirone Publications, 1977.

Techniques of percussion, interpretation of 
selected orchestral literature; "Professional 
secrets applying imagination to percussion techni
ques". Initial model for this study.

Gardner, Carl E. The Gardner Modern Method for the Instru
ments of Percussion. Revised and enlarged edition.
New York: Carl Fischer, 1945.

The Gardner method books in one volume with 
over 100 pages of excerpts (including timpani); 
most are complete.

Goldenberg, Morris. Modern School for Snare Drum Combined 
with a Guide Book for the Artist Percussionist.
New York : Chappell § Co., 1955.

A snare drum method book with over 50 pages 
of excerpts for various percussion instruments; 
most are incomplete.

_________ . Modern School for Xylophone, Marimba, Vibraphone.
New York: Chappell § Co., no date.

A mallet keyboard method book with 30 pages 
of excerpts ; most are incomplete.

Payson, A 1 . Techniques of Playing Bass Drum, Cymbals, and 
Accessories. Park Ridge, 111.: Payson Percussion 
Products, 1971.

A method book for percussion accessory instru
ments with over 18 pages of excerpts; many are com
plete .

_________ . The Snare Drum In The Concert Hall. Park Ridge,
I11.: Payson Percussion Products, 1970.

A snare drum method book with over 50 pages 
devoted to excerpts, most are complete.
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Podemski, Benjamin. Standard Snare Drum Method. New York: 
Mills Music, 1940.

A snare drum method book with 6 pages of 
excerpts; most are incomplete.

Press, Arthur. Classical Percussion. New York: Music 
Minus One, no date.

A collection of three long playing records 
dealing with orchestral excerpts allowing the 
listener to "play along with". Also includes a 
60 page booklet with the printed excerpts; most 
are incomplete.

Torrebruno, Leonida, comp. Passi Difficili e "a Solo" per 
Percussioni. Milano‘S Italy : G. Ricordi § Co., 1977 

A compilation of 24 excerpts for percussion 
accessory instruments; most are incomplete. The 
text is in Italian.

Articles in Journals
Alford, Emery E. "Orchestral Excerpts : A Non-definitive

List for Percussion Instruments." Woodwind World- 
Brass § Percussion 17 (July-August 1978): 28-29; 36

Earlier standard orchestral percussion ex
cerpts list ; impetus for this study.

Brown, Thomas P. "Strawfiddle Antics." Percussionist 10 
(Summer 1973): 130-133.

Sticking for Porgy and Bess.
Chapman, Clifford K. "The Development of Mallet Keyboard 

Percussion from the Late 18th through the Early 
20th Centuries." Percussionist 12 (Winter 1975): 
54-64.

Growth of mallet keyboard instruments in 
orchestral literature with reference to specific 
works (e.g.. Die Zauberflote, Pétrouchka) .

Cirone, Anthony J. "The Orchestral Cymbal Player." Per
cussive Notes 21 (April 1983): 40.

Orchestral cymbal techniques; quote about 
specialization in percussion sections used in 
Chapter IX.

Firth, Vic. "Reflections of a Timpanist." Percussionist 
17 (Winter 1980): 106-109.

Essay on audition process of the symphony 
orchestra; choosing a teacher ; how to obtain exper
ience. "Know all the standard repertoire at your 
disposal."
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Hong, Sherman. "Percussion in the Orchestra 1750-1850.” 
Percussionist 8 (Summer 1971): 115-129.

History of percussion, ca. 1750-1850, in the 
orchestra with many references and examples of 
specific literature.

Houston, Bob. "A Summary of the Percussion Writing of
Stravinsky." Percussionist 16 (Fall 1978): 9-15.

Part of unpublished thesis; Stravinsky’s 
use of percussion with reference to particular works

Johnson, Warren. "Techniques of Orchestral Cymbal Playing." 
Percussionist 12 (Summer 1975): 153-160.

Discussion of techniques with some reference 
to particular works.

Larrick, Geary H. "Percussion: Its Status from Antiquity
to the Modern Era." Percussionist 8 (Summer 1971): 
42-49.

Brief history of percussion.
"Percussive Arts Society National Conference 1975. 'Mock’ 

Symphony Auditions. 'Audition Repertoire'." 
Percussionist 12 (Summer 1975): 167.

PAS "mock" symphony audition repertoire; 
auditions conducted for experience and prize at 
the 19 75 conference. Compare this list with this 
study's list.

Peters, Gordon B. "Motivations for Saint Saens Use of the 
Xylophone in his Dance Macabre." Percussionist 5 
(March 1968) : 305-307.

Peters states, "His use of the xylophone in 
this work is generally recognized as the first use 
of this instrument in the symphony orchestra".

Smith, Charles. "Porgy and Me." 
(Winter 1981): 65-68.

Percussive Notes 19
Essay on Porgy and Bess ; sticking examples 

for xylophone part.
Snider, Robert. "A Guide to Percussion Excerpts."

sionist 16 (Spring-Summer 1979): 153-176.
Perçus■

Guide to excerpts published in method and 
repertoire books, or that are part recorded excerpt 
guides. Also includes information on whether the 
excerpt is complete or incomplete in each book. See 
David Vincent's A Percussionist's Guide to Orches
tral Excerpts.
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Dictionaries
Apel, Willi. Harvard Dictionary of Music. Second edition, 

revised and enlarged. Cambridge, Mass.: The Bel
knap Press of Harvard University Press, 1973.

Non-biographical information; emphasis on 
historical terms.

Lang, Morris, and Spivack, Larry. Dictionary of Percussion 
Terms. New York: Lang Percussion Company, 1977.

Dictionary of percussion terms as found in 
the symphonic repertoire.

Marcuse, Sibyl. Musical Instruments, A Comprehensive Dic
tionary . New York: W. W. Norton § Co., 1975.

Musical instrument dictionary telling when, 
how, and by whom they have been used.

Scholes, Percy A. The Concise Oxford Dictionary of Music.
Second edition. Edited by John Owen Ward. London; 
Oxford University Press, 1977.
About 10,000 entries with about 3500 short biograph
ical entries and entries concerning individual com
positions .

Unpublished Works
American Symphony Orchestra League. "Symphony Orchestras."

Vienna, Virginia: Research and Reference Department 
June 27, 1980. (Typewritten.)

Classification of orchestras by budget. 
Addresses for each orchestra.

Applebaum, Terry Lee. "A Comprehensive Performance Project 
in Percussion Literature with an Essay Comprised of 
Multi-Percussion Performance Problems As Found in 
Selected Contemporary Works, With Original Etudes 
Relevant to Those Problems." D.M.A. document.
The University of Iowa, 1978.

Gangware, E. B. "The History and Use of Percussion Instru
ments in Orchestration," Ph.D. dissertation. 
Northwestern University, 1962.

Jackson, Burton. "A History of the Marimba with an Emphasis 
on Structural Differences and Tuning Accuracy." 
Master's thesis. University of Michigan, 1955.
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Kirk, Paul Judson. "The Orchestral Tuba Player: The Demands 
of His Literature Compared and Contrasted with Tuba 
Training Materials." Ph.D. dissertation. University 
of Colorado, 1976.

Surveyed five major orchestras to determine 
standard repertoire; performance problems; strengths 
and weaknesses of training materials; materials 
needed to be added to meet needs.

Moore, James L. "Acoustics of Bar Percussion Instruments." 
Ph.D. dissertation, Ohio State University, 1970.

Raush, John Richard. "Four-mallet Technique and Its Use 
in Selected Examples of Training and Performance 
Literature for Solo Marimba." D.M.A. treatise.
The University of Texas, 1977.

Spatial orientation, "Adjustment to the Key
board," and rankings of "Relative Difficulties of 
Techniques Involving Lateral Movement and Movement 
Between Upper and Lower Rows of Bars".

Tanner, Peter. "Timpani and Percussion in the Works of
Hector Berlioz." Ph.D. dissertation. The Catholic 
University of America, 1967.

Wright, David Ellsworth. "Comprehensive Performance Pro
ject in Clarinet Literature with an Essay Comprised 
of an Annotated Collection of Excerpts for the 
Clarinet Selected from Orchestral Works Composed 
In the 20th Century." D.M.A. document. The Univer
sity of Iowa, 1976.

Standard excerpt collection, analysis of work 
in question with commentary and tape of example in 
context; also includes biography of composers.


