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ABSTRACT 

Morton Gould (1913-1996) was a significant American composer, 

conductor and pianist. Perhaps the most defining characteristic of his 

compositions is his free use of folk melodies, spirituals, jazz and popular 

styles in the structures of more traditional forms. His prolific output included 

many original works for secondary school and coUegiate bands. Several of his 

film and orchestral scores have been arranged for band by Gould himself as 

weU as by other arrangers. 

This dissertation examines Gould's original compositions and 

arrangements of his music for the wind band medium. The primary pui-pose 

of this study is to add to the body of Gould's music transcribed for the wind 

band with the author's transcription of Morton Gould's Interplay (also known 

as American Concertette for Piano and Orchestra). The author also seeks to 

add to the somewhat limited quantity of available Hterature for wind band 

and solo piano with this transcription. The various elements of Interplay are 

briefly discussed in terms of their suitability to the transcription process. 

Specific problems of orchestration in the transcription process of Interplay are 

examined, with comparisons made between the original and the transcribed 

version. 

A portion of the study is devoted to a discussion of distinctions made 

between arranging and transcribing, and the relationship of the results of 

these processes to the original work. Historical, educational and musical 

grounds justifying transcriptions and arrangements are presented, along with 

some general remarks on the nature of transcriptions. 

A large portion of the study consists of an appendix containing the 

author's transcription of Interplay for wind band. Permission of the publisher 
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was obtained for this transcription, and approval granted for a public 

performance. 

This study will also be useful to anyone examining the characteristics 

of Gould's compositional materials and orchestration technique. It is hoped 

that additional performances of the transcription of Interplay will serve the 

previously mentioned purposes intended by the author. 
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PREFACE 

During the spring of 1993 the author became particularly interested in 

the music of Morton Gould. The opportunity to perform as a clarinetist with 

the Air Education and Training Command (AETC) Band under Gould's baton 

in July of the same year became a significant factor in further influencing the 

author as to the direction of this project. 

The rehearsals and performance with Mr. Gould were a window to the 

breadth and depth of his musical career. Those fortunate to participate 

experienced more than just a musician with superlative skills as a composer, 

arranger and conductor. They experienced a warm, gentle person with a keen 

intellect and wonderfully subtle sense of humor. 

Why he and his music seem to lack the attention given to many other 

American composers is topic for lively discussion. Part of the answer may be 

that, as he related during the concert with the AETC Band, "I made the 

terrible mistake, as a supposed serious composer, of writing something that 

became popular, so that a lot of my intellectual friends, although they sort of 

hked me personally, felt tha t I had sold out, because I wrote something that a 

lot of people liked." Perhaps part of the answer hes in the rhetorical question, 

"What is in a name?" In rehearsal, the master composer revealed that the 

names like "Symphonette" or Concertette," were derived from 

contemporaneous vernacular terms hke "kitchenette." Like their vernacular 

models, they were smaller versions of their predecessors. It is possible that 

the connotations of the titles prevent some from seriously considering that the 

works themselves might have artistic merit. It may also be tha t Gould was 

shunned to some extent for embracing the band as a serious performing 

medium. 
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In the spring of 1994, Mr. James C. Sudduth shared a newly acquired 

compact disc recording of Interplay with the author. The possibility of making 

a transcription for wind band and piano solo was discussed with considerable 

enthusiasm. After a preliminary search on the nature of existing research on 

Morton Gould and his music, a decision was made to focus primarily on his 

music for wind band. On further analysis. Interplay seemed to hold gi'eat 

potential as a transcription. Eventually, the project came into focus, and, 

hopefully the integration of the components has been achieved. 

It is hoped that the transcription included in this project will be both 

studied and perforaied. In keeping with Mr. Gould's idea that music is meant 

primarily for listening enjoyment, it is hoped that this study will generate an 

interest in the music of Morton Gould. 
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CHAPTER I 

INTRODUCTION 

The passing of Morton Gould on February 21, 1996 brings cause for new 

hght to be cast on his many musical accomphshments. His achievements 

demonstrated a career that was perhaps the broadest in scope of any 

American musician this century. 

In his early years, he was known for his virtuosic piano skills. His 

works include music for orchestra, chorus, band, chamber ensembles and solo 

piano. His ouvre also included several ballets, musicals, film and television 

scores. He is perhaps best-known as an orchestrator of folk and popular 

songs. Many of the arrangements that gained him fame were done during his 

career in radio. He received a Grammy Aw^ard for conducting a recording of 

music by Charles Ives with the Chicago Symphony orchestra in 1966. Upon 

receiving the news of Mr. Gould's death, Marilyn Bergman, president of the 

American Society of Composers, Authors and PubHshers (ASCAP) 

said,"America has lost one of its most distinguished composers and 

conductors, and the creative community has lost one of its great leaders."^ 

Morton Gould and the wind band 

In spite of the events being held in his honor just prior to his death, 

Gould's compositions for and involvement with the wind band medium have 

gone relatively unnoticed by many outside that medium. Gould was in 

Orlando, Florida at the invitation of the Disney Foundation in February of 

1996, for a celebration of his music. The fact that the two concerts consisted 

entirely of his music for concert band is entirely compatible with his devotion 

to it. 
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Gould was possibly the most significant American advocate for the 

wind band. "That a composer of Morton Gould's stature came to understand 

the performance possibilities of the band at a time when few regarded the 

medium as a legitimate and viable ensemble should not be overlooked or 

under-appreciated."- To attribute the lack of attention given to Gould's music 

for wind band to his own wish to distance himself from the band would be 

disingenuous. In fact, the band is indebted to Gould not only for the 

compositions he himself wrote, but for those written by other composers who 

were encouraged by Gould. In a recorded interview, he recounted that, "in the 

late '30s, hearing Bill Revelli's University of Michigan Band... that really 

charged me. I realized what a great music-making machine we had... I wrote a 

great deal for band, and I got some of my so-called colleagues to write for the 

band... at first, very reluctantly."'^ Evans, in Hsting Gould's major 

accomphshments, says "In addition, he has promoted 'serious' music for 

symphonic band through his own compositions for this medium, and has 

always maintained a keen interest in the field of music education."^ He later 

says that Gould "has written a considerable amount of music for symphonic 

band, much of it displaying complex sonorities. "He has, more than any other 

American composer, extended and upgraded the school and college band 

repertoire, with his large output of concert band hterature."'^ Morton Gould 

was the first in a series of American composers to be honored by the Air 

Education and Training Command (AETC) Band of Lackland Air Force Base 

in San Antonio, Texas. The first concert in the Heritage series, performed at 

the Texas Bandmasters Association convention in 1993 featured an entire 

concert of Gould's music for band, and was conducted by the composer. (See 

Appendix A for the program of this concert.) 



Purpose of the study 

The purpose of this study is to increase awareness of the music of 

Morton Gould, to advance interest in original compositions and transcriptions 

of his music for wind band, and to add to this body of hterature with the 

author's transcription of Interplay. This transcription will also add to the 

relatively small body of hterature for piano and wind band. 

Review of hterature on Morton Gould 

Gould's life and music have been central to several studies. His 

biography is currently being written by Peter Goodman of New York Newsday. 

Lee Evans' dissertation, titled Morton Gould: His Life and Music, was written 

in 1978 (Columbia University), and pending the pubhcation of Goodman's 

biography, would have to be considered the most substantive biogi'aphical 

resource on Gould. It is not primarily biography, however. Approximately 

two-thirds of the study consists of analysis of selected major works for a 

variety of performing media. They are: 

1. Latin-American Symphonette (orchestra), 

2. Interplay (orchestra with piano solo), 

3. Fall River Legend (orchestral suite from ballet), 

4. Symphony for Band (concert band), 

5. Jekyll and Hyde Variations (orchestra), 

6. Vivaldi Gallery (string quartet and divided orchestra). 

Evans then summarizes the styhstic characteristics of Gould's music. He also 

includes a selected discography of over fifty albums. 

Gould's Symphony No. 6, for band was the subject of an analysis in Joe 

Barry MuUins' dissertation titled Three Symphonies for Band by American 

Composers (University of lUinois, 1967). It is somewhat surprising that given 



the time that elapsed between Mullins' study and Evans' study, the latter did 

not hst the former's work in his bibhography or acknowledge its existence. 

Gould's Ballad for Band was the subject of analysis in a dissertation by 

Thomas Stone. An article by Stone pubhshed in the January/February 1995 

issue of BD Guide Magazine presented some of this material and excerpts of 

an interview with the composer. An article about Gould's collaboration with 

choreographers appeared in Ballet News in 1983. 

This study is primarily a creative project. Its main purpose is not to 

serve as a critical historical study or as an exhaustive analysis of Gould's 

creative output. For that sort of information, it will be necessary to research 

the previously mentioned sources. The reader is referred to the bibhogi'aphy 

of this study for further information about Morton Gould and his music. 

Justification for this study 

The justification for the transcription of Interplay can be demonstrated 

by the composer's interest in and commitment to writing for the wind band 

medium. In addition to previously quoted statements demonstrating this 

commitment, Gould's advocacy of the wind band will be demonstrated by 

noting his original and transcribed works for that medium. The transcription 

of Interplay will also add to the hterature for the wind band with piano solo. 

Life and works (1978-1996 ) 

Since the purpose of this study is primarily concerned with the wind 

band music of the composer and with the transcription of Interplay, extensive 

biographical information will not be included in the study. Some biographical 

information is needed to update the work of Evans, but the preponderance of 

information provided in this study is included to show Gould's prominence as 



a musician and to provide a rationale for advancing interest in his music. The 

reader in need of more detailed biographical information is encouraged to 

consult sources mentioned previously . Since Evans' study was completed in 

1978, the biographical information given will concentrate on the period from 

1978 to Mr. Gould's death on February 21, 1996. 

Mr. Gould's later years were characterized by continuing energy and 

interest in composing, conducting and the business aspects of music. He 

served on the board of of the American Society of Composers, Authors and 

Pubhshers (ASCAP) from 1959 until 1986. He became that organization's 

president in 1986 and continued in that office until 1994. In addition to his 

involvement as a music panel member with the National Endowment for the 

Arts, he participated actively in the American Symphony Orchestra League, 

receiving the Gold Baton Award in 1983. 

The compositional output of Gould's later years showed evidence of 

steady work and continued to be fresh and original. Media used in his 

compositions written during this time include orchestra, chamber orchestra, 

band, vocal, chamber, choral and piano. 

Among the orchestra and chamber orchestra hterature of this period, 

titles include Holocaust Suite (1979), Cheers: Celebration March (1979). 

Burchfield Gallery (1979), Celebration 81 (1981), Cello Suite (1982), 

Housewarming (1982), Flourishes and Galop (1983), Cellos (1984), Flute 

Concerto (1984), Notes of Remembrance (1989), and Minute and Rag Waltz 

(1990). 

The Holocaust Suite was derived from Gould's music for the television 

series of the same and was also arranged for band in 1980. Another band 

work of the later years was the Centennial Symphony (1983), written for the 

University of Texas Symphony Band. The first movement, titled "Fiestas" 



was subsequently pubhshed as a separate piece. It features antiphonal 

trumpets, and as the title imphes, contains rhythmic and styhstic references 

to the Mexican influence on music of that area. 

Chamber music of the period includes Suite for cello and piano (1981), 

and the Concerto Concertante for piano, viohn and woodwind quintet (1983). 

Patterns (1984) and Pieces of China (1985) are for solo piano, and Two Pianos 

(1987) is self-explanatory. 

Solo vocal and choral music comprises a relatively small portion of 

Gould's output. Quotations for chorus and orchestra (1983), American Sing 

for vocal quartet and orchestra (1984) and A capella for double chorus (1987) 

comprise the vocal and choral compositions of the period. 

Gould's music was popular with choreographers, particularly George 

Balanchine, with whom he worked on several occasions, and Jerome Robbins, 

who choreographed the American Concertette in 1945, under the title 

Interplay. Gould once again collaborated with Jerome Robbins in 1983 and 

the result was the ballet I'm Old Fashioned: Astaire Variations. 

Two of the highest honors of Gould's career came in the last two years of 

his life. In 1994, he was a Kennedy Center honoree. In 1995, he received a 

Puhtzer Prize for his composition Stringmusic, a commission by the National 

Symphony Orchestra as a tribute to conductor Mstislav Rostropovich. In 

February, 1996, he went to Orlando, Florida as the guest of the Disney 

Institute for a three-day celebration of his music. He had attended a concert 

of his music performed by the United States Mihtary Academy Concert Band 

on the 20th of February. Gould specifically chose the Academy Concert Band 

for the engagement because of his long-standing association with the band. 

He was present at the band's rehearsal on Tuesday, ofi'ering advice on the 

performance of the music and conducting the Symphony for Band and 
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American Salute. He became ill during the morning rehearsal and was taken 

to the emergency room as a precautionary measure. He was released, and 

attended the concert that evening, but did not conduct. He passed away on 

Wednesday morning, the 21st. The concert that had been planned for 

Wednesday evening was altered and was performed as a memorial concert. 

The band also participated in a memorial service on February 25 in New 

York. How fitting that the concert band, for which he had been such a strong 

advocate during his life, had such a significant presence in the performance of 

his music during his final days. (See Appendix B for program information 

regarding the Orlando concerts and memorial service.) 



Notes 

1 Bernard Holland, New Tork Times Biographical Service, February 
1996, p. 317. 

2 Thomas Stone, BD Guide Magazine, Vol. 9, No. 3, p. 2. 
3 Ibid. 
4 Ibid. 
5 Stone, p. 3. 

8 



CHAPTER II 

COMPOSITIONS OF MORTON GOULD FOR 

WIND BAND 

Morton Gould was a leading proponent of the band as a viable 

performing medium. He did not merely pay hp service to the idea, but showed 

his support with the many works he contributed to its hterature. Besides his 

original works for the band, he transcribed a number of his own orchestral 

compositions for it. The pieces he contributed range from somber to playful, 

from abstract to programmatic. They include spirituals, folk songs and his 

own original melodies. In terms of technical demands on the players, some 

pieces demand the most from the very best professional players, while others 

are suitable for grade school bands. All reflect Gould's keen sense for creating 

effective sonorities, whether sparse or full in their orchestration. There are 

also a number of Gould's compositions transcribed by others. 

Original Works for Wind Band 

In discussing Gould's music for band. Stone says that "Although Gould 

had transcribed his own Cowboy Rhapsody (1939) and Jericho (1941) for 

band, he not produced original works in the medium."i But Evans says 

"Jericho Rhapsody is an early major work for symphonic band. It was 

composed in 1940 for George Howard who conducted the first performance."-

(Evans, p. 50) He also states that "Cowboy Rhapsody was pubhshed in 1940 

and was given its premier performance by the St. Louis Symphony Orchestra 

in March, 1944."^ However, in a selected hst of first performances, Evans 

makes the following entry: 'Tirst performance April 8, 1940. University of 

Michigan Orchestra (Ann Arbor). Morton Gould, conductor."^ He also Hsts a 



1940 recording (Columbia ML4218) by Morton Gould's Orchestra in a 

selected discography. In the notes of a Dallas Wind Symphony recording that 

includes a later Gould band work, Santa Fe Saga (1956), Richard Freed says: 

"Santa Fe Saga is one of the numerous works he has composed for 
symphonic band, or mihtary or brass band. Several of these - such as 
West Point Symphony and Jericho Rhapsody - have become repertory 
pieces, while some of his works have been transcribed for band, either 
by himself or by others."^ 

Stone uses his statement as a foundation to another assertion regarding 

Ballad for Band (1946) and its relationship to original hterature for the band. 

He says, "The fact is that in writing Ballad, Morton Gould had vii'tually no 

American model to emulate."^ While there may have been veiy few American 

models for Gould to emulate in 1946, Stone states that the Jericho Rhapsody 

was a transcription, when in fact, it would appear to be his first work for 

band. Furthermore, Cowboy Rhapsody was not transcribed by Gould but by 

David Bennett, who transcribed several other Gould compositions for band. 

Prior to Ballad, Gould wrote the Fanfai-e for Freedom in 1943. It was 

commissioned by the Cincinnati Symphony and conductor Eugene Goossens 

as part of a series of patriotic fanfares. Other composers writing fanfares for 

this series included Aaron Copland, Wilham Schuman, Walter Piston and 

Roy Harris. Underneath the title. Fanfare for Freedom, is the phrase "for 

symphonic wind ensemble."" Gould's coining of the term precedes Frederick 

Fennell's use of it by nine years, although Gould's symphonic wind ensemble 

did not include saxophones or euphoniums. 

Gould was commissioned to write several works for band during the 

next dozen years. Thev included the Symphony for Band, Santa Fe Saga and 

St. Lawrence Suite. The Symphony for Band (also known as the West Point 
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Symphony), was commissioned by the United States Mihtary Academy Band 

in 1952 and first performed in that same year by that ensemble. Santa Fe 

Saga, commissioned by Dr. Edwin Franko Goldman, was premiered on March 

9, 1956 at the American Bandmasters Convention in Santa Fe, New Mexico. 

Though written as a single movement, it contains four sections, labeled in the 

score as "Rio Grande," "Round-up," "Wagon Train" and "Fiesta." The St^ 

Lawrrence Suite, written in 1958, was a joint commission by Power Authority 

of the State of New York and the Hydro-Electric Power Commission of 

Ontario. The four movements are titled and marked as follows: 

I. Dedication - a lyrical evocation of the open country and waterways. 

II. Quickstep - a gay section implying movement and development. 

III. Chansonnette - simple and song-hke. 

TV. Commemoration March - a vigorous, driving movement, ending 

with the opening "Dedication" theme in a transformed state.^ 

"The composer conducted the Royal Canadian Ordnance Corps mihtary band 

in the first performance of this music."^ 

It was within this same period that Gould wrote Derivations (1954) for 

clarinet and band. Written for Benny Goodman, it was highly influenced by 

jazz styles. It was to be choreographed later by Balanchine under the title 

Clarinade. In 1953, Gould wrote the Inventions for Four Pianos and 

Orchestra. It is an orchestra without strings, however, and the piece is also 

known as Inventions for Four Pianos, Winds, Brass and Percussion. 

Dr. William D. Revelh's request for Gould to compose a piece for the 

College Band Director's National Association resulted in Prisms, written in 

1962. The five movements are: 
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I. Slow, mysterious, 

II. Moving exaltedly, 

III. Moving forcefully, 

IV. Slow—quietly vibrant, 

V. Brisk-fleeting. 

Prisms was first performed in 1962, with the composer conducting the 

Indiana University Symphonic Band. The University of Florida Gator 

Marching Band commissioned Formations in 1964. Despite its length 

(approximately eighteen minutes), it was written for performance at half-time 

of a football game. One work of this period quite appropriate for younger 

players is the Mini-Suite (1968), which contains a march based on "Happy 

Birthday." 

The University of Texas S3miphony Band commissioned a piece for its 

centennial celebration in 1983, and the result was the Centennial Symphony. 

The first movement, "Fiesta," was pubhshed separately in 1993. As the title 

suggests, it is characterized by energetic Latin rhythms. 

Wind band transcriptions of other Morton Gould works 

Transcriptions by Morton Gould 

A number of Gould's transcriptions of his own works are movements 

from suites that have been pubhshed under their separate titles, or groups of 

compositions hnked together in some other thematic way. Indeed, this is the 

case with Hohday Music (1947), Serenade of Carols (1949), Family Album 

Suite (1951), American Ballads (1976). According to Evans, the five 

movements of Hohday Music "may either be played separately or gi'ouped 

together in any sequence, as they are related to each other only in the general 

sense being hohday music."^^ The five movements are: 
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I. Home for Christmas, 

II. Easter Morning, 

III. The First Thanksgiving, 

IV. Hallowe'en 

V. Fourth of July. 

Each movement has been pubhshed separately as a band arrangement. 

The Serenade of Carols (1949), originally written by Gould for small 

orchestra, is based on fourteen Christmas carols, grouped as follows: 

I. We Three Kings of Orient Are, The Babe at Bethlehem, Rocking, 

What Child is This? 

II. The Boar's Head Carol, Patapan, Carol of Service 

III. Come, Love We God, Coventry Carol, The HoUy and the Ivy 

IV. Irish Carol, God Rest Ye Merry Gentlemen, Wassail Song, My 

Dancing Day. 

The second and third movements of the Serenade of Carols have been 

pubhshed for band, but as individual movements. 

It seems that the Family Album Suite (1951), hke Hohday Music, may 

be played as separate movements, since the band transcriptions of the final 

two movements are pubhshed separately. These scores contain the phrase 

"Setting for Concert Band by the Composer" on the credit hne. The five 

movements of the orchestra version are: 

I. Outing in the Park, 

II. Porch Swing on a Summer Evening, 

III. Nickelodeon, 

IV. Old Romance, 

V. Horseless Carriage Galop. 
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In fact, on the Air Education and Training Command Band Concert featuring 

Gould's music, (xould programmed the final two movements as a unit. 

The American Ballads were commissioned by the New York State 

Council on the Arts to commemorate the United States bicentennial. Again, 

as with Hohday Music, the order of performance of the movements is 

somewhat flexible. According to Evans: 

The work is not connected by transitional passages, and can be 
performed either as one unit or in separate sections. The order of the 
movements is optional. In the score, however it appears as follows: 
"Star Spangled Overture," a paraphrase of the Star Spangled Banner; 
"Amber Waves," based on "America the Beautiful;" "Jubilo," the 
extraordinary Civil War tune, "Day of Jubilo," by Henry C. Work; 
"Memorials," which uses "Taps" as its basis; "Saratoga Quick Step," 
which comes from a jaunty Revolutionary War song called "The Girl I 
Left Behind Me;" and "Hymnal," an adaptation of "We Shall 
Overcome," the folk-gospel h5rmn of inspiration. ̂  

Grould transcribed this entire piece for band. Memorials and Saratoga Quick 

Step are also published individually for band. 

Gould also wrote settings of half a dozen Christmas carols for band. 

They include Good King Wenceslas. Adeste Fideles, It Came Upon the 

Midnight Clear, Jingle Bells and Silent Night. 

Portions of television scores for the 1964-65 CBS Documentary: World 

War I, and for the 1978 television special Holocaust have appeared as band 

transcriptions as well. Individual publications excerpted from the score for 

the twenty-six week CBS series include Prologue, Revolutionary Prelude, 

Royal Hunt and Royal March (firom Sarajevo Suite). An entire Holocaust 

Suite for band is published as a single piece. It also appears as the individual 

movements Prologue, Babi Yar, Berta and Joseph, El^y, Rristallnacht and 

Liberation. AU were published in 1980. 
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Gould also produced individually pubhshed settings of Dixie. Yankee 

Doodle and the Battle Hymn of the Repubhc, simply titled Battle Hymn. 

Transcriptions by other transcribers 

Transcriptions by David Bennett 

A member of both ASCAP and the American Bandmasters xAssociation 

(ABA), David Bennett transcribed several Gould compositions for wind band. 

He wrrote a number of instrumental solos, including Repartee (piano). 

Clarinet Roy ale, and La Rougette (harp). 

One of the better-known Gould compositions transcribed for band by 

Bennett is the previously mentioned Cowboy Rhapsody, which makes use of 

the songs "Trail to Mexico," "Little Old Sod Shanty," "Old Paint" and Home 

on the Range." Bennett also transcribed the "Guaracha" fi-om the Latin 

American Symphonette of 1941. Other titles credited to Bennett are Tropical 

Serenade, Continental Serenade, and HiUbilly. 

Transcriptions by John Cacavas 

A graduate of Northwestern University and a former chief arranger for 

the U. S. Army Band, John Cacavas is known primarily for his television and 

film scores. His credits include scores for Airport 1975, Airport 77, and 

Airport 79, the CBS television series Kojak, and three seasons of Hawaii 

Five-0. He has 2,000 musical works to his credit, many of them of an 

educational nature, and is the author of an arranging text. 

Cacavas also transcribed several of Gould's works, several of these 

being from the movie Cinerama Hohday, which premiered February 7, 1955. 

The selections are all pubhshed under separate titles, and the inscription 

"The Morton Gould Series for Young Bands," appears at the top of the title 
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page for each. Under the composer's name on the title appears the note, 

"Arranged from the Composer's Original Score," The titles are Cinerama 

Hohday, On the Boulevard, Skier's Waltz and Souvenirs of Paris. Also by 

Cacavas are the Soft Shoe Serenade, pubhshed as a separate title from the 

Hoofer Suite, Cafe Rio and Buckaroo Blues. 

Transcriptions by Philhp Lang 

Of the two Morton Gould compositions that might be considered as hi.s 

most popular or most often performed, one is the American Salute (1942). It 

was transcribed not by Gould, but by Philhp Lang. Born in New York in 1911. 

Lang was an arranger for a number of orchestras, including those of Andi-e 

Kostelanetz, Arthur Fiedler and Morton Gould. He was also the arranger for 

a number of Broadway musicals, such as Bilhon Dollar Baby (composed by 

Gould in 1945), Annie Get Your Gun, My Fair Lady, Camelot, Hello, DoUy! 

and Mame. Like Bennett. Lang is also a member of ASCAP and the ABA. 

The original version was written for the orchestra that Gould conducted 

on a weekly radio program. Gould commented on the circumstances 

surrounding its synthesis during the inaugural Heritage series concert 

presented by the Air Education and Training Command Band: 

You might be interested to know that I wrote the Salute overnight. It 
was for a government program and we had to shape this up very 
quickly - -1 was on a very heavy schedule. I wrote it - - I started at six 
p.m. on a Monday evening. I had copyists with me. I didn't finish it 
until about two or three in the morning, but the copyists kept copying it. 
and it was on the stands the next morning for rehearsal and it was 
broadcast that night. ̂ -

Lang's transcriptions include other marches from the World War II years, 

such as American Legion Forever, American Youth March and The Jeeps and 
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the Peeps March. He also transcribed a selection entitled Beguine, based on 

the song. Thru Your Eyes to Your Heart, with music by Gould and lyrics by 

Edward Heyman. In hght of the purpose of this project, it is interesting to 

note for each of these selections, Lang's name is preceded by the words 

"transcribed by" or "transcribed from the Composer's original score by." 

Transcriptions by Paul Yoder 

A leader in the field of music education, Paul Yoder was a composer 

and arranger of many selections for school bands. He was a past president of 

the American Bandmaster Association. 

Besides American Salute, there is one other composition that could be 

considered a Gould trademark. It is the "Pavanne" from the American 

Symphonette No. 2 (1935). Marked by the simphcity of its melody and the 

use of swing rhythms in the accompaniment, and audiences always seem to 

enjoy it. Besides his arrangement of this selection, Yoder also transcribed 

Colonial Portrait and highhghts from Gould's film score for Windjammer 

(1958). 

Unpubhshed transcriptions 

Besides the pubhshed arrangement of the "Guaracha" from the Latin-

American Symphonette, the "Conga" movement from that work was 

transcribed by Major Frank Hudson at that time member of the Army Air 

Corps, the precursor of the United States Air Force. It was reviewed and 

endorsed by Mr. Gould, and was first performed in February of 1941. 

The author's transcription of Interplay will also be included in the 

category of unpubhshed transcriptions of Morton Gould works. It is scheduled 

to be performed by the Texas Tech Symphonic Band in 1997. 
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1 Thomas Stone, BD Guide, p. 2. 
2 Lee Evans, Morton Gould: His Life and Music, p. 50. 
Ubid.,p.58. 
4 Ibid., p. 364. 
^ Richard Freed, Fiesta, hner notes. 
6 Thomas Stone, BD Guide, p. 2. 
'̂  Fanfare for Freedom, score, p. 1. 
8 Morton Gould, St. Lawrence Suite, p. 2. 
9 Ibid. 
i^Lee Evans, Morton Gould: His Life and Music, p. 75. 
iilbid.,p. 130-131. 
^^Heritagel, sound recording. 
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CHAPTER III 

TRANSCRIPTIONS AND ARRANGEMENTS FOR 

WIND BAND 

The distinction between transcriptions and arrangements 

Some might defijie transcriptions and arrangements of musical works 

as synonymous. Distinctions can be made between the two terms, though in 

some cases the distinction could aptly be described as sphtting hairs . For the 

purposes of this project the terms will be rather carefully defined. Both 

transcriptions and arrangements are musical works for a medium other than 

that for which they were originally intended. A transcription might be 

compared to a hteral translation, while an arrangement would be comparable 

to a paraphrase. Some concepts may be cumbersome in a translation, but 

that does not mean tha t all concepts in a manuscript are incapable of being 

translated. The vahdity of a translation depends on its capacity for 

expressing the original concept. A musical arrangement, like a paraphrase, 

may include modification of features such as form, key relationships, rhythm, 

harmony or style. An arrangement may involve simplification or 

enhancement of these elements, depending on its purpose. 

As is frequently the case, it is often helpful to turn to others to help 

estabhsh parameters. Arrangement has been described as "the adaptation of 

a composition for a medium different from that for which it was originally 

composed, usually with the intention of presei-ving the essentials of the 

musical substance; also the result of such a process of adaptation." ^ The 

article goes to say tha t "The terms transcribe and transcription are 

sometimes used interchangeably with arrange and arrangement. Often, 

however, the former imply more fidehty to the original."2To further i l lustrate 
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the ambiguities of these terms, it is instructive to examine a s tatement by 

Joseph Wagner in his text titled Band Scoring: 

The terms "transcription" and "arrangement," frequently used 
interchangeably, are often confusing and open to interpretation. 
As used by the writers of instrumental music, the two terms have 
acquired somewhat different meanings, depending upon the category of 
their usage. The term "transcription" has appeared in connection with 
orchestral music derived from various sources The term 
"arrangement" has been used quite regularly by those scoring band 
adaptations of various source materials. However, it is to be noted 
from band pubhcations that both writers and pubhshers currently 
appear to favor the credit hne "transcription" or "transcribed by." 
These terms will be used in this text for simplification.^ 

For the purposes of this paper, all transcriptions are arrangements, in that 

the product of both is derivative. But all arrangements are not 

transcriptions, because the intent of the transcription assumes a higher 

degree of fidehty to the original. 

The characteristics of an arrangement are easily seen in music adapted 

for beginning and intermediate level music students. While the thematic 

material of the original composition is maintained, the medium of 

performance and the complexity of the musical materials have been altered to 

allow its use by those not yet capable of performing the original version. This 

practice is generally defended on the grounds that it offers an opportunity to 

expose s tudents to materials from historically significant h tera ture . It also 

provides a platform from which to teach historical and biographical 

information about the composer and the piece. An example of such an 

arrangement would be an arrangement of the theme from Beethoven's 

Symphony No. 9, commonly referred to as "Ode to Joy," for a band or orchestra 

of first-year students. While Beethoven's melody and principal harmonic 
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features are used, the excision of this theme from its context has a major 

impact on the musical form. The form of the theme itself is preserved, but the 

arrangement is not even a movement from the symphony. It would be highly 

impractical for an orchestra of first-year students to perform even a single 

movement of such a work. But the material as used in such a situation is 

extremely useful for teaching the musical concepts of melody, rhythm, 

harmony and style. These same concepts are just as vahd for a wind band as 

they are for an orchestra, so the use of the material can be justified on 

educational grounds. The students might also be introduced to a recording of 

the original version, reinforcing the musical concepts mentioned above. There 

might also be additional emphasis on other musical elements such as form 

and timbre. 

An instrumental version of a popular song or folk song that distributes 

the melody to a variety of instruments through several pitch ranges during the 

various formal sections of the song would most hkely be classified as 

arrangement. The original harmonies of the song may be enhanced and raised 

to a more sophisticated level. Such an arrangement might also be more 

rhythmically sophisticated than the original. The form of the piece might be 

altered by repetition, ehsion or an unusual juxtaposition of phrases. All of 

these may be done by the arranger to intensify a particular mood. These 

treatments are commonly seen m the folk song settings of Percy Grainger, for 

example. At this point, it becomes difficult to distinguish even between 

arranging and composing. Legitimate arguments could be made for either 

distinction. 

An instrumental version of an opera aria might be nearly identical to 

the original in terms of rhythms and harmonies, differing only in 

orchestration and the substitution of an instrument or instruments for the 
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solo voice. If the instrumental version of this aria also preserved the vocal 

range of the solo, it is probably more correct to cah it a transcription. The 

argument could be made tha t the removal of such a piece from its surrounding 

context makes it an arrangement. 

The main features of an arrangement might be the orchestrational, 

rhythmic and styhstic alterations of an adapted melody, such as Glenn 

Miller's version of Little Brown Jug, that distinguish it from other versions. 

The Glenn Miller arrangement of a Gerswhin song might differ significantly 

from a Tommy Dorsey arrangement of the same song. The role of arranger 

and arrangement are very important in the jazz realm. 

The transcription retains the integrity of the various components of the 

original version, such as form, melody, rhythm, harmony and style. Joseph 

Wagner said, "The band scorer's task, in all forms of transcription, is to 

achieve an idiomatic transference of musical values from one medium to 

another without a loss of styhstic detail."^ As stated earher, it is an attempt 

to translate music, as hterally as possible, from one medium to another. 

The justification for transcriptions and arrangements 

A wide variety of transcriptions and arrangements for winds has 

maintained a presence on the musical landscape since the late eighteenth 

century. Operatic overtures and highhghts were commonly arranged for 

harmonie (the court bands of the late 18th and early 19th centuries). These 

were ordinarily octets, consisting of pairs of oboes, clarinets, horns and 

bassoons, sometimes including string bass or contrabassoon. The overtures 

sometimes appeared in abbreviated forms. The fact that some sections of the 

opera were left out changes the overall form of the opera, and by the definition 

above makes them arrangements. According to David Whitwell, there are 
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multiple arrangements of many Mozart operas, some wrritten by Mozart 

himself. For example, Whitwell catalogs seven harmonie manuscripts of The 

Abduction from the Seragho, one by Johann Nepomuk Wendt, five by 

unknown arrangers (one of these possibly by Wendt), and one by Mozart 

himself.^ According to Whitwell, the Mozart manuscript has been lost, but its 

existence is postulated on the basis of Mozart's mention of it in a letter to his 

father Leopold dated July 20, 1782. There are multiple harmonie 

arrangements of other Mozart operas, such as Don Giovanni and La 

Clemenza di Tito, The Marriage of Figai'o, Cosi fan Tutti and The Magic 

Flute. As with of The Abduction from the Seragho, a number of these are 

attributed to unknown arrangers, while the remainder are attributed to 

various arrangers including Josef Triebensee, Johann Nepomuk Wendt and 

Joseph Heidenreich. Beethoven's Fideho and several Rossini operas were 

arranged for harmonie by Wenzel Sedlak. 

Several composers transcribed their own piano works or the works of 

other composers for orchestra. One of the most famous examples, usually 

considered an "orchestral showpiece," is Pictures at an Exhibition. Written by 

Modeste Mussorgsky in 1874, the entire work was orchestrated by Maurice 

Ravel in 1922. Ravel also orchestrated some of his own piano works, such as 

Le Tombeau de Couperin, the piano version of which was written in 1917, and 

the orchestration completed in 1919. The orchestration of Le Tombeau de 

Couperin included only four of the original six movements. The resulting 

alteration of the scope of the work is obviously acceptable to the composer in 

this case. Aaron Copland's Sonata for Viohn and Piano (1942), was 

transcribed for claiinet and piano by the composer in 1943. Besides original 

compositions for wind band, Morton Gould has transcribed a number of his 
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orchestral works for the wind band himself, thereby providing a precedent for 

transcribing Interplay by this author. 

The nature of transcriptions in general 

As defined earher, a transcription preserves the form of a piece. It is 

not abbreviated in any way. The melody, harmony and rhythms of the original 

composition remain intact. A successful transcription must also provide the 

potential for reproduction of colors and effects reflecting the intent of the 

original work, while recognizing the parameters of the transcription 

medium and its performers. 

Melodies that are written for a particular instrument in the original 

become disjointed if the transcribed version breaks this unity of hne. If 

handled improperly, what was perceived as a single sentence in the original 

becomes a dialogue in the transcription. Assignment of various melodic and 

accompaniment al components in the transcription depends a great deal on 

the range and technical characteristics of those components in the original. 

A legato or slurred violin melody with wide skips, for example, would be very 

difficult, if not impossible, to reproduce on the trumpet. Such a melody is 

generally assigned to members of the woodwind family. 

Harmonically, the transcription must provide all the pitches of the 

original, from the lowest string bass sounds to the highest notes of the violin. 

All sounds need to be reproduced in the same octave as in the original. Any 

changes in this component would result in a different spatial relationship in 

the vertical ahgnment of tones. In other words, any changes in this aspect of 

the music result in either a narrower or broader range of sounding frequencies 

than in the original. The alteration of this vertical spatial relationship also 

changes the acoustic properties of the work, because the interaction of 
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pitches with one another changes the presence of harmonics. The presence or 

absence of harmonics is a critical factor in the quahty of the overall sonority. 

In order to be faithful to the original version, the effects of rhythms 

must be left intact. Any reduction or simplification of rhythms present in the 

original results in a change of the horizontal spatial relationship of tones. 

Adding to or subtracting from the density of the original in this regard causes 

a different sense of energy and movement. 

Other effects of the original work, particularly articulation, must be 

accounted for in some way. For example, plucking the string in pizzicato 

articulation has no direct parallel in woodwind or brass instruments. In 

orchestral settings, however, the woodwinds and/or brass sometimes support 

the string orchestration and therefore must learn to imitate as nearly as 

possible the attack, duration and decay pattern of this effect. The woodwind 

or brass parts may simply contain a staccato marking, and must match the 

attack, duration and decay primarily by hstening. 

Wind band transcriptions of orchestral works usually involve two types 

of adaptation. First is the exact rephcation of sonorities for woodwind, brass 

and percussion. The second and more creative is the translation of string 

effects such as bowings and articulations into a comparable effect for the wind 

and percussion medium. Wagner, in the preface to his text acknowledges this. 

"The study plan is intended to stimulate and direct creative musical thinking, 

since band scoring involves both work with multiple voice parts in various 

combinations of mixed colors, strengths, and intensities, and the imaginative 

faculties of the individual scorer."^ 
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1 Don Randel, ed., The New Harvard Dictionary of Music, p. 53. 
2 Ibid. 
3 Joseph Wagner, Band Scoring, p. 8. 
4 Joseph Wagner, Band Scoring, p. viii. 
^ Whitwell, David, Wind Band and Wind Ensemble Literature of the 

Classical Period, p. 73. 
^ Joseph Wagner, Band Scoring, p. ix. 
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CHAPTER IV 

A TRANSCRIPTION OF INTERPLAY 

FOR PIANO AND WIND BAND 

The origin of Interplay 

The composition now known as Interplay was originally titled 

American Concertette. It was written for pianist Jose Iturbi and first 

performed on Gould's weekly radio show, "Music for Today," on August 25, 

1943. The former title was first used for the ballet choreographed by Jerome 

Robbins, performed almost two years after the premier. The title of the ballet 

has its origins in the juxtaposition of classical ballet with contemporaneous 

popular dances. According to Evans, "In the ballet version of Interplay, each 

movement bears a subtitle suggesting the character of the dancing. The 

movements are known as 'Free Play,' 'Horse Play,' 'By-Play' and 'Team Play."'i 

The titles of the movements in the original version are I. no titie, II. Gavotte, 

III. Blues and IV. Finale. 

The Structures and Materials of Interplay 

Gould's compositions typically demand versatflity of the performers, 

and Interplay is no exception. The nature of Morton Gould's music in general 

and Interplay in particular, seems to make it a hkely candidate for 

transcription for wind band. Many of the jazz styhzations in this piece occur 

in the brass and percussion, and therefore translate directly from orchestra to 

wind band. 

The style of Morton Gould reflects his genius as composer and 

orchestrator. Interplay is rife with examples of classical and jazz elements in 

several respects: 



1. formal structure, 

2. rhythmic content, 

3. melodic content, 

4. instrumental effects, 

5. descriptive terms. 

In Interplay, Gould's larger architectural forms tend to be veiy traditional. 

The other elements, often highly innovative, seem to work interdependently to 

provide exceptional contextual unity. Perhaps the formal unity and directness 

add to the effectiveness of the other elements by allowing them to be more 

easily recognized by the hstener. It will be necessary to analyze these 

elements in a somewhat isolated fashion in order to appreciate the 

sophisticated way in which they are combined. 

Formal structure 

The first movement of Interplay is written in sonata form, recalhng a 

classical approach. The movement begins with a "call and response" 

treatment of the opening motivic material (measures 1 - 16). This alternation 

of phrases between orchestra and soloist evokes a formal characteristic of 

early jazz, which in turn traces its roots to the music of the black church. The 

result is a hybrid form of macro and micro architectural features that allow 

the assimilation of diverse musical elements into a unified whole. For a more 

complete formal, thematic and motivic analysis of Interplay, the reader is 

directed to the analysis in Evans' dissertation, chapter six. 

Another type of idiomatic jazz figure related to phrase structure is the 

"boogie-woogie" bass. This figure is normally associated with the left hand 

of the piano part. The first occurrence is in the cellos and basses in measures 

145 - 146, but is quickly picked up by the piano in measures 147 and 
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following. Its appearance in the piano part, shown in Example 4.1, is entirely 

idiomatic: 

^.x^ 

Piano 

PP 

Example 4.1. Boogie-Woogie Bass (Piano), m. 147-148. 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 
permission. 

The effect is achieved in cellos and basses, sounding in octaves, but having the 

cellos play in repeated eighth notes while the basses play in quarter notes. 

Example 4.2 shows how Gould orchestrates the effect in measures 145 - 146: 

^ 1 ^ Cello 

i s ^ Bass 

Example 4.2. Boogie-Woogie Bass (Cello, Bass) m. 145-146. 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 
permission. 

In this context, the texture and mood are much hghter. Again, the classical 

and jazz elements are combined into a hybrid concept, as the "boogie-woogie 

bass" is by definition an ostinato over which variations are performed. 
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The second movement's title has its origins in a classical form. This 

gavotte, however, is in four rather than the usual meter of alia breve time. 

The traditional gavotte begins on the second or weak beat of the alia breve 

signature. Gould's gavotte begins on beat four, again a relatively weak beat in 

that meter. 

The phrase structure of movement three, titled "Blues," contains 

extensive "call and response" constructions. As in the first movement, some 

responses are rhythmically dislocated in comparison to their corresponding 

calls. This is entirely congruent with the style. 

The final movement, written in sonata form, makes extensive use of 

tonic pedal. These occur in measures 54 - 61, 75 - 78, 86 - 89, 106 - 120, and 

134 - 158, and 220 - 221. In meausures 134 - 158, the notes are transposed 

up a minor third, and then up a semitone to support sudden modulations. 

The tonic pedal is used as a phrase extension in a manner that calls to mind 

the final chorus of Glenn Miller's arrangement ofin The Mood, in which an 

ascending scale motive in the trumpets is foUowed by trombones playing a 

sustained pedal at the end of the phrase. Again, the architectural features of 

the music combine with the other elements to produce fresh and innovative 

results. 

Rhythmic content 

The rhythmic content of Interplay contains numerous allusions to jazz. 

Among the devices observed are high frequency of accents, the rhythmic 

dislocation of motivic material and polyrhythms resultmg from simultaneous 

layering of duple and triple subdivisions of the beat. The composition 

contains numerous examples of skillful combination of these elements with 

other materials and structures of jazz. 
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In the first movement, the initial theme is stated first in the orchestra, 

and is immediately answered in the piano, differing from the orchestral 

statement in two ways. The differences may be seen by comparing Examples 

4.3 and 4.4. First, it begins as an anacrusis, on the upbeat of two. Second, the 

accent pattern of the response is in groupings of three eighth notes, while the 

accent pattern of the call is in pairs. 

r^::y y y-:--g—-P- Z Z Z E P 
/ 

z : 3^:i * » * • • 

•M r T r 'T ^ ^ 

9-*- i 
f 

Example 4.3. Movement I (Orchestra reduction), m.1-2. 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 

permission. 

Piano < 

i^ ^ 

\ 

jf 

y (|- • ^ 
1 

%—% s—m 

f 
s—•—•—# 4^-4—« 

$ 

i 

Example 4.4. Movement I (Piano), m. 2-4. 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 
permission. 

The second call by the orchestra, again in an accent pattern of pairs of eighth 

notes, begins on the upbeat of two. The second response is again displaced 

relative to the call, this time beginning one eighth note earher, retaining the 

accent pattern of the first response. The differences may be seen by 

comparing Examples 4.5 and 4.6 on page 32. 
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m m ^ w § 

^ =̂ =l 0 m i m m 
Example 4.5. Movement I (Orchestra reduction), m. 4-6. 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 

permission. 

Piano 

Example 4.6. Movement I (Piano), m. 6-8. 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 
permission. 

The next series of call and response all begin with an accent on the sixth 

eighth note pulse of the measure and each contain several accents on the 

second and sixth eighth note subdivisions of the beat. 

Later in the first movement, Gould uses eighth notes accented in 

groups of three, this time over the strong duple pattern of the boogie-w^oogie 

bass. The motive is first stated in the orchestra, again utihzing the call and 

response concept within the orchestra. The motive is then passed back and 

forth between orchestra and piano. 

Gould makes use of the eighth notes grouped in threes in the fourth 

movement (see measures 108 - 109, 112 - 114, and 117 - 120, piano part). In 

this case, the accent pattern is against a sustained string background, with 
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the percussion providing the duple rhythm. Measures 121 to 124 contain an 

interesting juxtaposition of accents in orchestra and piano. Groups of three 

quarter notes in the orchestra are answered with groups of eighth notes in the 

piano on the third quarter note of each group. The resulting is a very 

interesting polyrhythmic scheme. 

In an ordinary orchestral setting the percussion section functions 

primarily to add color to the orchestral palette. In a jazz setting percussion 

takes on a primary role in the estabhshment of the style. The primary 

feature of any particular jazz style is its rhythmic essence, the foundation for 

which is often provided by the drum set. In the case of Interplay, Gould uses 

the colors and rhythms that suggest the drum set without actuaUy using a 

di-um set. In this way he again combines the classical tradition of using 

percussion as a coloration with the jazz tradition of using percussion as the 

basis for estabhshing a particular style. 

Melodic content 

Much of the melodic content in Interplay is laced with devices such as 

blues scales. This alternation between major and minor mode. t>T)ical of 

Gould's writing is related in an integral way with many of the instrumental 

effects used by Gould. His use of instrumental techniques indigenous to jazz 

melodies shows his understanding of the genre. Movement III, entitled 

"Blues," contains examples of these inflections in ahnost every measure. The 

following two measures, shown in Example 4.7, from the piano part are an 

excellent example: 
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Piano 

i 

^M-j i^rj/a 
r r̂ —r 

s 

^ ^ F 

r ?—r-t 
Example 4.7. Movement III, Blues (Piano), m. 22-23. 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 
permission. 

Instrumental effects 

The first movement opens with "bending" pitches that quickly reach a 

fixed pitch in trumpets and trombones, the effect being referred to in the score 

as a "whip." Example 4.8 shows the notation of such an occurrence as it is 

notated both in the original and in the transcription: 

Trumpets 

Trombone 
1 & 2 

/ I Whip 

r r ^m 
WhipU 

i 
5^ 

^ 

tp^== 
it 

^ r 

Trpts. 

Trb. 1 & 2 

^^ Krjf* 

')'^ [-'- • K 'U 

0,' 0 0 , 0 

r^ 0 s s y~y ?= 

^ i—̂  

X ? = t -

Example 4.8. Movement I , (Trumpet, Trombone), m. 1-6. 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 
permission. 
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When the same motive appears in the piano in measures 24-26, shown in 

Example 4.9, the effect is accomphshed by the use of grace notes. 

Example 4.9. Movement I (Piano), m. 23-25 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 
permission. 

The distinction in notation used by the composer for the piano and the 

orchestra has been maintained in the transcription. The effect might be 

achieved by using identical notation for the band instruments and piano. 

However, it would likely diminish the integrity of the jazz styhzation in the 

wind instruments by producing two distinct pitches in place of the "bending" 

effect mentioned earher. This effect is used again in the brass measures 48-

49, 212 and 213 in conjunction with the same motive. 

In the third movement, measures 24-26, and again in measure 47, the 

tremolos in the piano part are each preceded by an ascending pattern of three 

semitones, not unhke the "whip" of movement I. Please refer to Example 4.10. 

Piano 

Example 4.10. Movement HI (Piano), m. 24-25. 
Copyright 1943, Belwin Mills Pubhshing Company. Used by 
permission. 
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The inflection of the scooping effect is somewhat different here, with the 

tempo being much slower. The effect is related closely enough to the "whip" 

used in the first movement to warrant its mention here. 

An effect occurring in the fourth movement, very similar to the "whip" 

effect described earher, is in this movement identified as a "rip." The "rip" 

appears in the Example 4.11. 

Trumpet 1 

Trumpet 
2 & 3 

Horn 
1 & 2 

Horn 
3 «fe4 

Trombone 
1 & 2 

I . run r r p 

Vu'i j^''pp 

i ^ 

1. 

i s i^ 

^ ^ 

=- rip ^ 

s 

m rip 
^ 2=; : 

t I 
np 

^ 

m=^ 

np 

^ 

V 

np 

np 

I 

>- -' » np f 
r 

W—^ ;^f 

t. E 
r ip ' 

Example 4.11. Movement IV (Brass), m. 227-229. 
Copyright 1943, Belwin MiUs Pubhshing Company. Used by 
permission. 

This effect is used eleven more times in the next 33 measures. 

It seems that there is httle, if any practical difference in the execution 

of these two techniques. The term "rip" seems to be used here for notes that 

are foUowed by rests, whereas the "whip" is used for longer notes or notes not 

foUowed by rests. This distinction may be observed by comparing Gould's 

Fourth of July, Santa Fe Saga and Big City Blues with Interplay. In both 

Fourth of July and Santa Fe Saga, the "rip" is always a relatively short note 

(quarter or eighth note) foUowed by a rest. The same shape is used in Big 
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City Blues, and the terminology there is "whip." What foUows the "whip" in 

this case is a whole note. Regarding the previous mention of notating the 

effect with grace notes, as in the piano part of Interplay, in Fourth of July, 

Gould uses the notations simultaneously. There are many occurrences of 

grace notes in Fourth of July throughout the piece. One place in particular 

though, the horn part is notated with the "rip," and the tuba, which has the 

identical rhjrthm to the horn, is notated with a grace note. In any case, the use 

of these jazz inflections is common in Gould's music and reflects the eclectic 

nature of his entire oeuvre. 

Another effect used in Interplay suggests a quarter tone in betw^een two 

distinct haff-steps. Evans puts it this way: 

...an interesting jazz device at m. 5 of no. 2, the simultaneous striking 
of two adjacent tones (C and Db)-not for its sound, but rather to 
suggest the quarter tone in between. On string, woodwind and brass 
instruments the player can "bend" a note to achieve that in-between 
sound, but on a fixed-pitch instrument such as the piano, two adjacent 
tones must be struck together to imply the quarter tone in the 
middle.2 

In Example 4.12, Evans' example this device is shown. 

Piano 

Example 4.12. Movement I (Piano), m. 21. 
Copyright 1943, Belwin MiUs Pubhshing Company. Used by 
permission. 
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Evans adso cites an example of this device in the third movement in measure 

25, shown here in Example 4.12: 

Piano 

Example 4.13. Movement III (Piano), m. 24-25. 
Copyright 1943, Belwin MiUs Pubhshing Company. Used by 
permission. 

He also tabulates this device in an enumerated hst of styhstic characteristics 

of Gould's music as demonstrated in Interplay. It is interesting to note that 

Evans only cites the use of this device in the piano. There are also several 

occurrences of this effect in the string, woodwind and brass instruments (see 

measures 46, 147, 151, 166, 198 and 200) that Evans obsei-ves as capable of 

producing the quarter tone in between the two notes. Evans does not 

corroborate his assertion that the two adjacent notes struck together imply 

the quarter tone in between with any documentation, as he does with several 

other devices that he analyzes. Neither is his observation corroborated by any 

evidence in Evans' manuscript that Gould himself endorsed this idea. Evans 

acknowledges that Gould granted "many long taped interviews,"3 and it seems 

that if this idea was proposed by Gould himself, some mention would be made 

of it. 

There are at least two other possible reconcUiations of this discrepancy. 

First, it could be that this might simply be one more case of dissonant 

harmonic structures in Gould's music. Gould's generous use of major and 

minor seconds, sevenths and ninths in aU his compositions would support this 
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idea. Second, such dissonance is highly consistent with Gould's common use 

of bi-tonahty. Either one of these solutions would indeed suggest use the two 

notes precisely for their own sounds in combination and not for the quarter 

tone in between. 

If Evans is correct in his assertion, the apparent contradiction is easUy 

resolved if one considers that the composer may have chosen to notate the 

effect for the string, woodwind and brass players to retain more control over 

the outcome. In other words, ff the composer simply indicated with a plus or 

minus sign to bend the pitch to the appropriate quarter tone, the result would 

vary from player to player. The notation chosen by the composer reflects a 

higher degree of specificity and yields a more predictable result. 

In the third movement, labeled "Blues," the piano part contains several 

imitations of the bending of pitches. The previously mentioned grace notes 

preceding the tremolos in the third movement are an exceUent example. 

Another instance of this effect has been previously observed. 

Other notable instiiimental effects employed in Interplay that 

strengthen the identification with sounds of jazz and popular music of the day 

include the use of percussion instruments. In movement I, at measures 46 -

51, and again from measures 145 - 171, the snare drum is directed to play 

with brushes. The second movement utihzes a suspended cymbal, played 

with brushes pattern (measures 15-22 and 67-89). The pattern is a typical 

ride cymbal pattern as normaUy played by a set drummer. The snare di*um is 

played with brushes again in this movement (measures 24-31), with typical 

jazz emphasis on the second and fourth beats. The boogie-woogie piano of 

measures 42 to 49 is accompanied by eighth notes on the snare drum with 

brushes. The third movement again makes use of the snare drum played 

with brushes, this time in a pattern t5npical for a slow blues (measures 20 -

39 



31, and 40 - 43). The fourth movement contains numerous rim shots on the 

snare drum. 

Descriptive terms 

Another evidence of Gould's eclecticism is his use of descriptive terms 

in the music. For example, the most obvious and direct references to the 

vocabulary of jazz occur in the second and third movements. The Gavotte 

contains the tempo designation, "Moderate bounce tempo." The third 

movement is titled "Blues." In measure 20 of this movement, the phrase 

"slow and dirty" appears in the score and in measure 40, the term "very slow 

drag." He does not stop at simply imitating the rhythms and harmonies of 

popular music, refining them for use in the concert haU. He insists that the 

styhstic characteristics of this music be included in the orchestral vocabulary. 

SuitabUity of Interplay for wind band transcription 

Creative and artistic decisions in the transcription of Inteiiplay 

Creative and artistic decisions in the production of this transcription 

were made using a primarily inductive process with four criteria guiding the 

process: 

1. The composer's own methods in orchestrating various effects as 

suggestions toward creating an idiomatic artistic expression. 

2. Aural evaluation, utUizing a recording of Interplay conducted by 

the composer. 

3. The experiences of the transcriber in rehearsal of other music 

by the composer as an ensemble performer under the composer's 

direction. 

4. Traditional practices of transcribing and an-anging. 
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One of the traditional practices of transcribing orchestral pieces, is to 

preserve wind sonorities as they appear in the original. This practice was 

adhered to with very few minor exceptions. 

One of the difficult passages to transcribe from the original was in 

measures 145 - 165 of the first movement, from the ceUo and bass part. As 

mentioned earher, this is Gould's orchestration of a "boogie-woogie" bass hne, 

originally a pianistic hne. Example 4.14, on the foUowing page, shows how 

this effect was achieved in the transcription. Bass clarinet, baritone 

saxophone, euphonium and tuba were used in combination. The bass clarinet 

and euphonium duphcate the ceUo part, whUe the baritone saxophone and 

tuba cover the bass part. 
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Bass 
Clarinet 

Baritone 
Saxophone 

Euphonium 

Tuba 

m hi 

g^ 
2 

^ 

^ -» 0-

^ 

^ •̂ ^Ll-LJ 

^ ^ 

^ 
^ 

^ 

^ 

B. CI. 

B. Sax 

Euph. 

Tb. 

* 

M 
^ P 

E 2: 

i F 

I 

t 
Example 4.14. Movement I (Transcription: Bass Clarinet, Baritone 

Saxophone, Euphonium, Tuba), m. 145-148. 
Copyright 1943, Belwin MiUs Pubhshing Company. Used by 
permission. 

There were some instances of articulations that required alteration 

because of the technical impracticahty for certain instruments. The most 

significant example is in the fourth movement. In the original version, it 

appears in vioHns in measures 6 - 13, shown in Example 4.14. 
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Ver\ Fast 

. k . 
Violi ns 

& ^ 

•J 

^tfit^ * te I 
4.15. Movement FV (Viohn 1 & 2), m. 5-9. 
Copyright 1943, Belwin MiUs Pubhshing Company. Used by 
permission. 

It is impractical for the woodwind instruments to articulate this passage 

because of the tempo considerations. The rapidity of the articulation would 

not be a significant factor for the brass instruments ff the consisted of 

repeated notes, but the s are bugle-hke in nature. When the tempo of this 

movement and length of the passage are considered, these figures are 

technicaUy impractical and are not considered to be idiomatic for brass 

instruments . Example 4.16 shows this passage as transcribed for upper 

woodwinds with slurs, doubled in the xylophone with hard maUets. The 

xylophone is used not primarily for its color, but for defining the articulation. 

Verv Fast 

Flute 
1 &2 

Clarinet 
1 & 2 

X>lq5hone 

i ^ ^^m 

i ̂ m m 

^ ^ 

rrmir 

^m 

^ ^ 

it'^f>x 

^ ^ ^ ^ 

Example 4.16. Movement IV (Flute, Claiinet, and Xylophone), m. 5-9. 
Copyright 1943, Belwin MiUs Pubhshing Company. Used by 
permission. 
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Editorial decisions 

The musical style of Morton Gould also contributes to potential 

problems of an editorial nature. Evans noted a number of characteristics 

typical of Gould's music. One of his observations was that "Ambiguity of 

tonahty, the avoidance of the harmonicaUy predictable, and frequent key 

changes and/or changes of tonahty characterize the entire compositional 

output of the composer."^ (Footnote: Evans, p. 324, emphasis in original) 

Indeed, ambiguity of tonahty and changes of key or mode occur frequently in 

Interplay. In addition to the creative and artistic decisions involved in the 

production of this transcription, there were some editorial decisions. These 

decisions were piimaiily enharmonic re-speUings for ease of reading by 

performers. 

Conclusions 

Morton Gould was one of America's outstanding composers. His music 

reflects a great deal of originahty in its incorporation of the jazz vocabulary 

into traditional forms. Gould's combination of the sophisticated rhythmic, 

melodic and harmonic content of jazz, along with his briUiant orchestration, 

use of recognizable melodies and accessible forms are worthy of additional 

study. 

Gould transcribed more of his works for band than any other 

transcriber. He also provided the wind band with several outstanding 

original compositions. It is the author's wish that more of Gould's works wiU 

be transcribed for band in the coming years. A work such as Interplay, that 

includes a piano soloist, should prove valuable as an addition to the wind 

band repertoire. 

44 



Programs of wind bands do not often include soloists, especiaUy piano 

soloists. Perhaps more hterature in this genre would lead to increased 

programming of soloists. Performing concerti for piano and wind ensemble 

would broaden the horizons of conductors, ensemble performers and 

audiences. Pianists and band directors should work together to buUd 

audiences for both performing venues, and more importantly for the music 

itself. 
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Notes 

1 Evans, Morton Gould: His Lffe and Music, p. 163. 
2 Ibid., p. 166. 
3 Ibid., p. V. 
^ Ibid., p. 324. 
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APPENDIX A 

TRANSCRIPTION OF INTERPLAY 
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J. With Drive and Vigor 

Rule 1 ti 2 

Oboel&2 

Bassoon 
1&2 

Ebaahnel 

BbQarinell 

Alto Saxophone 
1&2 
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n.i«i2 

ObLl&2 

BBI.1&2 

Eh a. 

B>a.i 

Bba.2 

Bba.3 

CRQ 

A.Sax.l&2 

Tb.&S.B. 

MdletPi 

1ipL2&3 

Hn.l&2 

Hn.3&4 

1rfail&2 
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a i a i 2 

Olxl&2 

BBn.l&2 

Bba. l 

Bba.2 

Bba.3 

A.S«.1&2 
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R1&2 

ObLl&2 

eba.i 

Bba.2 

A.Sax.l&2 
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FI.1&2 

Ob.l&2 

Bai.l&2 

Eb.a. 

BbO.l 

Bba.2 

Bba.3 

A.Sax.l&2 
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R 1 & 2 

Ob.l&2 

Bai.l&2 

Eb.a. 

Bba. l 

Bba.2 

Bba.3 

a a. 

caa. 

A.Sax.l&2 

T.Sn. 

a Sax. 

Trptl 

lTpt.2&3 

Hn.t&2 

Hn.3&4 

'Irbil&2 

Tib. 3 

Euph. 

Tb&S.a 

Mallet Pac 

J J J / ^ J J J J ^ J) J J J J J ^ J J J J '^==fr 

i ^ i i • i N J J J r ^ J J J ^ j ^ J J >> 
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R 1 & 2 

O h l * 2 

Bkn.l&2 

Eb.a. 

Bba. l 

Bba.2 

Bba.3 

J J J J ^ ij^ 4 ^ ^ ^ i J j j ' j^ j^ } } 1 im 

c&a. 

A.Sax.l&2 
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ai<>2 

Olxl&2 

L 1 & 2 

Eh a. 

Bba.l 

Bba.2 

Bba.3 

ŝ ^ ^ ^ r r r ^ ^ ^ ^ ^ ^ ^ 

caa 

A . S ^ l & 2 

T.&K. 

assc 

l ip t l 

1r|iL2&3 

Hn.l&2 

Hn.3&4 

1rfal&2 

Th&&B. 

NUIelF^iL 

^i Ŝ^ -3—5-
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A.Sax.l&2 
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Rlft2 

O h l & 2 

Bai.l&2 

Eh a 

Bba.l 

Bba.2 

A.Sai(.l&2 
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FL1&2 

O h l & 2 

BRI.1&2 

Eh a 

Bba.l 

Bba.2 

Bba.3 

A.Sax.l&2 

NMIetPcrc 
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[3 k 
R1&2 

Ohl&2 

A.SaK.l&2 

KfalletPac 
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R1&2 

Ohl&2 

A.Sax. 1&2 

IkUlatPerc 
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R 1 & 2 

Ohl&2 

Bsn.l&2 

Eh a. 

B b a i 

Bba.2 

Bba.3 

A.Sax.l&2 
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R 1 & 2 

Ohl&2 

Bsn.l&2 

Bba.l 

Bba.2 

A.Sax. l&2 

Mallet Perc 
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R 1 & 2 

A.Sac.l&2 
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R1&2 

Ob.l&2 

Bai.l&2 

Eh a. 

Bba.2 

Bba.3 

A.Sax.l&2 
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R 1 & 2 

Ohl&2 

Bm.l&2 

Bba.l 

Bba.2 

Bba.3 

A.Sax.l&2 
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R1&2 

Ohl&2 

A.Sax.l&2 
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R1&2 

Ohl&2 

Bba 1 

Bba.2 

Bba.3 

A . S K . 1 « I 2 

MdlelPet^ 
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R 1 * 2 

atKit2 

Eh a 

B b a . l 

Bba.2 

Bba.3 

caa 

A.SK.I&2 

1riit2&3 

Hn.l&2 

Hn.3&4 

1 i h l & 2 

Th&S.B. 

KUIetPorc 

71 



R.l<i2 

C)hl&2 

bn.l«i2 

Eba. 

Bba.l 

Bba.2 

Bba.3 

A . S » . 1 & 2 
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R.1A2 

a i i l * 2 

Bba.2 

Bba.3 

caa 

A.SK.1&2 
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. * • * > r « 
R.1&2 

Ob.l&2 

Bcn.l&2 

Eba . 

Bba. l 

Bba.2 

Bba.3 

aa. 

caa. 

A.Sax. 1&2 

T.Sax. 

a Sax. 

Trpt.l 

Tipt. 2 & 3 

Hn. 1&2 

Hn.3&4 

Tit. 3 

Euph. 

Tb.&S.a 

Mallet Perc 

Timp. 

Pai^l 

Pero2 

Piano 
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n.i<i2 

Ob 1 & 2 

Bsn. 1&2 

E b a . 

Bba. l 

Bba.2 

Bba.3 

A. Sax. 1 & 2 

Mallet PcftL 
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R1&2 

Ohlft2 

Eh a. 

Bba.l 

Eba.2 

Bba.3 

A.SK.1&2 

MilldPcfC 
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aif t2 

a h l * 2 

flba.i 

Bba.2 

A.Sbe.l*2 

hUMTm. 
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R. 1&2 

Ob. 1 <i 2 

Bsn. 1&2 

Eb.a. 

Bba. l 

Bba.2 

Bba.3 

aa. 

caa. 

A. Sax. 1 & 2 

T.Sax. 

a Sox. 

Trpt.l 

Trpt.2&3 

Hn.l&2 

Irb 1 & 2 

Trtj.3 

Euph. 

Tb&S.a 

Mallet Peru. 

Timp. 

Pertl 

PeK 2̂ 

r r r r ^ D r 

Piano 
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R l « 2 

Qbil«i2 

Bba. l 

Bba.2 

Bba.3 

A.SW.1&2 

79 



R 1 & 2 

Ob.l<i2 

Bsn. 1&2 

Eb.a 

Bba.l 

Bba.2 

Bba.3 

A.S».1&2 
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HI&2 

ahl&2 

Bba.l 

Bba.3 

A.SK.1&2 

tMkt 
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R. 1&2 

O h l & 2 

Bsn.l&2 

Eh a. 

Bba.l 

Bba.2 

Bba.3 

caa 

A.Sax.l&2 

T S » 

a&K. 

Trptl 

TTpt.2&3 

Hn.l&2 

Hn.3&4 

Trb 1 & 2 

Tb&S.B. 

Mallet Pero 
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Rt*2 

lba.2 

83 



R1A2 

abLlft2 

Bba.l 

Bba.2 

Bba.3 

A.Ste.l&2 

Ifa.3&4 

1rhl&2 

Tib. 3 

Euph. 

Th&SB. 

tMluPm. 

tacl 

Ftac2 

Piano 

4 C r ' J [ ^ ^ CUJ I I ^ 
ir̂ ' n n n 
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R 1 A 2 

Q k l * 2 

Bba.l 

Bba.2 

Bba.3 

A.SteLl&2 
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R 1 A 2 

ObLl*2 

Bba.i 

Bba.2 

Bba.3 

A.Sa(.l&2 

Hn.3&4 

1Hxl&2 

Tib. 3 

141 

m 
Eiqlh. 

Th&S3. 

KWIetPerc 

Timp. 

Ftn.! 

FM^2 

Itanp 

I 3 -
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R l * 2 

Ohl*2 

Eh a 

Bba.l 

Bba.2 

Bba.3 

caa. 

A . S ^ l & 2 

T.Sac 

a s K . 

Th&S3. 

ItWIetFtK. 

lirpt.1 

'Iipt.2&3 

Hn.l&2 

Hn.3&4 

ML1&2 

us "«» ,—, ' 

«» 

n' — •ti. _ ^ 

3 * »^ f . 
^̂  J '̂ ^ 

. 5 
'T' ' -

w 
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R l f t 2 

C)hl<i2 

Bba . l 

Bba.2 

Bba.3 

A . S ^ I & 2 

ItUleirkK. 
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R. I<i2 

Ob.l&2 

Bsn.l&2 

EbO 

Bba. l 

Bba.2 

Bba.3 

A. Sn. 1 & 2 

Mallet Pen̂  

^ '• >i' i 
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R 1&2 

Ob.l&2 

Bsn. 1&2 

Eba. 

Bba.l 

Bba.2 

Bba.3 

A.S«.1&2 

Mallet PI 
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R. 1&2 

Ob. 1 6 2 

Bsn. 1&2 

EbO. 

Bba.l 

Bba.2 

Bba.3 

A.Sax.l&2 

Tb.&SB. 

M^ldPen^ 

Timp. 

Pertl 

P«ro2 

Pian> 

T — r ^ — r r—r^—r r—r=T—r r—r 

^ ^ ^ ^ 
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Rlf t2 

a h l * 2 

Liai2 

BiCL 

flbCLl 

Bba.2 

4' ' ' ^ 
I J i Ŝ  r J i ^ 

u f u r 
? r > ^ * r > n 

A.SH.I&2 
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R 1 & 2 

Ob. 1&2 

Bsn. 1&2 

EbO. 

Bba.l 

Bba.2 

Bba.3 

A Sn. 1 & 2 
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R l l t 2 

Oh 

Bsn.l&2 

Bba.l 

Bba.2 

Bba.3 

A.Sax.l&2 
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R 1 & 2 

Ct i l&2 

Eh a . 

Bba.l 

Bba.2 

B>a.3 

caa. 

A.SK.1&2 

Th&S£. 

KUktF^R. 

H S K . 

& S K . 

lipLl 

1i|it-2&3 

lfa.l&2 

lfa.3A4 

1ihl&2 
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R 1 & 2 

Ob. 1&2 

Bsn.l<i2 

Eba 

A. Sax. 1 & 2 

Tipt. 2 & 3 

Hn.3&4 

Trb. 1 <i 2 

Tb.&S.& 

Mallet Pen̂  
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A.Sn.l&2 

97 



R1&2 

Ohl&2 

Eba.l 

Bba.2 

A.S9C.I&2 

98 



Ri<t2 

Bba.l 

Bba.2 

Bba.3 

A.SK.1&2 

99 



R i * 3 

ahl*2 

Bba.l 

B>a.2 

Bba.3 

A.SW.1&2 

MrilelPac 
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R. I<i2 

Ob. 1&2 

Bsn.l&2 

E b a 

Bba. l 

Bba.2 

Bba.3 

caa. 

A.Sax. 1&2 

T S » 

asn 

Trpt.2i3 

Hn. 1&2 

Tb:iS.a 

Mallet Pem 

101 



R 1 4 2 

Ob.l&2 

Bsn.l&2 

Eb.a 

Bba. 

Bba.2 

Bba.3 

caa 

A.S». l<i2 

•Irp«.2&3 

Th&SA 

Mallei P( 

102 



Rlft2 

01x1*2 

Eba.l 

Bba.2 

Bba.3 

A.S^1&2 

lk«dletl>tec 

103 



II. C^votte 

RMal*2 

OhMl*2 

Ift2 

BbCfarw<3 

EbConm 

AkoSmiifaane 
1&2 

Saiaiihone 

Thm|>al 

2&3 

Hanil&2 

Honi3ft4 

1&2 

IramhineS 

hTula 

ftiu»«iiii«2 

104 



Rlft2 

O h l * 2 

Eba. l 

Bba.2 

A.Sbc.l&2 

KUIelfec 

105 



R. 1 & 2 

Ob.l&2 

Bsn.l&2 

Eb .a 

B b a . l 

Bba .2 

Bba .3 

A.Sax. 1 & 2 

Mallet Pem 

106 



a i * 3 

ahi&2 

Bn.l&2 

Bba 

Bba.2 

Bba.3 

caa. 

A.SK.lti2 

%Ft2&3 

Hn.l&2 

Hn.3&4 

1 i h l & 2 

IvUletrtaRi 

107 



A . S K . 1 & 2 

^ MdlelFkic. 

Timp. 

P o c l 

nBrc2 

Piano 

^m s 
- ^ 

-iW C===J^r L=J^ f — t ^ ^ o i — : = i - t — : = a i — L ^ t L=J^ LO-

y "If >f ̂  [ y ^r if?^ 
I—%—I 

I I'M J .i,j,r;^iiJ ,1 ^jjjj r̂ F̂ ^ 
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R1&2 

Ohlft2 

Bba.l 

Bba.2 

A.S9I.1&2 

MdlelFac 

109 



^ ^ 

Ohl&2 

Bba.l 

Bba.2 

Bba.3 

A.SaK.l&2 

MdlctPtarc 

Peml 

Fta.2 

Piano 

B-iW—f—-l—f: 
B-^ 

t—l—:i—t t—C=l^—^ t—C—t—t 

110 



R1A2 

Ohl*2 

Eba.l 

Bba.2 

Bba.3 

A.Sbcl&2 

KMIctFloc. 

I l l 



. 0 

Ob.l&2 

Bsn.l<i2 

A. Sax. 1 & 2 

Tipt. 2 & 3 

Mallet Perc 

112 



R14>2 

O h l & 2 

B B L 1 & 2 

Eh a 

Bba. l 

Bba.2 

Bba.3 

caa 

A.Sax.l&2 

T.S». 

a Sax. 

IrpLl 

1ipt2&3 

Hn.l&2 

Hn.3&4 

l r h l & 2 

MrilelFeR. 

113 



Ob.l&2 

Bsn. 1&2 

A.&K.1&2 

Tipt.2&3 

Mallet P< 

114 



A. SiK. 1 & 2 

115 



a i 4 2 

ahl«i2 

Bba.l 

A.SK.1&2 

KUktrtan: 

116 



A.Sax.l&2 

117 



R l * 2 

ahl*2 

BbCLl 

118 



R.1&2 

Ob. 1&2 

Bsn. 1&2 

A.Sax.l&2 

119 



aiLi&2 

Bba.l 

Bba.2 

Bba.3 

A.Ste.I&2 

hUlelFbc. 

120 



Rlk2 

ObilA2 

Bba.1 

Bba.2 

Bba.3 

A.Ste.l&2 

121 



A.Sax.l&2 

tMktPaz. 

122 



A.Sax. l&2 

MdletPen^ 

123 



a i * 2 

afaLi*2 

L1«2 fih^.; > f^ f ' r ' d ^ ^ 

Eba.l 

Bba.2 

Bba.3 

A.Sac.l&2 

KMIetFtaK. 

lamfî  

FlRl 

-.1 

fl-t^ u 
f—E=JU^ L=J1 f LOX LO- j^ L=JU^ L^ 

124 



A.Sax. 1&2 

Mallet Pen̂  

Pac l 

P « t 2 MX :=U L^l r- n ^ ; j t f ^r f '̂̂  LJ-I L ^ 

Piano 

125 



Rl<i2 

aiil«:2 

Bm.l*2 

Eba.l 

Bba.2 

Bba.3 

A.Sax.l&2 

KUleinn. 

126 



Ob.l&2 

Bsn.l&2 

A.Sax.l&2 

Trpt.2&3 

Mallet Perc 

127 



III. Blues 

AHo Saxophone 
1 & 2 

128 



R 1 & 2 

A.SK.1&2 

MMaVtic 

129 



Ob.l&2 

Bsn.l&2 

A.Sax.l&2 

Tipt. 2 & 3 

Mallet Perc 

130 



R l * 2 

Olxl*2 

Bn.l&2 

Bba.l 

Bba.2 

Bba.3 

A.SaK.l&2 

131 



H l * 2 

A.S^1*2 

132 



Rl<i2 

ahl&2 

bLl&2 

Eh a . 

Bba.l 

Bba.2 

Bba.3 

a a. 

caa. 

A.SkLl&2 

TSax. 

aste. 

l ipLl 

1ipt.2&3 

Hn.l&2 

Hn.3&4 

1H)L1&2 

^ f » *r ' i f i n 

I t J > j > J > i j 

Th&S.B. 

MUeiFtoc 

133 



A. Sax. 1 & 2 

Mallet Pen: 
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R 1 4 2 

ahlf t2 

Bba.l 

Eba.2 

Bba.3 

A.aK.i&2 

KMIelFtoc 

135 



R.1&2 

Ob.l&2 

Bsn.l&2 

Eba 

Bba.l 

Bba.2 

Bba.3 

A. Sax. 1 & 2 

M^lelPerc 

136 



137 



IV. Very Fast 

Rutcl&2 

BbCUnnetl 

AhoSacophune 
1&2 

138 



ObLl&2 

Bba.l 

Bba.3 

A.Sax.l&2 

MdlelFfen:. 

139 



RIIi2 I 

abLtft2 

u l * 2 

Eh a. 

BbCLl 

Bba.2 

Bba.3 

c&a. 

A.SK.1&2 

Sa&Tb. 

KMktFtoc. 

T-Sai. 

a s ^ 

•bpLl 

1ipt2&3 

Hn.l&2 

lfa.3&4 

lHxl&2 

140 



R1&2 

Ohl&2 

Eh a . 

Bba.l 

Bba.2 

Bba.3 

A.Sax.l&2 

MdletPac 

141 



R 1 & 2 

O h l & 2 

Bba. l 

Bba.2 

Bba.3 

A.Sax.l&2 

1ipt2&3 

Hn.l&2 

» i .3&4 

l r h l & 2 

S.a&Tb. 

MdlctPen^ 

142 



A.Sacl&2 

Hn.3&4 

TTb.l&2 

Trb. 3 

Euph. 

S.a&Tb. 

MdletPen^ 

Timp. 

Pem I 

Pen^2 

Piano 

*> J i \[ i ^ m 

143 



Qhlft2 

Bba.l 

Bba.2 

Bba.3 

A.S».t&2 

ni .3&4 

1rhl&2 

MxS 

Euph. ^ 

S.aftTh 

KMIetP^K. 

limpi 

F^c2 

144 



RI&2 

Ohlli2 

Bba.l 

Bba.2 

145 



A. Sax. 1 & 2 

Mallet Poc 

146 



Rl*2 

Ohl*2 

A.S«.1&2 

hUlelPkn:. 

147 



R 1 & 2 

Ohl&2 

BB1.1&2 

Eh a . 

Bba. l 

Bba.2 

Bba.3 

a a. 

caa. 

A.Sax.l&2 

T.SK. 

asax. 

Trpt. 1 

Tipt2&3 

Hn.l&2 

Hn.3<i4 

Trhl&2 

Tib. 3 

Euph. 

S.a&Tb. 

NUldPoc 

Tunp. 

Petcl 

Pen^2 

Piano 

148 



Ohl&2 

Bn.l&2 

Bba.l 

Bba.2 

Bba.3 

A. Sax. 1 & 2 

MdletPac 

149 



A. Sax. 1 & 2 

150 



Ohl&2 

Bai.l&2 

A. Sax. 1 & 2 

Tipt.2&3 

Mallet P< 

151 



Ohl&2 

Bn.l&2 

Bba. I 

Bba.2 

Eba. 3 

A.Sax.l&2 

1Hxl&2 

S.a&Tb. 

KWIetPac 

limp. 

Ftacl 

PBC:2 

t-1^—f=7—r r—r r—r^—r T — r ^ — r 

152 



a i & 2 

Ohl&2 

Bai.l&2 

Bba.l 

Bba.2 

Bba.3 

A. Sax. 1 & 2 

MalldPac 

153 



Rlft2 [j 

ahlft2 

Bm.l&2 

Eh a. 

Bba.l 

Bba.2 

Bba.3 

caa. 

A.Sa(.l&2 

1ipt.2&3 

Hn.l&2 

Hn.3&4 

1rhl&2 

S.a&Th 

MdletAR. 

154 



R1&2 

0 x 1 * 2 

Bba.2 

Bba.3 

A.SK.1A2 

155 



Ohl&2 

Eh a. 

Bba.l 

Bba.2 

Bba.3 

A.Sax.l&2 

KMletP^c 

156 



R14i2 

Ohlft2 

fta.l 

Bba.2 

A.SK.1&2 

157 



Ohl&2 

Bm.i&2 

Eh a 

Bba.l 

Eba.2 

Bba.3 

A.Sax.l&2 

158 



Rt*2 

axi&2 

Bba. l 

Bba.2 

Bba.3 

A . S ^ 1 & 2 

IVUlelPac. 

159 



R1A2 

0 x 1 * 2 

flbO-l 

flba.2 

Bba.3 

caa. 

A.S^1&2 

1&pt.2&3 

H i . t * 2 

» i . 3 * 4 

WX1&2 

SLEftth 

t-^T—r=7—r 

160 



Rlft2 I 

0 x 1 * 2 

Ll*2 

Eh a . 

Bba.t 

Bba.2 

Bba.3 

a a. 

caa. 

A.Sa(.l&2 

TSax. t t J i J ^ r ^ >̂  i J > J ^ 

>fa.t&2 

Hn.3&4 

1Hxl&2 

Tib. 3 

Euph. 

S.a&Th 

m 

161 



Ohl&2 

Bsn.l&2 

A . S K . 1 < I 2 

162 



Ohl*2 

A.Sax.l&2 

NWIelPac 

J u r iJ IJJJ ' j j ^ ^ ^ ^ ^ 

163 



R1&2 

a h l * 2 

Bba.l 

Bba.2 

A.SaK.l&2 

Hn.3&4 

l rh l&2 

Tib. 3 ^ .n J .g VP J n J j ^ ^ ^ 
Euph. 

s .a&ib. 

NWIetAsc 

164 



0 x 1 * 2 

Bba.l 

Bba.2 

A.SK.1&2 

hfUlelFNc 

165 



Ohl*2 

Bm.l&2 

Eh a. 

B>a.l 

Bba.2 

Bba.3 

A.Sax.l&2 

166 



Rl*2 

Ohl*2 

Bba.l 

Bba.2 

Eba. 3 

A.SaK.l&2 

MUetF^R: 

167 



Rl*2 

0x1*2 

168 



Rt*2 

0x1*2 

Bba.l 

Bba.2 

A.Sai.l*2 

169 



Rl*2 

O x l * 2 

B n . l * 2 

Bba.l 

Bba.2 

A.SK.1&2 

MdletPac. 

170 



R l * 2 

Ohl*2 

Bn.l&2 

Bba. I 

Eba.2 

A.SK.1&2 

NUIetPsc 

171 



Rl*2 

Oxl*2 

IbCLl 

A . S K . 1 & 2 

hWleii'lac 

f o c i 

|IBC2 

t T f -^r—r r—r^—r r—r^—r r—rn^—r 

172 



R t & 2 

Ohl&2 

Bsn.l&2 

Eba.l 

Bba.2 

Bba.3 

A.Sax. l&2 

VUIelP( 

Percl 

Perc 2 

T—r=T—r=ir—r=^ 

Piano 

173 



Oxl*2 

Bm.l*2 

Eh a. 

8ba. l 

Bba.2 

Bba.3 

A.S^1&2 

174 



Ob.l&2 

Bsn.l&2 

A.Sax. l&2 

Tipt.2&3 

Hn.l&2 

Hn.3&4 

Trb.l&2 

Trb. 3 

S.a&Tb. 

Mallet Pen^ 

Percl 

Perc 2 

Piano 

T—r=T—r r—r=T—f r — r ^ — f ^ 

P rt= &-

175 



A.SK.1&2 

Hn.3&4 

trh l&2 

Tib. 3 

Euph. 

S.a&Tb. 

^ ^m 
PP 

.; LJ n J ^m ^ ^ 

" I.' n ' -^=^'^n_^-- i 

KWIelPiK. 

176 



Rl*2 

O x l * 2 

Bba.l 

Bba.2 

Bba.3 

A.SK.1&2 

177 



R l * 2 

01x1*2 

•Fa i 

Bba.2 

Bba.3 

A.Sb(.l*2 

SliL2*3 

(h . l*2 

(fa.3&4 

1Hxl*2 

&a*Tb. 

Mritanac 

178 



Oxl*2 

Bba.l 

Bba.2 

Bba.3 

A.SK.1&2 

KlUlelPac 

179 



R l * 2 

O t i l * 2 

BbCLl 

BbCL2 

Bba.3 

A.S9K.1&2 

1ipt2&3 

Hn.l*2 

lhi.3&4 

1rhl*2 

S.a*Tb. 

MtktFbc 

180 



Oxl*2 

Eh a. 

Bba.l 

Bba.2 

A.Sax.l&2 

181 



Rl*2 

Oxl *2 

Bbai 

Bba.2 

A.Ste.lft2 

nxl&2 

» I L 3 

^m ^ ^ 

saftih 

182 



(8-)-

R l * 2 

01x1*2 

L 1 * 2 

Eh a. 

Bba. l 

Bba.2 

Bba.3 If j I U: ^^F 

A.SaK.l&2 

Hn.3&4 

IHxl&2 ^ 

'&b.3 

Eiqih. 

S.a&Tb. 

KUklPcn. 

183 



ai*2 

O h l * 2 

BbCLl 

A . S ^ 1 * 2 

184 



Rl*2 

Olil*2 

' m r r n Ir I r rf f ri In i' rti r filjj j i i j i 

185 



R1&2 

Ohl&2 

Bsn.l&2 

Bba.l 

Bba.2 

Bba.3 

A. Sax. 1 & 2 

MdletPoc 

186 



A.Sax. 1&2 

Mallet Pac 

187 



A.Sax. l&2 

MdletPi 

188 



R l * 2 

Ohl*2 

L 1 * 2 

EhQ. 

BiCLl 

Bba.2 

Bba.3 i LT ' U ' I j'[ I f I ^ ^ 

A.SaLl*2 

^ p t 2 * 3 

>hi.l&2 

tac.1 

HK.2 

r CJ r LT r r r u ' r LT r CJ- r r r r r *. r f 

189 



Ohl*2 

Eh a. 

Bba.t 

Bba.2 

Bba.3 

A.Sb(.l&2 

190 



RI*2 

01x1*2 

191 



A.Sax.l&2 

192 



R1&2 

Ohl&2 

BBI.1&2 

Bba.l 

Bba.2 

Bba.3 

A.Sax. 1&2 

Mallet Pac 

193 



R l * 2 

a h l * 2 

Bm.I&2 

Eba.l 

Bba.2 

A.Sai.l&2 

194 



R.1&2 

Ohl&2 

Bsn. 1&2 

Bba.l 

Bba.2 

A.Sax. l&2 

Mallet Perc 

195 



A. Sax. 1 & 2 

Mallei Perc 

196 



A.Sax.lii2 

Mallet Pac 

197 



R1&2 

Ohl&2 

A.S».1&2 
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APPENDIX B 

LETTER OF PERMISSION TO TRANSCRIBE INTERPLAY 
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ARRANGEMENT PERMLSSTON 

WARNER BROS. PUBLICATIONS INC. 
15800 N.W. 48th Avenue 

Miami, FL 33014 

• T f l r m a r y ? S , 1QQS 

Mr. R o n a i d D. S c o t t 
T e x a s T e c h U n i v e r s i t y 

Box 4 2 0 3 3 
L u b b o c k , TX / ' y 4 0 y - 2 U i J 

Gentlemen and Ladies: 

This letter, when signed by both parties within thirty (30) days of its issue as indicated above, 
is your permission for the non-exclusive right to arrange the following copyright notice(s): 
INTERPLAY, by Morton Gould 
Copyright (c) 1961 (Renewed) EMI Mills Music, Inc. 
All Rights Reserved Made in USA 
Used by Permission of WARNER BROS. PUBLICATIONS INC., Miami, FL 33014 

Format: ^ , , , . 
F o r u s e a s p a r t o f d o c t o r a l d x s s e r t a t i o n . 
(Wind e n s e m b l e / p i a n o t r a n s c r i p t i o n ) 

Such right shall be exercised in: USA ("Territory"). 

In respect of such rights, you shall pay us a fee of ^ (S - - 0 - - ) 
payable upon execution, in U.S. Funds, as full payment for your use of the composition(s) as 
granted herein. 

The arrangement(s) which you shall make or cause to be made of the Composition(s) shall be 
made at your own expense and shall be created only as a result of employment-for-hire, and 
such arrangement shall be a "Work Made For Hire" as such term is used in the United States 
Copyright Law, and all copyrights therein and all renewals, extensions and reversions thereof 
throughout the world shall be-owned by the copyright owner of the underlying composition, 
subject to your use under this agreement. 

You shall provide us with one "gratis" copy for our files. This Agreement sets forth our 
entire understanding and may not be modified or amended, except by written agreement 
signed by both parties. 

Sincerely, 

WARNER BROS. PUBLICATIONS INC,. AGREED TO AND ACCEPTED BY: 

t l o s e m a r i e GawejlkX, Manager ^'^^*-^^'J•^^^^'^ 
i o p y r i g h t / L i c e f v ^ g Adm. RonaiQ u. SCULL 
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APPENDIK C 

LIST OF MORTON GOULD WORKS FOR WIND BAND 

201 



Table C.l: List of Morton Gould works for Wind Band (Listed by arranger, 
in alphabetical order). 

Title 

Continental Serenade 
Cowboy Rhapsody 
Guaracha (from Latin American Symphonette) 
HiUbiUy 
Tropical 
Buckaroo Blues 
Cafe Rio 
Cinerama Holiday 

1. Cinerama March 
2. Souvenirs of Paris 
3. On the Boulevard 
6. Skier's Waltz 

Hoofer Suite 
5. Soft Shoe Serenade 

American Ballads for Band 
4. Memorials - on "Taps" 
5. Saratoga Quickstep - on "The Girl I 

Left Behind" 
6. Hymanl - on "We Shall Overcome" 

Cheers 
Jingle Bells 
Snent Night 
Adeste Fideles 
Good King Wenceslas 
It Came Upon the Midnight Clear 
The First Noel 
Derivations 
Dramatic Fanfares 
Babi Yar (from Holocaust Suite) 
Ballad for Band 
Battle Hymn 
Big City Blues 

Arranger 

Bennett, David 
Bennett, D. 
Bennett, D. 
Bennett, D. 
Bennett, D. 
Cacavas, John 
Cacavas, J. 
Cacavas, J. 

Cacavas, J. 

Gould, Morton 

Gould, M. 
Gould, M. 
Gould, M. 
Gould, M. 
Gould, M. 
Gould, M. 
Gould, M. 
Gould, M. 
Gould, M.* 
Gould, M. 
Gould, M.* 
Gould, M. 
Gould, M. 

* incicates original composition for wind band 
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Table c . l Continued 

Title Arranger 

Centennial Symphony 
1. Fiesta 
2. Trails 
3. Ghosts 
4. Roundup 

Concertette (for Viola and Band) 
Derivations (for Clarinet and Dance Band) 
Deserted Ballroom 
Dixie 
Family Album Suite 

4. Old Romance 
5. Horseless Carriage Galop 

Fanfare for Freedom 
Fiesta (from Centennial Symphony) 
Folk Suite Overture 
Formations (for Marching Band) 
Holiday Music 

1. Hallwoe'en 
2. Easter Morning 
3. The First Thanksgiving 
4. Fourth of July 
5. Home for Christmas 

Holocaust Suite (for Band) 
1. Prologue 
2. Easter Morning 
3. Berta and Joseph 
4. Babi Yar 
5. Liberationj 
6. Elegy 

Inventions (for Four pianos, brass and 
percussion) 

Jericho 
Mini-Suite 
Prisms 
Santa Fe Saga 

Gould, M. 

Gould, M.* 
Gould, M.* 
Gould, M. 
Gould, M. 
Gould, M. 

Gould, M.* 
Gould, M.* 
Gould, M. 

Gould, M. 

Gould, M. 

Gould, M.* 

Gould, M.* 
Gould, M.* 
Gould, M.* 
Gould, M.* 
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T a b l e d Continued 

Title 

Sarajevo Suite 
3. Royal March 
4. Royal Hunt 

Serenade of Carols, Mvt. II 
St Lawrence Suite 
Symphony for Band 
Yankee Doodle 
World War I (Selections from Television Score) 

Prologue 
Revolutionary Prelude 

Conga (from Latin American Symphonette) 
American Legion Forever 
American Salute 
American Youth March 
Beguine 
Bombs Away 
The ChHd Prodigy 
The Jeeps and the Peeps 
March of the Leathernecks 
New China 
Prima Donna 
Colonial Portrait 
Windjammer (Highhghts) 
Pavanne (from American Symphonette No. 2) 

Arranger 

Gould, M. 

Gould, M. 
Gould, M.* 
Gould, M.* 
Gould, M. 
Gould, M. 

Hudson, Frank 
Lang, Phihp 
Lang, P. 
Lang, P. 
Lang, P. 
Lang, P. 
Lang, P. 
Lang, P. 
Lang, P. 
Lang, P. 
Lang, P. 
Yoder, Paul 
Yoder, P. 
Yoder, P. 
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APPENDIX D 

PROGRAM FROM HERITAGE I CONCERT 
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'The. ZlnitedStates Mr ^orce 
Air Education and 

Training Command 
Band 

Captain Steven Grimo 
Commander/Conductor 

National Anthem 
of the 

United States of America 

Bombs A\vay! 
Concert March (1945) 

American Symphonette No. 2 
II Pavanne (1938) 

Latin-American Symphonette 
IV Conga (1941) 

Centennial Symphony—Gala for Band 
I Fiesta (1983) 

Family Album Suite: 
Old Romance (1955) 

Horseless Carriage Galop (1951) 
Ballad For Band (1946) 

Saratoga Quickstep (1976) 
on 'The Girl I Left Behind" 

Santa Fe Saga (1955) 

American Salute (1943) 
on "When Johnny Comes Marching Home" 

The Air Education and Training Command Band would like to thanlc 

SOUTHERN MUSIC COMPANY 
for ibeir assistance in publishing this program 
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APPENDIX E 

PROGRAMS FROM ORLANDO CONCERTS 
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February 20, 1996 

National Anthem 

Fanfare for Freedom 

Family Album Suite 
Old Romance 
Horseless Carriage Galop 

Symphony for Band (West Point) 
Epitaphs 
Marches 

(Mr. Govild conducting) 

Pavanne from "S5rmphonette No. 2" 
Guaracha from 'Xatin-American Symphonette" 

American Salute 
(Mr. Gould conducting) 

Encore: 
Yankee Doodle 

208 



February 21, 1996 (Planned Program) 

National Anthem 

American Ballads 
Saratoga Quickstep (On The Girl I Left Behind Me) 
Memorials (On Taps) 
Hymnal (On We Shall Overcome) 

(Mr. Gould conducting) 

Derivations for Clarinet and Band 
Warm-up 
Contrapuntal Blues 
Rag 
Ride-Out 

Jericho Rhapsody 
(Mr. Gould conducting) 

Encore: Battle Hymn (Gould setting) 

February 21, 1996 (Actual Program) 

S5anphony for Band (West Point) 
Epitaphs 

Derivations for Clarinet and Band 
Warm-up 
Contrapuntal Blues 
Rag 
Ride-Out 

American Ballads 
Saratoga Quickstep (On The Girl I Left Behind Me) 
Memorials (On Taps) 

American Salute 
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APPENDIX F 

PROGRAM FROM FEBRUARY 25, 1996 

MEMORIAL SERVICE 
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PROGRAxM 

Memonals on -Taps" (from "Axnericaa Bailads," commissioned by the Queens Symphony for United 
Stares 3icentenniai in 1976) 

LFnited Stares .\4ilitary Academy Concert3and 

Marches (second movemcnrfrom Symphony for Band, composed for 150* anniversary of United Stares 
Miiitar-' .Academy in 1952 ) 

Umred Stares Military Academy Concert Band 

Introducaon: Er.c F. Gould (son) 

Claire Speciner 
David S. Gould (son) 

Somethizg to Do (from "Something to Do," Carolyn Leigh/Morton Gould; commissioned by Ac United 
States Deparsient of Labor in 1976.) see lyrics 

Peter C'oodman (music critic, currently -writing biograpiiy of Morton Gould) 
Benjamin Gould (grandson) 
Cary Burton (grandson) 
Joceiyn Gould (granddaughter) 

Guaracha (diird movement from Latin American Symphonette, written in 1940) 
United States \Ciitary Academy ConcenBand 

Danny Daniels Giagni (friend, colleague) 
Deborah Gould (daughter) 

Pavanne (second movement fcom .American Symphonette No. 2, written in 1938) 
United States Military Academy Concert Band 

Laurie Murdoch (daughter in law) 
Sol Berkowitr (friend of 67 years, colleague) 
Abby G. Burton (daughter) 

Pavanne: one piano/ four hands 
Tedd Joseison and Barry Faldner, piano 

Blues (third movement from '*Inieipiay," piano concerto written for Jose Iturbi in 1943) 

Tedd Joseison, piano 

Eric ?. Gould (son) 

•*American Salute" (written in 1942) 

In addition to the above compositions written for the public, Moiton, the finrrily man, also wrote pieces 
for each grandchild's binh as well as fijr the weddings of three children and one grandchild. 
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