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While these publications were for bands consisting primarily of
keyed bugle instruments, journals were also beginning to appear
in the early 1850s for bands of predominantly saxhorn family
instruments:

The Brass Band Journal contains 24 compositions and arrange-
ments of G.W.E. Friederich (New York: Firth, Pond and Hall,
1853); the music is in the Library of Congress. It was scored for
a brass band of 12 instruments but could be used with as few as
six players. The parts indicated are: saxhorn soprano (2), saxhorn
in B-flat (2), saxhorn tenor in E-flat (2), baritone, basso (2), trum-
pet in E-flat, small drum, and bass drum. The 1870 Board of
Music Trade catalog lists 24 individual works, primarily songs
(several by Stephen Foster), marches, waltzes, schottisches, and
patriotic music. It also lists Oliver Ditson as the publisher.

Dodworth's Brass Band School by Allen Dodworth (New York:
H. B. Dodworth, 1853), listed as published by J. L. Peters, New
York, in the 1870 Board of Trade catalog, was one of the most
important publications of the day as it reflected the musical activ-
ities of the famed Dodworth family in and about New York City.
Allen and his father, Thomas, emigrated from England in 1826,
brother Harvey arriving the following year. The family performed
in various bands and ensembles and in 1836 organized the
National Band, later to be called Dodworth’s Band. Harvey was
the conductor of the band, which was very popular in New York
City throughout the remainder of the century. The band was
attached to numerous military regiments at various times (the 7th,
12th, 13th, and 22nd) and served with the New York 71st regiment
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during the Civil War.

The family was instrumental in the establishment of the New
York Philharmonic Society in 1842. Fach performed in the
orchestra, and Allen became the society’s treasurer. Harvey owned
a music store and manufactured and imported instruments, par-
ticularly brasses.

In his informative article “The American Brass Band
Movement” in The Wind Ensemble and Iis Repertoire, Jon
Newsom, chief of the Library of Congress Music Division, quotes
Allen Dodworth from an article entitled “The Formation of Bands”
in the New York music journal Message Bird (August 1, 1849):

What, in our opinion, would make the best arrangement for a
Band of ten, would be as follows: Two E-flat Trebles, Two B-flat
Altos, Two E-flat Tenores, One B-flat Baritone, A[-flat] or B-flat
Bass, two E-flat Contra Bass. If more are required, add two
Trumpets; then two Post-horns; then two Trombones; Drums,
Cymbals, &c. Many different kinds of instruments are used to
take the parts here mentioned, but most of the Bands of the pre-
sent day give preference to what is called the Saxhorn, which is
made in all the different keys mentioned above.

In the Brass Band School, Dodworth further states:

I have always, in my own mind, classed Trumpets, Post horns,
Trombones and French horns as supernumeraries; for since the
introduction of [keyed] bugles, Cornets, Ebor Cornos and Sax
Horns, they are no longer depended upon on for the principal
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Vaughan Williams Sixth Symphony with its extraordinary
intensity. Schoenberg never wrote anything more complex
than that harp and wind scoring. It was so amazing for the
early part of the century—the intensity, the emotional con-
tent, the use of 30, 40, 50 instruments as a chamber group.
It’s just one enormous chamber group!

What is the history of the Beecham Wind Orchestra? Back
in 1968, when I first started the MCA Symphonic Wind
Ensemble Editions, we ran an article in the first newsletter
about a Beecham wind orchestra. Did one actually exist and
function?

Yes, Beecham actually started a wind orchestra in 1909, but
this was before he was seduced by Stravinsky and the
Diaghilev ballet and all that. Today, if Simon Rattle started
a professional wind band, we would be in clover!

I’ve read the history of English band development you wrote
in several issues of Winds magazine and found how you had
divided the historical arena into three basic areas most inter-
esting. Were the first 100 years as bleak as you say? The
period, say, from about 1850 through 1950?

Prior to the 1920s, there was continual developmental activ-
ity, and in the 1920s, we had the various suites of Holst,
Jacob, and Vaughan Williams, but there was no real follow-
up to them, as you well know. There were a few pieces such
as the Frank Bridge Pageant of Britain and then, of course,
the repertoire of the radio Wireless Band in the ‘30s, which
has now all been set aside, destroyed by the BBC last sum-
mer. There were composers like Alan Bush, but because it
never had a high priority, the wind band in England has been
way down beneath pop and funk and reggae—traditionally,
it’s been a very low priority.

But since that 1981 conference where we first met,
there’s been this terrific new drive. Of course, in the UK,
wind bands are all amateur except for the military; despite
their cuts, they are now trying to conceive music as being
important instead of just Gebrauchsmusik for ceremonial
and entertainment purposes. Many of the directors have
been to Washington, where they have been working with the
Marine Band and the Army Band, so they have some new
perceptions. Unfortunately, this is all at the moment of their
biggest cuts. But I'm very hopeful for what will come out of
this last 20 years because it has become such a fantastic
sound world for contemporary music. I think it is very excit-
ing, and for the amateur to have the opportunity to play at a
high level of achievement is great, but there still has to be
professional leadership, and that is what we are lacking in
the UK.

When we started in 1981, were some of the large county
wind orchestras already in existence? When did they begin?
They had been coming in since the war—in Surrey and
Kent. They were, as you would say in USA terms, “stuck in
the 1930s, in the 1940s.” What I mean is 80-piece bands
doing primarily transcriptions. There were a few new pieces,
which they commissioned from composers like Stephen
Dodgson and Adrian Croft, but nothing at the cutting edge.
But on the other side, I find very interesting this wind
ensemble concept. I obviously adore working with solo
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players, and they are why the best composers are beginning
to write for us—because they know what they are writing for
in terms of exact players.

But I also do enjoy the mass band because it has a place
and I love the involvement of it all—it’s like a football match
when you get 30,000 people all screaming and singing
“Abide With Me”! It’s the same kind of emotional energy,
and I love Grainger from that point of view.

When you play Grainger or hear Grainger, what type of
ensemble do you prefer? For example, if you are going to do
the “Irish Tune,” do you like that with single players
throughout or with a larger doubled group?

If you want the best, I'd have to go for single players, simply
because you probably can try to achieve that vast dynamic
range. But there’s also nothing more marvelous than 150
people playing “Irish Tune” in a good acoustic environment.
Well, you are absolutely right that it is truly a different expe-
rience with a massed band compared to a single-player
ensemble in the same hall.

Yes, because the acoustic is one of our problems. Most audi-
toria we play in are just too small for the timbre, even for the
Holst—the ending of the first movement of the E-flat—you
need a big acoustic to take that. [ was sitting there last night
listening to the Chicago Symphony playing the Bartok
Concerto for Orchestra, yet again sold out! And I was think-
ing, Wow, I would love to hear “... and the mountains rising
nowhere” in this acoustic played by those players! And
there’s no reason at all why that audience shouldn’t go crazy
about some of the pieces that we’ve commissioned here and
in the UK.

Yes, especially by those players! Do you think the audience
probably feels somewhat threatened at first by anything new,
even though a piece like “... mountains rising ...” is now well
accepted by most musicians? It’s actually more than 20
years old! I am probably prejudiced toward it because of my
long history with it, but I really feel it to be a complete
piece, a total effort; it flows, it’s aurally challenging, it’s
exciting, and it is harmonically interesting. To play it in the
Eastman Theatre or Carnegie Hall or Boston Symphony
Hall or throughout Japan has been a wonderful experience,
because it is always a great challenge to teach the young
players at Eastman how to get the sound ‘off the stage’ and
projected up to the back row and into each corner of the
entire room, regardless of the dynamic registration.

You also have to consider the ambiance for the transitions
between the big sounds—Ilike the Berlioz Symphonie
Funebre, where you have to be able to make a real pianissi-
mo and a real triple forte. 1 suppose the first big test of this
we had was going into Albert Hall to do Sun Paints
Rainbows [Over Vast Ocean Waves by David Bedford] in ‘91
for the BBC Prom. The kids just loved the auditorium, and
there were no nerves and no tension about it—they just
thought, “We sound great in here!” That was extraordinary!
When you do a piece like that, or the work you just gave me
yesterday—the new Adam Gorb work [Scenes from Brugel
(Maecenas Music)]-—do you use single clarinets, just one on
a part, or do you sometimes double them?
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Yes, we do the single.

DH: There has been a tendency among many here to double the
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B-flat parts, which goes back to when Fred started the EWE
in 1952. Almost all the early compositions he played and
recorded were concert band pieces, not orchestra wind sec-
tion-oriented works such as we have now. So he started out
playing with two players to a part, which gave a little more
depth to the clarinet timbre. When looking at a new score, 1
frequently cover up the left-hand side of the page (the listing
of the instrumentation) and see if I can pick out the clarinet
voices. If all the woodwind parts are so interwoven and
evenly balanced that no lines stand out—as in a traditional
band scoring sense—then we use one player to a part
throughout.

I think that is absolutely right. As far as conservatory or
upper university level work is concerned, I find the wind
ensemble approach to be the greatest possible training
because the brass have to play with sensitivity, which you
don’t always hear, even here in Chicago. The woodwinds
have to play with great projection because the solo flute, the
clarinet, even the solo oboe have to balance up with the brass
at times. Back in Manchester, sometimes we’ve had really
timid players in our college symphony orchestra who then
do a lot of work with our wind ensemble. They go out into
the profession and have overtaken better players because
they have learned to project—and the flutes have had to
learn to play in tune, which they don’t always! (Laughs) In
the wind ensemble, they have to work as chamber players
and yet work in a straight orchestral way. I think it is the
greatest possible training,.

And then you have to consider the phrasing also. I have
a fantasy that I’m not going to achieve in this lifetime that
the work that’s done in harmony, theory, counterpoint, or
history—all these supporting studies in our conservato-
ries—simply support the musician in his development and
perception of phrasing and style. [ mean, these are all stylis-
tic studies, and the musician should see that all of these
things add up to a meaningful development of his artistic
personality. Personally, I sometimes just rely on instinct for
phrasing.

Correct me if [’'m wrong, but when someone comes to
Eastman to learn wind band conducting, he studies music
and works with orchestra and strings—he becomes a musi-
cian first and foremost—whereas in many programs, you’re
a band conductor and you don’t necessarily have anything to
do with any other type of ensemble. Certainly in Germany,
you study ‘Blasmusik Direktion’ and you work with piano;
you learn a repertoire, but you learn nothing at all with the
sensitivity you might use working with strings or singers.
And that’s a problem we have to address.

We try to have our advanced people working with orchestra
and encourage them to reach out for as broad an experience
as possible. With a little more than 400 undergraduates and
about 250 graduate students at school, many of these people
have to produce recitals, which frequently involve a concer-
to or large chamber music work that needs a conductor. I fre-
quently say, “Go get involved and get some experience con-
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ducting ‘on the run’!” There’s nothing like accompanying to
sharpen your conducting and communication skills!

Yes, this is a good route to follow, and we try to do the same
at Northern. Charles Groves, who was one of my mentors
and who helped get me my job at Manchester, always reck-
oned that you can’t teach conducting; either you have it or
you haven’t. But I think you can teach directing, which is
sort of what we have been talking about.

By that, [ assume you mean physical technique and commu-
nication skills and how to utilize all the musical knowledge
you have amassed. You frequently can’t do more than just
stoke the fires within each young conductor, however—each
person has to have a certain level of emotional and intellec-
tual depth that will encourage musical development among
the performers.

Right. The least we can offer players is the feeling that we
know how to actually create an atmosphere and set a speed
and then keep out of the way. What is really difficult in con-
ducting, however, is what they teach in St. Petersburg, where
the great conducting professor Ilya Musin stops the student
conductor every five to six bars and asks, “Where is the
phrase going?” And that’s what the players don’t have—this
overall musical perception that a conductor should have of
harmonic tension and melodic tension. That’s why I think it
is terribly important that all wind and brass players should
listen to singers and work with singers. They have this nat-
ural way of phrasing that is not conditioned by our breathing
or bowing problems, but good wind players can transcend
those problems and learn to spin a phrase.

I’ve got a feeling that if everybody made their conduct-
ing students work in this wider range of musical spheres,
they would bring back to wind music a heightened percep-
tion of what we should be trying to achieve. I recorded the
last volume of Grainger that we did on the day after I had
been to hear the Mahler Third Symphony with Simon Rattle,
who brought the Birmingham Orchestra up to Manchester—
their first concert in our new hall. [ had heard their first per-
formance of the symphony about four years ago, and since
then, they had been taking it on tour and had recorded it, so
they knew it pretty well! It was one of the greatest experi-
ences of my life, hearing large-scale music performed as
though it were chamber music on a high level of profession-
alism in a hall that receptive to it. So the next day when I
went into the studio to record Grainger, my demands on the
band were incredibly heightened by this experience with
Simon the night before, which the band didn’t take kindly
to! (Laughs).

You mean a “why haven’t we done this like this before?”
response from them?

(Laughs) Absolutely! But I think, especially in wind band
conducting, you need this musical stimulation, these stan-
dards and guidance, these outside influences. Somehow, this
heightening of musical perception is probably the most dif-
ficult thing we have to tackle.

You mentioned going into Albert Hall and that your players
immediately developed a feeling for the ambiance in the
auditorium and how it all worked to make them feel “We’ve
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got a great sound in here.” While that’s one of the areas we

constantly work on, isn’t that one of the great secrets of a

successful singer? The development and projection of a full,

rich tone that supercedes sheer technical achievement?

I've got a feeling, Don, that where we’ve gone wrong in try-
ing to set criteria for good music
is that somehow we go too nar-
row a course and don’t include
emotion in addition to the usual
good form and sound and
orchestration and everything
else. If a work, a performance,
doesn’t have emotion, if its
purely intellectual, then you’ve
got a problem. A musician, a
performer, can react to that
intellectual  challenge, but
should the layman be expected
to rise to that same intellectual

. level? But the layman and the
musician will react in a musical sense to something emo-
tional, and this is where sensitivity comes in. This is where

Grainger envisioned music as a universal language.

Back 30 to 40 years ago in the US, there

were several movements to establish stan-

dardized instrumentations. Remember

those? “Bverybody in the world should have

the same concert band instrumentation.”

Well from what we have done together over

the past years, I know that you don’t believe

in such a thing, but in another sense, do you

think the orchestral wind section we use so

much is actually a form of a standardized

instrumentation utilized around the world?

Absolutely not! That movement years ago

was a cul-de-sac, and the symphony orchestra

today is probably more varied in its makeup

then since the end of the nineteenth century.

Composers today write for crazy lineups for symphony

orchestra and then, when they get only one performance, they

wonder why! I tell any composer who is writing a work for me
that “at the top level, you can do whatever you want,” but if
the demands are extraordinary, they won’t get many perfor-
mances. If it all fits in roughly with the winds of the sympho-
ny orchestra, plus saxophones and euphonium—I also like
piano, harp, and double bass if used judiciously like

Schoenberg does, where it’s great and gives the overall sound

a ‘point’—and a swath of percussion, of course, for color,

then that’s the kind of ensemble that will work. '

We just had a piece written for school band that had
harp and harpsichord, lots of oboes and bassoons—with big
parts! Well, it’s impractical! It would tax a very good college
group! Bither the composer rewrites it for suitable use or it’s
played only occasionally. I think variety is very important. In
fact, I think it is one of the most important things in instru-
mentation and programming as we mature into the next cen-
tury. The sound world that we create today is heavy-duty,
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and the more variety we have, the better, It was smart for
Fred to do those early Eastman programs with Gabrieli and
Mozart and then some big works. That was so smart! I think
we lost some of that in the last 40 years—some of us, we
always seem to want to keep everybody overly busy.
That was a problem in the earlier days of the wind ensemble
movement, when a piece called for specified instrumenta-
tion and specified personnel, There was always the band
director with 65 students in his group and a work that was
calling for only 35! Frequently, his question was not, “Is this
a good work and will performing it benefit the players?” but
rather, “What am I to do with the other 30 students?” Warren
Benson frequently referred to this type of situation as “an
administrative problem, not a musical problem.”
Yes, I know exactly what you mean. Although it is a serious
matter, it can easily ignore the question of musical values.
In your work in commissioning in the Novello series and
now in your new Maecenas Music series, how do you
approach composers with little experience in writing for
educational ensembles or processes? Do you give them actu-
al guidelines?
Probably not wisely enough. It’s a two-way thing, and I’'m
very conscious of the fact that we have a responsibility to
school bands and community bands, and so we’re
trying to get the best composers to write Grade 3
or 4 music, accessible music. Then I do specify a
little, but probably not enough. I mean, I hate to
tell them the ranges of the instruments and so
forth, but a lot of the composers actually need
that sort of guidance. At the top level, what I
would like to do is to think that some of the
pieces we are commissioning and encouraging
are works that are going to enter the classical
music repertoire, and that the Chicago, the City
of Birmingham, the RPO [Royal Philharmonic
Orchestra] may well play these pieces. I'd like to
see them established in the repertoire and that’s
a heavy-duty task. I think this is something that
WASBE should be addressing—how to make contact with
the ‘real’ music profession.
For instance, do you
know the wind band pieces
that  Michael  Tilson
Thomas has commissioned
forr the LSO [London
Symphony Orchestra]? But
why should you, when I
didn’t know? The LSO
toured Europe with a wind
piece for wind, brass, and
percussion, and the pub-
lisher Faber, who is not
involved in wind band
music particularly, didn’t
bother to contact us, and
this is crazy. 1 was in contact with the composer, Colin
Matthews, and even he didn’t write to me and say, “Here’s a
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wind band piece that you might be interested in.” It’s the
same all over. Tilson Thomas is a guy with whom we should
be constantly communicating, as is Simon Rattle. He was a
percussionist, Matthias Bamert was an oboe player, Edo de
Waart was an oboe player, so they obviously know some-
thing about winds. So we should be letting all those guys,
and anyone who is open to good ideas, know about good
repertoire, if there is any that’s going out. Somehow, we have
to address this problem in the training of young conductors
because they are basically ignorant about the world of wind
band music. I mean, I still am struggling to find out what’s
happening in the Far East and what’s happening in Central
Europe. The music profession at times is totally ignorant
about anything outside its own little realm.

For example, a particular piece of repertoire that I would
suggest is the Schulhoff Concerto for String Quartet and
Wind Ensemble, which I didn’t know actually existed until
quite recently. Now there are a couple of recordings, and I
finally got the music out of Prague and eventually pro-
grammed it. It’s a wonderful piece—early ‘30s. Schulhoff
was killed in a Nazi concentration camp, a member of a
group of Jewish composers who suffered very horribly.

Even if some of the orchestras play our best wind works,
the repertoire they select is usually quite limited. They fre-
quently play only the same few works—the City of
Birmingham Orchestra just recorded Lincolnshire Posy, they
have played the Hindemith Symphony in concert, and they
just did the big Mozart Serenade, but that’s the repertoire,
that’s as far as they know about wind repertoire. Maybe also
Messiaen and Stravinsky, but that’s about it.

Since stimulation also stems from many sources, including
internal ones, part of this programming problem is also the
responsibility of the players in those orchestras. Perhaps they
didn’t have a great repertoire experience while growing up
and thus don’t come out and say, “Hey! Let’s play the Ingolf
Dahl Sinfonietta! I played it with such-and-such a group and
it’s a wonderful piece!” They don’t push for the great wind
repertoire.

The repertoire is only partly the cause of this because while
the wind ensemble has all these wonderful qualities we have
been discussing, it is probably one of the most difficult
ensembles in the world to make sound good. With the
orchestra, you don’t have the same repertoire problem; you
can select from so many great pieces, and you don’t have all
the problems of intonation and tonalization and balance that
you find with the wind ensemble. It’s only partially a reper-
toire thing, which we have tried to address over the last 40
years. But also, there’s the “level of musical perception”
question; since most wind people are in music education and
very few have had professional experience at the highest
level, many are actually working, you know, almost at an
amateur level. If you could get professional conductors to
work with wind bands, they would bring a different perspec-
tive of music making to our world, and that’s got to be a pos-
itive addition.

How has the restoration movement, the research-oriented
programs based on earlier music, affected the current music
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scene in England? Specifically, how has it affected wind
music and its performance?

I always love to think that we can somehow turn the world
upside down because 30, 40 years ago, the “authentic music
brigade” were all considered cranks—Ilong hair, sandals, you
know—it was very amateurish. And then David Munrow,
who was at Cambridge just after me, began playing at a
decent level, and in the last 30 years, the movement has
become a highly professional business. I have a personal
question mark over whether it is all worthwhile, but it does
mean that we can play sixteenth- through nineteenth-century
music on contemporary instruments, informed by what they
think the sounds were and what the style was. It’s really gone
a long way since you and I were studying at the university,
and that’s fantastic! Now they have the advantage of having
small groups who have become professional. Unfortunately,
we may never have that same advantage of top professional
groups playing wind music for just 20 to 50 players. It’s real-
ly a vicious circle at times because, until we are regularly
being played on radio and recorded on the best CDs, until
we’re being represented by “the profession,” no one will take
us seriously. We're still peripheral to “real music.”

What do you think we should be doing to point WASBE in
productive directions for the future? Do you feel that per-
haps we are trying to do too much? When Frank [Battisti] set
up the first conference in 1981 in Manchester, he created a
format for “a meeting of conductors, composers, and pub-
lishers” who would constitute and develop the “inside fab-
ric” of the wind business. What it appears that we have actu-
ally done since then is to make the organization so wide
open to everyone that there seems to be no single way in
which to reach or address specific interests of any group or
constituency.

For example, the world of the community, or town, band
is far removed from the type of ensemble and repertoire that
you have been describing, and yet those bands are very
important because they contribute significantly to their
communities and individual members. Should WASBE
merely serve as a huge umbrella organization with every
country running its own branch—as the Scandinavians,
England, and Germany currently do—or should we make
WASBE more focused and less of a democratic organiza-
tion? Or do we need yet another set of organizations to
address specific needs and wants of individual constituen-
cies around the world?

We might just have to do that to accomplish what we’re dis-
cussing. When we went to Schladming, Austria, for the 1997
WASBE conference, [ was thinking, “There are so many
great musicians in Austria, but I haven’t heard one operatic
recital or an incredible Mozart ensemble” or any of the won-
derful professionals who were sitting in Salzburg, Linz, and
Vienna. They didn’t have any impact on the conference
because classical music outside of band music was not
included. For example, there were a lot of community band
directors who came specifically for the polkas and the
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ing, part-leading, octave placement, and
even rhythm. Thus it was mainly Grofé,
and not Gershwin, who determined which
instruments were used in the score.

During the five days prior to the Aeolian
Hall concert, when Rhapsody in Blue was
in rehearsal with the Whiteman Band, sev-
eral modifications were made. Notable
among these was a change in the opening
clarinet solo, in which Gershwin had orig-
inally written a 17-note slur (see Exc. 1).
Ross Gorman, Whiteman’s lead reed play-
er, improvised the now signature glissando
that has been specified in subsequent ver-
sions of the piece.

Other changes involved the elimination

of parts. An example of this is at the
Marcato Moderato-Allegro agitato e mis-
terioso (Reh. [34]), where trombone and
tuba were originally voiced in octaves; a
decision was made to have this performed
by trombone alone. During the rehearsal
process, Whiteman invited many notable
musicians and critics to visit. It was noted
that the famed American theater compos-
er-conductor Victor Herbert was helpful
with some suggestions. Among the sug-
gestions offered by this visitor, one exam-
ple appears in the symphony score at
rehearsal letter [F], where a four-bar piano
passage, rubato e legato, bridges the long
piano cadenza into the famed Andantino
moderato melody (see Excerpt 2).

The audience at the premiere heard a
Rhapsody in Blue much different from the

one so familiar to today’s audiences.
Gershwin, possibly desiring some freedom
during the performance, decided in
advance of the concert that he would
improvise the cadenza—even though he
had written one out (now lost) in his man-
uscript sketch of the piece. To accommo-
date this freedom, Grofé placed an empty
page in the score instead of writing out the
cadenza, and on top of the page, he wrote,
“Wait for nod” to alert Whiteman to cue
the band for its next entrance after
Gershwin gave the appropriate gesture!

Following the February 12 premiere,
there were additional performances on
March 7 and April 21, plus a recording
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made for Victor Records on June 10.
Several alterations were made to the piece
(presumably by Gershwin) following the
first performance. For example, at the
third measure after [4], the ensemble voic-
es were omitted, leaving the solo piano to
perform alone. In addition, material was
cut from the solo itself, including the first
and second measures of [30], previously
played by both the piano and the ensem-
ble.

Parts of the extended piano solo sections
were eliminated as well, including 10 mea-
sures between the eighth and ninth bars of
[21], 26 measures in various places
between [32] and [33], and 8 measures
preceding the tenth bar before [34]. Lastly,
a part for the solo piano was added in the
fourth through sixth measures after [6], as
shown in Excerpt 3.

A two-piano edition was prepared for
publication almost immediately by Harms
Music Publishers. After this initial print-
ing, when editors at Harms realized that
some form of orchestration was needed for
further concert, theater, and radio perfor-
mances, Ferde Grofé was asked to expand
his Whiteman Band orchestration with
post-concert changes for this purpose.

The scoring of Grofé’s new edition was
for flute, oboe, two clarinets, two bas-
soons, two horns, two trumpets, trombone,
drums, piano-conductor, Ist and 2nd vio-
lins, viola, cello, and bass. This was the
standard theater orchestra instrumentation
(except for the addition of the second bas-
soon) commonly published for Broadway
shows and silent film accompaniment of
that time. To this standardized instrumen-
tation, Grofé added three saxophones: 1st
alto, 2nd alto, and tenor.

The publication included a detailed
piano-conductor part and extensive instru-
mental cross-cuing. Grofé did not include
the piano solo in the score, but rather

marked in the parts the number of bars of
rest along with piano solo cues where nec-
essary. It is doubtful that a full score was
made available with the rental parts, as
providing a full score for such arrange-
ments was not a common practice. Grofé’s
manuscript of the new version was com-
pleted on February 23, 1926.

A second recording by the Whiteman
Band was scheduled in 1927, during which
Gershwin and Whiteman had strong dis-
agreements that resulted in Whiteman
walking out of the session. The recording
did take place with Gershwin performing
the solo with the Whiteman Band, but the
conductor was Nathaniel Shilkret, Victor’s
director of light music. Interestingly,
Whiteman had apparently not planned to
incorporate the changes mentioned above,
and thus this recording does not reflect the
many alterations found in the theater
orchestra score prepared the year before.

The 1926 theater orchestra version
served well for a number of years until a
decision was made to arrange a version for
solo piano and full symphony orchestra.
Although it has been reported that this ver-
sion was not written until 1942, in actuali-
ty Grof¢ had expanded the 1926 version
much earlier. A letter by Ira Gershwin,
dated August 12, 1969, accompanies a fac-
simile of the symphony orchestra score
contained in the Library of Congress
George Gershwin Collection. It reads:

Before Grofé’s orchestration for full
orchestra was published in 1942, facsimi-
le copies of his arrangement were gener-
ally used. This bound facsimile score was
George Gershwin’s personal copy.

Grofé’s arrangement was recopied by
Simeon Sabre for Warner Brothers and
released for sale. This might explain why,
in 1942, the New York Times did not refer

to a new version of Rhapsody in Blue
being published, but rather made a brief
mention of ‘the score’ being published in
miniature form.

The two orchestral versions illustrate a
maturing of the piece, at least as far as
Grofé’s ideas of orchestration are con-
cerned. In the original Whiteman Band
arrangement, the accompaniment (ensem-
ble) piano plays the parts of the absent vio-
las and cellos. These parts eventually make
their way into the string sections of the
orchestral version, for example, the pizzica-
to downbeats in measure 2. In subsequent
versions, Grofé retained colors that were
essentially woodwind and those that were
essentially brass (trumpet parts remain
trumpet and horn parts remain horn).
Trombones and bassoons are the most
diversely used parts in the three editions.

In the 1924 setting, the two trombones
arc treated as timbre chameleons, often
playing the role of bassoons, as Whiteman
had no bassoons. In the 1926 version, the
instrumentation does include two bassoons
but only one trombone. Many of the parts
that were “bassoon-like” in 1924 are now
given to the bassoons; moreover, these
bassoons compensate for the missing low
brass by covering less idiomatic material
as well. In the symphony version, the three
trombones are reunited with the ‘trombone
parts’ and the bassoons retain the ‘bassoon
parts’ given them in 1926.

In the symphony orchestra version, the
following instruments were added: 2nd
flute and 2nd oboe, bass clarinet, 3rd horn,
2nd and 3rd trombone, and tuba. It is inter-
esting that the original 1924 scoring
included a 2nd trombone and tuba that
were left out in the theater orchestra set-
ting (which normally did not include these
voices). Thus, the symphony version was
more than just an expansion of instrumen-
tation; significant alterations reflect a
rethinking on the part of Grofé, who added
new parts and removed others.

m rubato e legato
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Developments in the scoring of
Rhapsody in Blue through its first three
versions are numerous. Among the impor-
tant alterations made, two are found in the
opening measures: the 17-note run
became a glissando in the 1926 and sym-
phony editions, and in measures 6-8 and
10, the half-step dissonance in the muted
trumpets—B-flat and A—of the 1924 and
1926 versions is re-written for Trumpet |
(on B-flat) only; Trumpet 2 rests. This lat-
ter example is one instance where the evo-
lution of the scoring might not be consid-
ered an improvement.

Throughout, scoring changes illustrate a
refining of Grofé’s orchestration ¢ color’;
for example, at rehearsal [12], the soprano
saxophone of 1924 is chaneed to tenor
saxophone in both the 192¢ __.1 sympho-
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ny versions, and at [13], the soprano saxo-
phone solo of 1924 is re-scored for clarinet
in the later versions. This latter change is
important because the clarinet of the open-
ing measures appears again as a solo
voice, which adds to the unity of the work.

From [22] to [24], melodic material
originally scored for soprano saxophone
and baritone saxophone is given to oboe
and bassoon in the 1926 and symphony
editions, perhaps the most important
orchestrational change illustrating an evo-
lution of the piece in Grofés mind; it
becomes a ‘classical’ variation of the now-
familiar melodic material, complete with
pizzicato eighth notes in the strings on
beats 1 and 3. To further underscore this
flavor in the music, Grofé abandoned his
original saxophone parts of the 1924 ver-
sion for a more classical timbre in double
reeds in the 1926 and symphony versions,

thus further highlighting the contrast of
jazz and classical elements in the work.
Jazz coloration remains important in the
Andantino moderato section at [28], for
here a saxophone timbre should predomi-
nate in all three versions. In the Whiteman
Band score, the three woodwind players all
play saxophone for the first time; in the
1926 version, saxophones are still the
dominant color—now two altos and one
tenor—although English horn and strings
are added. In the symphony orchestra
score, the English horn is eliminated, but
strings again accompany the saxophones
on the broad melodic material. The jazz
flavor and timbre of this section is fre-
quently overlooked by orchestral conduc-
tors performing the symphony version,
and it is easy for large string sections to
overbalance the three saxophones. This
balance problem is an all-too-common
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