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ABSTRACT

Benjamin David (Benny) Goodman known for his unique
style of jazz clarinet performance and the acclaimed "King
of Swing" began studying and performing standard clarinet
repertoire after becoming firmly established as a jazz
musician.

Goodman's thirst for new works and d~sire to

become a recognized concert artist led to a series of
commissions from noted composers of the twentieth century.
The works created as a result of these commissions have
received varied acceptance, yet are important contributions
to clarinet repertoire.

Some of the works included in this

study have been described in other studies, yet no other
study exists which summarizes the history, nature and import
of non-jazz works commissioned by Goodman.
This study is divided into four chapters.

Chapter one

summarizes Goodman's early musical training and the establishment of his jazz career; chapter two summarizes Goodman's study and performance of standard clarinet repertoire;
and chapter three includes a

d~scription

of each commis-

sioned work in terms of history and musical style.

Reviews,

especially of premiere performances, are noted and summarized.

The concluding chapter includes evaluative comments

by recognized clarinetists about these works, documentation
of recent rentals of their accompaniments, and a survey of
current recordings available for each work.

7

Works included in the study are:

Contrasts for Violin,

Clarinet, and Piano by Bela Bart6k; Concerto for Clarinet
and String Orchestra by Aaron Copland; Concerto for Clarinet
and Orchestra by Paul Hindemith; Concerto for Clarinet and
Orchestra by Darius Milhaud; and Derivations for Clarinet
and Band by Morton Gould.
flarinet. Cello. and

An unpremiered Concerto for

Orchestr~

by Allen Shawn is described.

Letters written by composers

~

/

Bela Bartok, Paul

Hindemith, Morton Gould, Darius Milhaud, and Allen Shawn
concerning their commissioned works were collected and are
summarized.
These letters along with the reviews of premiere
performances, statements by noted clarinetists, and data.
concerning recent performances and recordings of works
commissioned by Goodman form a new perspective of their
history, nature and significance.
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BENNY GOODMAN'S COMMISSIONING OF NEW WORKS
AND THEIR
SIGNIFICANCE FOR TWENTIETH-CENTURY CLARINETISTS

INTRODUCTION
Benjamin David Goodman, the famous "King of Swing,"
performed numerous concerts as a soloist with symphonic
orchestras and, somewhat less frequently, recitals of solo
and chamber music.

At f!rst, Goodman played the standard

works for clarinet from classical literature, such as
Mozart's Quintet for Clarinet and Strings, K.581, and
Concerto for Clarinet and Orchestra, K.622.

Of particular

relevance to clarinet repertoire is the fact that Goodman
began commissioning a series of works for clarinet from
recognized composers soon after his venture into traditional
concert

perfo~mances.

The purpose of this document is to place in perspective
Goodman's contribution to clarinet literature through commissions of new works from noted composers.

Although

Goodman commissionp.d a number of works for clarinet, principal research related to this document will be limited to
those works accompanied by orchestra or band elicited from
recognized composers which appear in published form with a
printed dedication to Goodman.
are the following works:

Included in this category

Bela Bartok's Contrasts for

9
Violin, Clarinet aud Piano (hereafter, cited as Bart6k's
Contrasts) which was originally announced as a concerto
although an orchestral accompaniment was never produced;
Darius Milhaud's Concerto for Clarinet and Orchestra
(hereafter cited as Milhaud's Concerto); Paul Hindemith's
Concerto for Clarinet and Orchestra (hereafter cited as
Hindemith's Concerto); and Morton Gould's Derivations for
Clarinet and Band (hereafter cited as Gould's Derivations).

The history of a Goodman-related work.

Concerto

for Cello, Clarinet, and Orchestra, will be described.
A perspective of these works will be realized through
examination of historical origins, musical content, and
evaluative comments written in reviews of early performances.

Goodman's motivation for these commissions will be
i

examined, and premiere performances will be noted.

Ad-

ditionally, introductory chapters will summarize the formative stages of Goodman's jazz and classical musical
careers.

A concluding section will assess the works in

terms of their contribution to clarinet literature of the
twentieth century.
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Chapter 1
GOODMAN'S TRAINING AND JAZZ MUSIC CAREER
Benjamin David Goodman (May 30, 1909 - June 13, 1986)
was one of eleven children born to a poor Russian Jewish
immigrant couple who lived in ghetto neighborhoods of
Chicago.

His father was a tailor by trade, and worked at

various other jobs, including demeaning labor at the stockyards.

With so many children, the Goodman family did not

have much money for food or entertainment!

Sunday afternoon

band concerts at Douglas Park were free of charge, and these
evp-nts formed some of Goodman's first musical recollections.
Ten year old Goodman and two of his brothers were enrolled in a band program at the nearby Kehelah Jacob Synagogue.

They received loaned musical instruments, paid a

quarter for lessons and played in the band.

Goodman, the

youngest of his brothers, was given an Albert system
clarinet which was the smallest instrument available.

3

Boguslawski, the band leader, convinced the children to come

1

James Lincoln Collier, Benny Goodman and the Swing
Era, New York: Oxford University Press, 1989, pp. 6-8.
2

Benny Goodman and Irving Kolodin, The Kingdom of
Swing, New York: Stackpole Sons, 1939, p. 15.
3
I bi d ., p. 20.

2

11
to his home for further lessons at the rate of one dollar an
hour.

Benjamin Goodman liked to play, but at this early age

did not enjoy practicing.

4

The synagogue music program W3S discontinued after a
few years, and then Goodman was enrolled in the Hull House
Band.

Clarinet lessons were taken from Johnny Sylvester,

the band director,S and consequently with Franz Schoepp who
taught at Chicago's Musical College and performed with
symphony orchestras.6
in fundamentals:

In his lessons, Goodman was drilled

scales and exercises from the methods of

Carl Baerman, Klose and Cavallini. 7

For the rest of his

life t Goodman assiduously practiced these rudiments, for
Schoepp had instilled the idea that music is an art to be
taken seriously.

B

Additionally, Schoepp may have seeded the

later development of Goodman's taste for performance of
standard (non-jazz) clarinet repertoire.

4
Ibid., p. 11.

5
Russell D. Connor, Benny Goodman: Listen to His
Legacy, Metuchen, N.J.: Scarecrow Press, 1988, p. xi.
6

Bruce Crowther, Benny Goodman, London: Apollo Press
Ltd., 1988, p. 10.

7
Goodman,

OPe

cit., p. 26.

Collier,

OPe

cit., pp. 16-17.

8
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Jazz Career
At twelve years of age, Goodman started imitating jazz
clarinetist Ted Lewis while repeatedly listening to a recording on a mechanical horn victorola. 9

In 1921 he per-

formed publicly at an amateur jazz night at the Central Park
Theatre.

Apparently Goodman attracted some attention,

because a few weeks later he was called to play during a
show at the same theatre and was paid the sum of five dollars, " • • • the first money I ever earned playing the
clarinet."

10

Goodman and his brother Harry formed a band composed of
neighborhood adolescents, who played from stock musical
arrangements and improvised their own musical ideas.

This

group performed for dances in schools and clubs in the
Chicago area. 11

During 1923 Goodman, now fourteen years of

age, was so busy performing popular "hot" jazz music that he
could not continue school.12

In the typical fashion of a

jazz musician, Goodman would go to after-hours clubs following his own engagements to listen to and improvise with
other musicians.

13

As a teenager, his life was totally

9
Goodman,

OPe

cit., p. 23.

10

11

Ibid., pp. 29-30.

Ibid., p. 24.

12

13
Collier,

OPe

cit., p. 24.

Ibi d., p. 25.

13
centered around music.
During the beginning of his career, Goodman played in
Chicago and outlying areas, including engagements at North11+

western and Chicago Universities.

During a performance at

an amusement park outside of Chicago in the summer of 1923,
Goodman was ordered off the stage by Bix Beiderbecke, who
mistook Goodman for a youngster fooling around with the
instrumeuts. 15 During the year 1925, at sixteen years of
age, Goodman left Chicago for an engagement in Los Angeles
with Ben Pollack who was a drummer and band leader from the
Chicago area. 1S

Goodman played with Pollack's band at the

Venice Ballroom from August 1925, until January 1926,17 earning $.100 per week. 1S
After returning to Chicago, Goodman worked with several
bands until March 1928, when he went with the Pollack band
to play in New York.

Goodman continued to perform with

Pollack for over a year and then left the band after several
altercations.

Goodman then started playing with other bands

15

14
Goodman,

OPe

cit. , p.

Collier,

OPe

cit. , p. 27.

35~

16
17
Connor,

OPe

cit., p. 1.

18
Crowther,

OPe

cit. , p. 12.

Ibid., p. 39.
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and began working steadily in recording studios.

Goodman's

recordings have been fastidiously catalogued by Russell
Connor in his discography Benny Goodman: Listen to His
Legacy.

Radio was another venue for young Goodman, as were

Broadway shows.

During the early 1930's Goodman found him-

self increasingly busy and prosperous in the midst of the
great depression.

19

Success for a newly formed band under Goodman's direction came during an extended appearance on an National
Broadcasting Company radio series "Let's Dance."

This show

was broadcast nationally each week on Saturday evenings from
December 1934 until May 1935. 20

At the conclusion of the

show, Goodman's band played a few jobs in New York, and then
started on a cross country tour, ending at the Palomar Ballroom in Los Angeles.

The performances during the road tour

at various dance halls and theaters throughout the country
were at best mildly successful, and Goodman was apprehensive
about performances at the.Palomar.

After playing some re-

latively conservative music on opening night, Goodman
decided to call up the arrangements of his favorite kind of
music:

'hot' jazz swing.

Goodman reminisces:

19
Collier,

OPe

cit., p. 87.

20

Connor, op. cit., p. 45.

15

That was the moment that decided things for me.
After travelling more than three thousand miles,
we finally found people who were up on what we
were trying to do, prepared to take our music the
way we wanted to play it. That first big roar
from the crowd was one of the sweetest sounds I
ever heard in my life • • • • 21
The next milestone in Goodman's career was the Carnegie
Hall jazz concert given on January 16, 1938.
gave this concert was Goodman's favorite.

The band that

At the time of

the concert, Collier reports:
• • • his (Goodman's) name was allover New York ••
•• Goodman was at the top of the American popular
music indust~y--the central figure of the booming
new swing music, and on his way to earning his
first million dollars. 22
Goodman played his style of jazz at Carnegie Hall, the
hallowed sanctuary of classical music.

At this time, he had

already began studying and performing classical music.

Less

than one year later on January 9, 1939, Goodman would return
to Carnegie Hall to premiere a two movement work which would
later form the outer movements of Bart6k's Contrasts for
Violin. Clarinet. and Piano, which had been commissioned by
Goodman with the assistance of Joseph Szigeti.

21
Goodman,

OPe

cit., pp. 198-99.

Collier,

OPe

cit., p. 219.

22
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Chapter 2
GOODMAN'S CLASSICAL PERFORMANCE CAREER
After his early musical training under Franz Schoepp,
there is no evidence that Goodman had any notable contact
with or interest in traditional clarinet music until John
Hammond invited him to play the Mozart Quintet for Clarinet
and Strings, K.581, at his home.

Hammond was a promoter of

jazz musicians and producer for Columbia Records who played
viola wi~h a string quartet on a regular basis. 23
Goodman relates:
One day eaLly in spring, John asked me if I had
ever played any legitimate clarinet music. I
said: "Well, I used to play cadenzas with the
orchestra on the Hoffman Ginger Ale Hour." But
John said that wasn't what he meant. He said he
was thinking of something like the Mozart Clarinet
Quintet which I don't think, up to that time, I
had ever heard, or even knew about.24
A performance of this work was given at Hammond's
residence during the spring of 1935.25

One difficulty

Goodman encountered was finding a reed to produce a softer
tonal quality appropriate for playing chamber music.

23
Ibi d.

t

p. 339.

24
Goodman,

OPe

cit., p. 166.

Collier,

OPe

cit., p. 339.

25

He had

17
to adjust his style of performance, yet the music appealed
to Goodman. 26
Connor relates that Goodman tried to record the Mozart
Quintet for Clarinet and Strings, K.581, sometime during

1937.

Goodman walked out of the studio after realizing the

reed he had used for a dance band engagement on the previous
evening was not producing an acceptable tone.

However, hE

did record this work on April 25, 1938 with the Budapest
String Quartet after carefully selecting a reed and receiving coaching on the work from other clarinetists!7

The next

performance of the Mozart quintet, was in a concert with the
Budapest String Quartet on the afternoon of November 5 ,

1938, in New York City Town Hall.

According to Connor, this

was Goodman's first public recital~8
/

An article in the New York Times announced that Bela
/

Bartok was writing a concerto for clarinet, violin and
orchestra, an idea presented by Joseph Szigeti in collaboration with Goodman!9

The following comments were made about

Goodman's performance of the "concerto" during the January

26

Goodman,

op~

cit., p. 167.

27

28

Connor,

29

OPe

cit., p. 86.

Ibid., p. 86.

"Concert and Opera," New York Times, August 4, 1938,

p. 9 col. 5.

18
9, 1939, premiere of this work with Szegeti, Goodman and
pianist Endre Petri (Bartok never orchestrated the work)
Considering that he had probably left the Paramount Theatre some minutes before he appeared on
that of Carnegie Hall, the purity of his style and
the bright neatness of his technique was particularly admirable. 30
During January 15, 1939, one week after the Carnegie reeital, Goodman made an appearance as guest soloist with the
New York Philharmonic performing Mozart's Concerto in A
Major for Clarinet and Orchestra, K.622, under the direction
of Macklin Morrow.

A large audience at this dinner concert

given at the Waldorf Astoria Hotel "acclaimed soloist,
conductor, and orchestra" according to a review in the New
York Times.

31

This concert was the first event of public

record with Goodman as a soloist with a symphonic orchestra.
On November 5, 1939, Goodman performed Mozart's Concerto for
Clarinet with the Buffalo Philharmonic Orchestra;2 Another
performance of this work was given in the Hollywood Bowl on
the evening of May 1, 1940, with Leopold Stokowski
conducting.

33

This successful concert

30

"Goodman Assists in Szigeti Recital," New York Times,
January 10, 1939, p. 16.
31
"Dinner Concert at Waldorf," New York Times, January
16, 1939, Sec. I, p. 10, col. 2.
32

33

Connor,

OPe

cit., p. 107.

Ibid, p. 111.
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featured a differellt approach, one which would be used frequently in the future:

Goodman was featured as a classical

and jazz artist, performing a concerto with orchestral accompaniment and then "hot swing" (after intermission) with a
jazz ensemble.
Goodman, typically involved in several musical ventures
at once, made a recording o! Bart6k's new work

with Joseph

Szigeti and the composer while in Los Angeles for his
Hollywood Bowl performance.

The work was originally issued

by Columbia on 78 records, and later reissued on long
playing records.

34

This trio was now titled Contrasts.

Eric Simon, a Viennese clarinetist, arrived in New York
during the year 1938.

He made friends with John Hammond,

who eventually told Simon that Goodman was looking for a
clarinet teacher.

Simon relates that during the years 1938-

1939, Goodman studied first with Simeon Bellison, principal
clarinetist with the New York Philharmonic, and then with
Gustave Langenus.

During the years 1940-1941, Simon became

Goodman's teacher and collaborator.

Goodman managed to

sandwich lessons with Simon between engagements, for which
Simon was paid a fee of five dollsrs.

34
Ibid., p. 112.

The lessons were

given in Goodman's Manhattan apartment. 35

Simon relates his

thoughts about Goodman:
He was a very intelligent pupil. Whatever I told
him, he never forgot. He learned very fast, and
that can be a drawback as well as an advantage.
When you play classical Music, you have to live
with a work for a while, sometimes a whole lifetime. As far as I'm concerned, you cannot be (a)
one hundred percent wonderful jazz clarinetist and
(a) one hundred percent good classical clarinetist, because classical music in itself takes one
hundred percent of your thinking. 36
Simon also stated that Goodman was often too careful in
his interpretation of classical music, resulting in wooden
performances. 37 Goodman's daughter, Rachel, who often accompanied her father in classical work for clarinet and piano,
agreed that Goodman's playing was often too rigid.
Collier states

n • • • it

38

does seem to me that Goodman's

line in such as the Brahms and Mozart pieces lacks strength

35

Statement by Eric Simon, a Viennese clarinetist,
personal telephone intervie~, Sherman, Conn., 2 January
1991.
36

Opinion expressed by Eric Simon, Viennese clarinetist, taped interview, September 1990, (on file in John
Snavely's home).
37

Ibid.
38

Statement by Rachel Edelson, daughter of Goodman, in
Questionnaire, 10 September 1990.
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and confidence •••• "39
On December 12 and 13, 1940, Goodman played two works
with the New York Philharmonic under the direction of John
Barbiro11i in a concert at Carnegie Hall.

This time the

Premiere Rhapsody for Clarinet and Orchestra by Claude
Debussy was featured, along with Mozart's Concerto for
Clarinet and Orchestra.

The New York Times

revi~wed

the

concert and praised Goodman's technique, phrasing, and
legato; however, his tone quality did not receive total
commendation:
Mr. Goodman, whose tone was remarkably large and
penetrating, probably did not realize how much
carrying power it had •••• Many of the pages
would have benefitted by a suaver, more refined
and varied tone •••• 40
The New York Times found Goodman's playing of the Debussy
Rhapsody to be more "sensitive".

41

Goodman recorded both the above mentioned Mozart and
Debussy works in a recording session on December 16, 1940.
The Debussy Rhapsody' was issued on a 12-inch 78 record,
however the Mozart Concerto was not issued. 42

Eric Simon

recalls being at this session with Goodman and listening to

39
Collier,

OPe

cit., p. 343.

40
"Goodman Soloist at Carnegie Hall," New York Times,
December 13, 1940, p. 28.
42

41
Ibid.

Connor,

OPe

cit., p. 115.

22
a playback of the Mozart work when Goodman asked about a
sound similar to someone sweeping the floor which was on the
tape.

The sound, according to Simon, was air escaping while

Goodman played.

43

Certainly Goodman, noted for being a

perfectionist, would not permit issue of a recording with
such extraneous noise.
Goodman performed at two outdoor classical/jazz concerts in the summer of 1941; first, playing Mozart with the
Philadelphia Orchestra on July 10.

During this concert,

Goodman also conducted a work by Stravinsky.

Goodman

appeared next performing Mozart with the New York
Philharmonic on July 14.

44

At the above mentioned New York concert which was given
at Lewisohn Stadium, the New York Times stated:
was obviously Mr. Goodman's night.

"Last night

The clarinetist was

recalled four times after the Mozart Concerto •••• "45
The above mentioned outdoor concert in Philadelphia was
surrounded by controversy when Jose Iturbi refused to
conduct for Goodman.

Iturbi was quoted:

"It would be

43

Simon Tape,

OPe

cit., Sept. 1990.

Connor,

cit., p. 123.

44
OPe

45

"Goodman Rouses Stadium Audience," New York Times,
July 15, 1941, p. 22.

23
detrimental for me to appear with a jazz band leader."-6

The

issue was resolved when Edwin McArthur volunteered his services as conductor without compensation, so Iturbi could be
paid for the concert he refused to conduct~7
Goodman, three years after appearing in his first public concert at New York Town Hall, was becoming firmly
established although not universally acclaimed as a classical concert artist.

The fact that Goodman played both

classical and jazz styles of music was the topic of two
articles in the New York Times.

_8

Julliard School of Music

appointerl Goodman as a visiting faculty member during 1943,
for the purpose of conducting a seminar on the topic of
the interrelationship of swing and standard music."49

".0.
The

novelty and popular appeal of classical/jazz concerts with
symphony orhestras would keep Goodman busy with concert
dates well into the 1960s, and bring him to all corners of

46

/
"Jose Iturbi in Rage Over Benny Goodman," New York
Times, 27 June 1941, p. 12.
47
"M'Arthur to Direct," New York Times, 1 July 1941,
Sec. I, p. 26.
48

"Audiences two Kinds: • • • " New York Times, 8
December 1940, Sec. I, p. II, col. 5 and "Swing and Mozart
Too." 29 December 1940 Magazine VII, p. 7.
49
"Benny Goodman Named to Julliard Faculty."
Times, 21 October 1943, p. 31.

New York

24
the United States including Tucson, Arizona, where this
writer heard him perform with the Tucson Symphony Orchestra
on the evening of October 11, 1960, in a Mozart/Von Weber/
jazz concert.
Goodman never gave up practicing, or trying to improve
his playing.

He consulted clarinetists Mitchell Lurie of

University of Southern California and Ieith Wilson of Yale,
although not about his clarinet playing.

In these contacts,

Goodman mostly wanted help in selecting a good reed.
man's constant search for reeds was legendary.

Good-

Clarinetist

Artie Shaw, during a lecture at the University of Arizona
School of Music, attended by this writer (2/5/91), mentioned
meeting with Goodman at a hotel in Paris, France.

Shaw

tried to carryon a conversation; however, Goodman only
wanted to discuss reeds!5o
During the last week of November 1948, Goodman met
English clarinetist Reginald Iell at the Stork Club in New
York City.

Both artists had a common denominator in clar-

inet performance:

the use of vibrato. 51

Goodman decided to

50

Statement by Artie Shaw, clarinetist, at a lecture at
the University of Arizona, 12 February 1991.

51
"Irving Iolodin, "Said Benny G. to Reginald I.," New
York Sun, 21 January 1948, p. u.k.
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continue his study of the clarinet with Kell and their
relationship lasted for a number of years.

Clarinetist Eric

Simon did not approve of Kell's teaching technique.

Simon

was most displeased that Kell convinced Goodman to change
from a single lip embouchure with only the lower lip over
the lower teeth, to a double lip embouchure with both lips
over upper and lower teeth.

Simon asserts that it was wrong

to change Goodman's "wonderful, strong, flexible
embouchure."

52

Collier states his impressions of Kell's

influence on Goodman's sound:

"Goodman's tone was purer,

with less of the darker, woody sound that it had previously,
especially in the middle and lower end of the range."53
Goodman, the "King of Swing," continually strove to
improve his classical playing against difficult and contradictory demands of jazz versus classical performance.

On

the afternoon of June 12, 1986, Benny Goodman was found by
his housekeeper sitting in a chair by his clarinet.
little heartbeat, and died a few minutes later.

He had

The music

on the stand near Goodman was one of the Brahms' Sonatas for
Clarinet end Piano, Op.120.

51+

52
Simon,

OPe

cit. September 1990.

53

54

Collier,

OPe

cit., p. 341.

Ibid., p. 359.
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Chapter 3
WORKS FOR CLARINET COMMISSIONED BY GOODMAN
Before discussing the principal works related to this
research, other commissions should be cited.

Benjamin

Britten wrote the first movement of a clarinet concerto during the years 1941-1942, after hearing Goodman perform the
Mozart Concerto K.622.

Goodman commissioned this work just

/
after the Contrasts by Bartok
was completed.

Britten's work

was never finished; only a sketch of the first movement
exists.

On March 7, 1990, a performance of the first

movement was given in London. 55
A work for clarinet and orchestra by Alex North, Revue
for Clarinet and Orchestra, was commissioned by Goodman and
performed under the baton of Leonard Bernstein on November
18 and 19, 1946, at City Center with the New York City Symphony.

The music, with a Gershwin-like flavor of jazz-

classical crossover, was enthusiastically received by public
and press.

The New York Times commented:

"One would guess

that Mr. Goodman will be playing it with orchestras

55
Michael Bryant, "Britten Premiere at Aldenburgh
Gala", Clarinet and Saxophone, 15.2, June 1990, p. 54.
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up and down the country ••

.. " 56 To my knowledge,

never played this work again.

Goodman

Revue for Clarinet and

Orchestra is listed in Orchestral Music in Print. 57 The
length of the work is 15'30", and is scored for full orchestra, including three flutes, oboes and clarinets, two bassoons, four horns, three trumpets, and trombones, tuba,
percussion including celeste, glock, vibraphone, and xylophone harp, piano, and strings.

The orchestral and solo

parts for Revue are available for rental from Belwin Mills
Publishing Company.58
According to Mitchell Lurie, professor of clarinet
emeritus at University of California, Goodman and Reginald
Kell commissioned a double concerto for clarinet from Ingolf
Dahl.

Lurie played the work in an almost finished version

with Goodman and Dahl; however, Lurie asserts:
The whole project sort of fell apart. I don't
know why, because it was a good piece. It was
good Ingolf Dahl writing. 5S

56
"Bernstein Leads Three Premieres," New York Times, 19
November 1946, p. 40, col. 4.

57
Margaret Farish, Orchestral Music in Print,
Philadelphia: Music data, Inc., 1983, p. 580.
58
Ibid., p. 580.
59
Statement by Mitchel Lurie, ~rofessor of clarinet,
personal telephone interview, September 14, 1990.
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A concerto was commissioned from William Walton ("The
Grand Goodman Style"); however. the outcome of this work is
not known!O

Poulenc's Sonata for Clarinet and Piano was

said to have been written for Goodman. who gave a performance with Leonard Bernstein at the piano at Carnegie Hall
on April 10. 1963. during a memorial concert for Poulenc.
yet a dedication to Honegger appears on the edition
published by Chester.

61

Benny's G~A' a work for clarinet and

string bass. was written as a birthday present for Goodman
by composer Morton Gould.

62

Many facts about these and other works written for or
commissioned by Goodman will never be known.

Harold Samuel.

librarian at the John Herrick Jackson Music Library at Yale
University relates that letters and documents were thrown
away at Goodman's request during the 1970s because of overcrowding in his office.

The holdings of the Goodman

archives in the Yale library and also at the Lincoln Center

60
ClariNetwork. "The Grand Goodman Style". April-May.
1982. pg. 2-3.
61
Henri Hell. Francis Poulenc. Paris: Fayard. 1978. p.
303
62

Statement by Morton Gould, a composer, personal
telephone interview, February 9, 1991.

29
division of New York Public Library are jazz related.

63

Why did Goodman commission works from such a wide
variety of composers?

One reason may be attitudes toward

music developed from leading a jazz band; Goodman was constantly looking for new musical arrangements.
the Yale Music Library contain over 1500 jazz

Archives at
arrangements:~

and more than 200 others may be found in the New York Public
Library:5

Rachel Edelson, Goodman's daughter who sometimes

accompanied her father in the performance of chamber music,
comments:
As someone who was largely responsible for the
development of a certain kind of music, one which
represented a great break from tradition, he felt
empathy for the daring of other talented musicians. Commissioning pieces enabled him to put the
clarinet more on the map within the culture of
American music. As well, the clarinet literature
(classical) was enormously limited in the 1930s.
My father loved classical music, and it was more
interesting for him to have more pieces to play. 66
Artie Shaw, another noted jazz clarinetist and con-

63
Statement by Harold Samuel, librarian, personal
telephone interview, January I, 1991.
64
E. Gier, "Benny Goodman Archives in the Yale Music
Library," The Clarinet, 1986, 13.1, p. 48-50.
65
Connor,

OPe

cit., p. 315.

66
Edelson,

OPe

cit., September 10, 1990.
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temporary of Goodman states the reason for Goodman's
numerous commissions:
ized in music.

"He wanted his name to be immortal-

H67

Contrasts for Violin, Clarinet and Piano, by Bela Bartok
Joseph Szigeti, a Hungarian violinist, was a mutual
friend of Bart6k and Goodman, who both admired his playing.
Szigeti suggested the project to Goodman
.I

assist Bartok.

70

69

69

to financially

Goodman, practically a millionaire by

1938, was known for shrewd business transactions, yet was
. i ans. 71
generous to nee d y mUS1C

To Goodman's credit, it must

be mentioned that he contributed money along with others to
/

insure the preservation of the New York Bartok archives at
Columbia University!2

67
Statement by Artie Shaw, a jazz clarinetist, personal
interview, University of Arizona, Tucson, 12 February 1991.

68
Goodman, OPe cit., p. 242.

69

/

Hamish Milne, Bartok: His Life and Times, New York:
Hippocrene Books, 1982, p. 95.
70

Connor, OPe cit., p. 111.

71
Collier, OPe cit., p. 211

72
Milne, OPe cit., p. 102
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Edelson states:

" • • • Joseph Szigeti arranged for my

father to commission this piece."

73

Goodman's original plan

was for Bartok to write a double concerto for violin and
clarinet similar to his earlier Rhapsodies, which were
74

derived from dance music of the Hungarian "verbunkos".

These works, containing two movements, are similar to the
"lassu" and "friss" of the "csardas" style.

75

The New York

Times announced plans for this new "Concerto" and suggested
the possibility of a premiere with Barbirolli conducting the
Philharmonic.

76

Another requirement was for the work to be

compatible in length for release on a single "78" gramophone
record.

77

In a provision typical of later commissions, Good-

man asked for three years of exclusive performance rights.
Bart6k mentions this fact in two of his published letters.

78
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Edelson,
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cit., September 10, 1990.
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Jozsef Ujfalussy, Boston: Crescendo Publishing Co.,
1971, p. 345.
75
Halsey Stevens, New York: Oxford University Press,
1953, p. 219.
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"Concert and Opera," New York Times,
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cit.,

col. 5.
77
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cit., p. 344
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Janos Demeny, Bela Bartok Letters, New York: St.
Martin's Press, 1971, pp. 272, 277.
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The work, which was premiered at Carnegie Hall on
January 9, 1939, consisted of two movements and was titled:
Rhapsodies for Clarinet and Violin; Two Dances:
and Sebes.

Verbunkos

Accompaniment was provided by piano; Bartbk had

discussed the orchestrating the work "for the amount
mentioned", but an orchestration never materia1ized.

79

The

title was the result of a compromise between Goodman and
Bart&k; Bart&k did not like the title "Rhapsodies" which
Goodman preferred.80

'"
Bartok
was not satisfied with the form

of the work, and added a slow, nocturnal middle movement.
This work was recorded by Bartok, Szigeti, and Goodman in
Los Angeles during April, 1940, and was titled Contrasts
after an extended discussion between the artists.

81

Goodman, upon seeing the technically difficult Contrasts for the first time commented: (The music notes).
"looked like fly specks allover the sheet."

82

..

Goodman, with

the assistance of Szigeti, later made some sense out of the
music:
The way Szigeti explained the score, and the way
we worked it out in rehearsals, noticing how in
one place you'd come across one ide~ that had
first occurred a while back, only here it was in a
different rhythm or turned upside down, or one

79

tsU

Bela Bartok, Letter, January 1, 1938
81
Ujfalussy,

OPe

cit., p. 344.

82
Connor,

OPe

cit., p. 111.
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instrument was playing a part of it while the
other instrument answered with a different part,
you realized it was all completely logical and
carefully worked out. 83
Contrasts was the only chamber music by Bartok using a
wind instrument.

Because the sonorities of violin, clar-

inet, and piano do not easily blend, Bart~k chose instead to
exploit the differences of the instruments; thus, the title
Contrasts.

84

The violin and clarinet trade melodic frag-

ments, often including the basic motivic interval of the
tri-tone.

Typically, one of the instruments plays a highly

rhapsodic accompaniments to the other.

The piano is primar-

i1y relegated to a coloristic function, sometimes imitating bell-like sounds of an Indonesian Game1on.

85

The scalar and harmonic roots of Contrasts come from
Hungarian gypsy folk music, giving Bartok the necessary
materials to create a pungent musical context, combining and
juxtaposing major and minor and integrating the dissonant
character of the Hungarian minor scale into the harmonic
fabric, resulting in a work with incredible energy and
color.

Although not derived from or related to jazz, the

harmonic texture of this work is forward looking because of
the resulting chords combining major, minor and diminished

83
Goodman,

OPe

cit., p. 243.

Stevens,

OPe

cit., p. 219

85

84

Ibid., p. 220.
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intervals, giving Contrasts a harmonic framework rivaling
progressive jazz.
Bartok frequently shaped the form of his musical works
around proportional schemes of the Fibonacci series which is
formed by deriving a following number from the sum of the
previous two numbers:
144. •••

86

0, 1, 2, 3, 5, 8, 13, 21, 34, 55, 89,

Also employed in formal construction is the

Golden Section principal, whereby a climax or important
event in the music occurs at a point two-thirds through the
total length of a section or movement.
Contrasts

~ontains

87

Each movement of

examples of climaxes or major section

changes which correspond either with the Fibonacci series or
Golden Section.

In Movement I, described below, a soft

passage begins at measure fifty-five, following a turbulant
and raucous preceding section.

In Movement II, a

"fortissimo" climax occurs at a point two-thirds through the
movement (measure thirty-four of fifty-one measures) in contrast to the subdued surrounding music (see the following
musical examples three and four on pages thirty-six and
thirty-seven).

86
David Neumeyor, The Music of Paul Hindemith, New
Haven: Yale University Press, 1986, pp. 40-41.
87

Ibid.
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Movement I, "Verbunkos" (recruiting dance) is characterized by the tension of the tri-tone interval between
concert pitches "A" and

"DI",

and the jerky dotted and

double dotted rhythms with rapid connecting notes typical of
Hungarian folk music and derivitives of the rhythms and
accents of Hungarian language.

(Note:

All musical examples

will be from the clarinet part in written pitch. unless
otherwise stated.)
Example 1.

measures 3-5, clarinet in "A," tri-tone
outline and dotted rhythms, Movement I,
Bart6k's Contrasts.
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Copyright 1942, by Hawkes
Reprinted by Permission of Boosey and
Hawkes, Inc.
The movement begins and ends softly with the clarinet
emphasizing "DI" (':FI" for the clarinet in A"), and the
violin pulsing on simple "A" major pizzicato chords.
Rhapsodic connecting passages lead to "molto forte" syncopated figures in the upper registers of clarinet and
violin.

A clarinet cadenza ends the movement which restates

the tri-tone motive, with rhapsodic scalar passages returning to the insistant

"DI"

at nearly every resting point.
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10

Copyright 1942, by Hawkes & Son Ltd.
Reprinted by Permission of Boosey and
Hawkes, Inc.
Bartok realized the necessity of a slow movement to
mediate the frenetic energy of the surrounding music.

Move-

ment II, "Piheno," (relaxation) is compared to Concentric
ripples on a mirrored lake.

88

measures 1-3, clarinet in "A," slow, soft
theme, Movement II, Bartok's Contrasts.

Example 3.

ill
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Copyright 1942, by Hawkes & Son Ltd.
Reprinted by Permission of Boosey and
Hawkes, Inc.
The general tonal center of the second movement is
quasi "Bb," a half step above that of the first.

88

Stevens, Ope cit., p. 221.

The
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tri-tonic tension of the first movement has disappeared.
Turbulance briefly disturbs the pervading calm at a point
two-thirds through the movement.
Example 4.

measures 33, and downbeat of measure 34,
clarinet in "A," increase in tension,
Movement II, Bartok's Contrasts.

5

J.r

5

Copyright 1942, by Hawkes & Son Ltd.
Reprinted by Permission of Boosey and
Hawkes, Inc.
Movement III, "Sebes" (fast dance) begins with the
violin raising its "G" string to "Gi," and lowering its "E"
string to "Eb."

This allows two sets of tritones to be

played on the open strings.
Example 5.

measures 1-8, violin, tritone tuning,
Movement III, Bartok's Contrasts

Aliegro vivace,
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Copyright 1942, by Hawkes & Son Ltd.
Reprinted by Permission of Boosey aod
Hawkes, Inc.
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A vamp (repeated measure) is provided for the purpose
of exchanging the de-tuned violin for one tuned traditionally.
A fast tempo and measures full of sixteenth notes propel the momentum of "Sebes."
Example 6.

measures 11-12, clarinet in "Bb,"
rhythmically driving theme, Movement III,
Bartok's Contrasts.

Copyright 1942, by Hawkes & Son Ltd.
Reprinted by Permission of Boosey and
Hawkes, Inc.
In measure sixty-five, the violin states a secondary theme
which returns to a play on the tri-tone and the clarinet
echos this theme at measure seventy-five.
Example 7.

measures 75-77, clarinet in "Bb," secondary
Hungarian theme, Movement III, Bartok's
Contrasts.
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Copyright 1942, by Hawkes & Son Ltd.
Reprinted by Permission of Boosey &
Hawkes, Inc.
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In measure one hundred thirty-two, a quiet iuter1ude in
mu1timeter with measures of 8/8 and 5/8 in alternation
interrupts the frenzied momentum.

The insistant

"DI"

returns to pervade this section, this time without the tritone relation.
Example 8.

The tonality is aeolian.
measures 128-135, clarinet in "Bb," piano
cues, meter of 8/8 and 5/8, Movement III,
Bart6k's Contrasts.
Jt
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Copyright 1942, by Hawkes & Son Ltd.
Reprinted by Permission of Boosey and
Hawkes, Inc.
"Tempo Primo" occurs at measure one hundred sixty-nine,
and a struggle between the two tonal centers continues until
the last four measures, when "Bb" prevails over the original
"A," resolving at last the question of key.

89

The first version of this work, as performed at the
Carnegie Hall premiere on January 9, 1939, included only the
outer movements.

In a letter written to Joseph Szigeti

dated September 5, 1938, Bart6k reports that he has written
one piece, and has sketched the other.

89
Stevens,

OPe

Cit., p. 222.

The duration of each

40

piece is about five minutes, which is longer than the six or
seven minutes total length requested by Goodman. 9o Bartok
states that the clarinet and violin share soloistic duties
equally, while the piano is relegated to a more subdued
role.

The use of a different de-tuned violin is suggested

for the beginning of the second movement. 91
In another letter to Szigeti, dated December I, 1938,
Bartok gives a list of metronome tempos for the various sections of the work, which he wishes to name "Two Dances"
rather than "Rhapsodies," as Goodman had suggested.

In-

structions are given for playing a difficult section in 13/8
meter, which should be practiced mentally in a 3-2-3-2-3
pattern (see preceeding example eight).

A middle movement

is to be completed sometime in January, and mention is made
of preparing an orchestral accompaniment for an undisclosed
amount of money.

92

The middle movement apparently did not arrive before
the premiere of the work, and Bartok's preferred title was
not used; the New York Times describes a ".

0

•

new Rhapsody

for clarinet and violin • • • " performed by Goodman and
Szegeti on January 9.

The Times further states:

91

90

Bartok, opo cit., September 5, 1938.
92
Bartok, opo cit., December 1, 1938.
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For the Hungarian composer has here taken some of
the most earthy and boisterous tunes of his native
peasantry, decorated them with garlands of improvisational cadenzas, and spiced them with the
rollicking rhythms of rude, stampeding feet and
whirling skirts. In so doing, he spared neither
the fingers nor ears nor lips of the performers,
nor cared little what he asked from the harassed
instruments. 93
Rachel Goodman states that her father "papered the
house" at the Carnegie premiere, meaning that Goodman gave
away many complimentary tickets to assure a sizeable turnout
for the concert.

Rachel explains that Bartok's music, con-

tempqrary in style, was not drawing large audiences during
the late 1930s.

The Carnegie concert of this date was

scheduled between several other performances given by Goodman at the Paramount Theatre.

Rachel states that Goodman

called the Carnegie concert the "fifth set" for the day.

94

Concerto for Clarinet and Orchestra by Darius Milhaud
Goodman used his teacher Eric

Simon as an intermediary

in his commission from Milhuad, as he had used Szigeti for
~

communications with Bartok.

Copies of correspondence be-

tween Milhaud and Hindemith with Simon regarding the Goodman

93
"Goodman Assists Szigeti", New York Times,
January 10, 1939.

94
Edelson,

OPe

cit., 10 September 1990.

OPe

cit.,

42
commission were obtained from Simon.

The following excerpts

from these letters were trenslated by Leila Sheehab.
On October 21, 1941, Simon wrote to Milhaud requesting
a concerto for clarinet and string orchestra, since Goodman
would be preparing for a "big" tour

30

soloist with several

symphony orchestras starting in January 1942, and " • • • it
would be very interesting to have in the repertory a contemporary concerto for clarinet and orchestra."95 In the
same letter, Simon asked about the possibility of arranging
Milhaud's "Scaramouche" for clarinet and orchestra. 96

Mil-

haud's response of October 24, 1941, from Mills College
stated:

"I would be very interested in composing a concerto

for B.G., whom I admire greatly."97

Milhaud wrote that the

January 1942 deadline would be " •• • difficult, but not
impossible."98 He wished to be paid $1,000, and give Goodman
exclusive performance rights for one year. 99

Milhaud wanted

to write for full orchestra, instead of strings only as
requested by Goodman/DO and further writes:
I don't see why he doesn't want any clarinets in
the orchestra. It is uaeful for the tutti. You
do not do away with violins in a concerto for
violins. I would of course avoid doing solos for
the clarinets of the orchestra! 101
95

Eric Simon, Letter, October 21, 1941.
97

96
Ibid.
98

Darius Milhaud, Letter, October 24, 1941

100

99
Ibid.

Ibid.

101
Ibid.

Ibid.
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Simon's reply of October 29 marks the beginning of
serious negotiations with Milhaud.

Goodman wanted to pay

$750 for the concerto, with exclusive performance rights for
three year& "since he can only devote part of the season to
playas soloist with symphonic orchestras."102 Goodman's desire for accompaniment by string or chamber orchestra without clarinets is stated, and Simon suggests that the work
should be about 20 minutes in length}03 In Milhaud's reply
of November 2, he comments:
Regarding the commission, I was surprised
that B.G. would not accept my price since he knows
that my prices are reasonable. I am aware of the
great advantage it is to work for him as well as
the admirable performances that would be given,
and the great publicity that my work would receive. You might mention to him nicely that I am
willing to prolong the duration of exclusivity
free of charge and that I am a little disappointed
that he wants to decrease the amount I am asking
for. However, given the great pleasure I will
have to write this concerto for such a great
artist, I am willing if he doesn't change his mind
to accept the deal for $750. 104
In the above letter, Milhaud offers to write a clarinet
part for "Scaramouche" derived from a saxophone solo version
with orchestra accompaniment.

Goodman liked this work, and

wanted a version to perform with orchestras.

102

Simon, who

103

Simon,

OPe

cit., October 29, 1941.

104
Milhaud,

Ope

cit., November 2, 1941.
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offered to work on the project/os suggested transposing the
orchestra parts so that the clarinet could play in a more
effective register.

Milhaud did not like this idea, pre-

ferring to transpose the saxophone part and make necessary
alterations for clarinet. lo6
On Simon's response of November 6, Milhaud is instructed to orchestrate the clarinet concerto as he wishes;o7 Good man wanted the concerto "as soon as possible" for use in
concerts after January 1, 1942, with orchestras such as
Cleveland and Pittsburgh. lOB Simon writes a lengthy discussion of Goodman's reasons for not paying $1000 for the
commission as Milhaud requested.
words regarding your fees.

"Allow me to say a few

If Benny is not willing to pay

the full price it is not because he is willing to bargain."
I now summarize the reasons stated by Simon for Goodman's
price: 109
1.

Goodman has commitments with other composers.

2.

Goodman is spending a sizeable amount of money on

commissions of works from other composers.

105
Simon,

OPe

cit., October 29, 1941.

Simon,

OPe

cit., October 29, 1941.
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109
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3.

Goodman likes to support contemporary composers and

enjoys playing symphonic music, yet does not make much money
performing orchestral S010S.110
In his next letter of November 8, Mi1haud accepts the
terms of $750 and three years exclusive performance rights
111
for Goodman.
Mi1haud states that the concerto will be
written quickly, since he will be travelling after December
12;12 Mi1haud expresses hope that Goodman will play the work
often, and also make a recording of the work.

Milhaud

states that it is not possible to transpose the orchestral
parts for Scaramouche without re-doing the whole work, and
that he has completed a revised transposed clarinet version
of the saxophone solo.

113

On November 24, Milhaud writes that he has "worked without stopping oyer the last fifteen days and the concerto is
looking very goOd.,,114
end of the week.

The concerto is to be finished by the

Milhaud wonders why he has not yet re-

ceived a contract from Goodman.
Milhaud asks:
concerto?"

On February 18, 1942,

"When and where will he (Goodman) play my

On March 17, Milhaud writes to Simon and states

110
Simon, OPe cit., 29 October 1941.
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Milhaud, op. cit., 8 November 1941.
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Ibid.
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that Goodman has sent the final payment for the Concerto;
however, has not had time to play the work.

Goodman wants

an extension of exclusive performance rights for an additional year.

Milhaud comments:

I just wrote him to remind him that he made me
write this Concerto at full speed as he was in
such a hurry to play it. 115
Finally, on June 24, 1942, a disgusted Milhaud writes:
I was delighted to write this piece for Benny
Goodman. But remember with what haste I had to do
this work! • • • 1 would like to know Benny
Goodman's intentions and why, after rushing me so
much, he has not played my concerto yet. Has he
designated a date for the first performance, and
whare (is it to be)? Since he does not answer
his letters quickly, I thought I would better
address myself to you in order to have some news 116
about my Concerto and to put your kindness to use.
Goodman never performed or recorded Milhaud's Concerto
for Clarinet and Orchestra.

Simon states:

"Milhaud wrote

terribly fast, and so I also have to say that the Concerto
is not one of Mi1haud's best works, and Benny never played
it".117

Mitchell Lurie comments about a conversation with

115

Milhaud, OPe cit., 17 March 1942.

116
Ibid., 25 June 1942
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Simon, Ope cit., Tape, September 1990.
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Goodman regarding this work:
I asked him (Goodman) "Why didn't you play the
Milhaud?" Goodman said: nOh, too many notes."
They were not hard for Benny, but you know the
Milhaud. It's a non-stop piece of music without a
place to take a breath, and Benny just didn't like
it .118
The first performance of Milhaud's Concerto was given
on January 30, 1946, by clarinetist Richard Joiner accompanied by the Marine Band at the Marine barracks in Washington,
D.C.119
The orchestration for Milhaud's Concerto for Clarinet
and Orchestra includes strings, doubled woodwinds and brass,
tuba, timpani, percussion; and harp.
work is 12'.

The length of this

The score, parts and solo are available for

rental from Elkan-Vogel, Inc. 120 A piano reduction of this
work with clarinet solo is published by Elkan-Vogel.
"Lively" is the tempo marking of movement I of Milhaud's Concerto for Clarinet and Orchestra, containing

118
Lurie,

OPe

cit., 14 September 1990.

119
Nancy Mayland MacKenzie, Selected Clarinet Solo and
Chamber Music of Darius Milhaud, Dissertation University of
Wisconsin, Madison, 1984, Ann Arbor: UMI, 1991, p. 56.
120
Margaret Farish, Orchestral Music iil Print,
Philadelphia: Music Data, Inc., 1983, p. 530.
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one hundred twenty-seven measures in 6/8 and 9/8 meter in
sonata form in the key of Bb.

121

Movement I is jaunty and playful.

The melodic writing of
After an eight measure

introduction, the clarinet states the first theme, which is
the most lyrical melody in Movement I.
Example 9.

measures 9-11, clarinet in "Bb," jaunty and
playful first theme, Movement I,
Milhaud's Concerto.

Copyright 1942, Elkan-Vogel, Inc.
Reprinted by Permission Elkan-Vogel, Inc.
Rhythms derived from measure eleven of example 1
pervade the movement, providing musical unity.

Diversity in

Movement I is created through use of frequent modulation,
scale-wise sweeps, and arpeggios in the solo clarinet part.
Accompaniment of these technically flashy passages is typically provided by a rhythmic figure derived from measure
eleven (see example nine above).

A dramatic example of this

compositional style is a technically gymnastic chromatic
sequence from a transitional section of the recapitulation
of Movement 1.

121
MacKenzie,

OPe

,...;+- , pg. 59.
..........
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Example 10.

measure 103, clarinet in "Bb," chromatically leaping sequence, Movement I,
Milhaud's Concerto.

Copyright 1942, Elkan-Vogel, Inc.
Reprinted by Permission of Elkan-Vogel, Inc.
A technically flashy, yet dynamically subdued coda,
features sweeping scales and arpeggios accompanied by the
same typical rhythmic motive.
Example 11.

measures 125-126, clarinet in "Bb,"
sweeping scale passages, Movement I,
Milhaud's Concerto.

Copyright 1942, Elkan-Vogel, Inc.
Reprinted by Permission of Elkan-Vogel, Inc.
Movement II, "In very strict time" is formally a rondo
and contains ninety-seven measures in 4/4, 3/4 and 5/4
meter, beginning and ending in the key of "G."

The "A" sec-

tion theme consists of a set of repeated sixteenth notes
that sequence twice in downward motion.

50
Example 12.

measures 3-4, clarinet in "Bb," sequences
of sixteenth notes, Movement II, Milhaud's
Concerto.

Copyright 1942, Elkan-Vogel, Inc.
Reprinted by Permission of E1kan-Vogel, Inc.
Syncopation and melodic skips in the contrasting "B"
section melody remind this writer of ragtime piano melodies.

Example 13.

measures 34-35, clarinet in "Bb," theme
with popular music flavor, Movement III,
Milhaud's Concerto.

~~

Copyright 1942, E1kan-Vogel, Inc.
Reprinted by Permission by Elkan-Vogel, Inc.
Lurie describes Movement III, "Slowly" as "Milhaud at
his lyrical best."

122

Slow tempo, harmonic dissonance, and

ostinato accompaniment prompt'author Petrella to describe
this movement as "in the style of 'the blues'."

123

Formally

122
Lurie,

OPe

cit., 9 September 1990.

123
Robert Louis Petrella, The Solo and Chamber Music
for Clarinet by Dariuc Milhaud, Dissertation University of
Maryland, 1979, Ann Arbor: UMI, 1990, 8016728, p. 4.
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"A-B-A," the "A" section has two themes.12~ The first theme
of the "A" section is a rhythmically and melodically linked
to the dance-like themes of other movements, yet exudes a
feeling of relaxation due to slow tempo and soft dynamic.
A decorated variation of the "A" theme occurs at measure eighty-seven in the key of "F" major, one step above
the tonic key of "Eb" major.
Example 14.

,

measures 84-85, clarinet in "Bb,"
embellished version of "A" theme, Movement
III, Milhaud's ConceTto.

mp

.

"'---"

Copyrigpt 1942, Elkan-Vogel, Inc.
Reprinted by Permission of Elkan-Vogel, Inc.
Rhythmic and harmonic speed increase gradually as the
movement progresses.

Most of the movement is dynamically

soft, with a "forte" at measure sixty decreasing to "pianississimo" in measure one hundred eleven.

A coda consists of

a series of sextuplet figures imposed upon a slowly evolving
harmonic background.

124
MacKenzie,

OPe

cit., p. 67.
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Example 15.

measure 105, clarinet in "Bb," drifting
sextuplets, Movement III, Milhaud's
Concerto.

Copyright 1942, Elkan-Vogel, Inc.
Reprinted by Permission of Elkan-Vogel, Inc.
Movement IV, "Lively," is a potpourri of seven themes
in sonata form.

125

Snappy rhythmic figures of eighth, six-

teenth, and dotted note values predominate the fabric of
themes which are often connected by third-related modulations.

The movement ends with playful melodic material

typical of themes throughout the work.
states:

Author MacKenzie

"The jazz atmosphere of the Concerto is extremely

important, and much of this is a result of the florid style
of the clarinet part which is similar to jazz improvisation."

126

A series of grace notes in the concluding section

of Movement IV are related rhythmically and melodically to
improvisatory jazz style.

126

125
MacKenzie, Ope cit., p. 72.

Ibid., p. 76.
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Example 16.

measure 105, clarinet in "Bb," leaping
grace notes, Movement IV, Milhaud's
Concerto.

Copyright 1942, BIken-Vogel, Inc.
Reprinted by Permission of Elkan-Vogel, Inc.

Each movement of Milhaud's Concerto achieves internal
structural unity through repetition, variation, and imitation of several melodic motives.

Although the melodic con-

tent of each movement has a similarity to popular or jazz
music, these themes are distinguished by a distinct musical
personality.

Compositional strength is achieved through

clever combination and counterpointing of these motivic
figures between solo and accompaniment.

In my opinion,

inherent weaknesses of the Concerto stem from too much use
of modulation and too many sequential repetitions of the
same melodic and rhythmic material.
Because of seemingly endless and technically demanding
passages, considerable physical endurance is required for
the execution of this work.

After eight measures of

orchestral introduction in Movement I, the clarinet plays
without a break in the melodic line for twenty-five measures
with an eighth rest at the end of measure thirty-three.

54

Obviously, the clarinetist must take a few breaths during
the twenty-five measure segment, yet none are indicated.

A

rest of nearly three bars .occurs at measure forty, and then
more continuous writing resumes until the completion of this
movement.

Perhaps Milhaud wrote this music in such a hurry

that he was unable to include breath marks, although nuances
were not always marked in Milhand's scores.
Mitchell Lurie commented that Milhaud " • • • had
diarrhea of the pen • • • • " in writing this work.

127

Lurie

performed this work with an orchestra in Santa Barbara, and
made judicious cuts in the solo part during tutti or doubled
sections.

128

Lurie suggests leaving out a movement in per-

formance to alleviate the endurance problem, and to make the
performance more tolerable for the audience, although difficulty arises in selecting a movement to omit.

The need

for a revised version of the Concerto is obvious. Performance difficulties of the original version are many, yet
Milhaud's Concerto has a certain charm apparent to those
willing to give the work more than a cursory reading.
Scaramouch~

by Milhaud, mentioned above, is available

with the original saxophone solo or the clarinet arrangement

127

Lurie,

OPe

cit., 9 September 1990.

Lurie,

OPe

cit.: 9 September 1990.

128
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made by Milhaud at Goodman's request.

The orchestration

calls for strings and doubled winds and brasses (no tuba).
The length of this "Suite" is 8'.

The score, parts, and

solo may be rented from G. Schirmer!29
Hindemith:s Concerto for Clarinet and Orchestra
Eric Simon, who had personally met Paul Hindemith
(1895-1963), was responsible for initial communication
between Goodman and Hindemith regarding the possible commission of a concerto.

Simon sent me correspondence he had

with Hindemith during the year 1941.

On January 1, 1941,

Simon wrote to Hindemith, and a summary of this letter
follows:

Simon is Goodman's clarinet teacher and advisor;

Goodman recently played the Mozart Clarinet Concerto with
the (New York) Philharmonic; Goodman is looking for new
pieces; Simon suggested Hindemith to Goodman as someone who
might write a concerto; and Goodman was enthusiastic about
this idea (Synopsis from translation by Dr. Jane Orient)!30
In a letter dated January 28,

1941~

that he is ready to write a clarinet

Hindmith states

concerto~

and suggests

that Goodman study his Clarinet Sonata and Quartet for

129
Farish,

OPe

cit., p. 530.

130

Simon,

OPe

cit., 1 January 1991.
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Clarinet, Violin, Cello and Piano; both works being his most
recently issued pieces.

Hindemith suggests a few possible
meeting dates with Goodman. 131
In a letter dated February 6, 1941, Simon proposes a
meeting time with Hindemith at Goodman's apartment, a,meeting which apparently never took place}32

The next cor-

respondence from Simon is dated July 5, 1941.

This letter

mentions that Goodman has been on tour and ha$ not been
concentrating on classical music, although Goodman will be
playing Mozart's Clarinet Concerto soon in Philadelphia.

In

a letter dated September 24, 1941, Hindemith announces that
he is ready to write a concerto for Goodman and the work
could be ready after the New Year.

Hindemith wishes to meet

with Goodman to arrange the details of the commission.
Hindemith mentions fees for similar works in the range of
$2,000_$4,000. 133
Simon relates that Goodman was disturbed by Germany's
war activities during the summer of 1941, and for this

131
Paul Hindemith, "To Eric Simon," Letters: 28 January
1941, 24 September 1941.

132
Simon, Ope cit., 6 February 1941.

133
Hindemith, Ope cit., 24 September 1941.
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reason suspended activity on the commission until 1947.

1 3 It

After negotiations were terminated, Simon contacted Milhaud
about a possible commission in a letter dated October 21,
1941 (see page 42).

1 35

Considering the fact that Goodman

would not pay Milhaud $1,000 for a concerto, this writer
wonders if a secondary reason for terminating negotiations
with Hindemith could have been the $2,000-$4,000 suggested
price for a commissioned concerto.
Goodman and Hindemith came to an agreement about the
commission of a concerto in 1947, and the work was completed
in the same year.

Goodman, as usual, retained exclusive

performance rights for three years.

Hindemith wanted to

conduct the premiere of his new concerto in a concert with
the New Haven symphony Orchestra on January 12, 1948, but
136

these plans never materialized.

Hindemith

wo~ld

have tQ

wait the full three years until December 11, 1950, for a
premiere which he would be unable to attend because of ill
health.

Instead, Hindemith's wife, Gertrude, attended a

134
Simon,

OPe

cit., September 1990.

135
Milhaud,

OPe

cit., Letter 21 October 1941.

136
Chicago:

Luther Noss, Paul Hindemith in the United States,
University of Illinois Press, 1989, p. 126.
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rehearsal for the premiere.137

Eugene Ormandy conducted the

orchestra for a student concert given at the Academy of
Music, which was sold out.

138

Max de Schauensee of the Philadelphia Bulletin had this
to say of Hindemith's Concerto at the premiere:
The composition is completely in the modern idiom,
rather dry and skeletal, not easy to listen to at
a first hearing • • • there are surprise endings,and
virtuoso passages • ••• The piece ends with a
brilliant coda for the solo instrument • • •
Hindemith's concerto, at an initial hearing, does
not seem to say much. 139
Both de Schauensee and Gertrude Hindemith made remarks about
Goodman's rigidity in playing this music; this was the same
genaral complaint given by Eric Simon,
daughter, Rachel.

140

,

and even Goodman s

141

Vincent Persichetti reviewed the Philadelphia premiere
of this concerto in The Musical Quarterly, and had several
criticisms of the work.

Many of Persichetti's criticisms

137
Noss,

cit., p. 127.

OPe

138
Max de Schauensee, Philadelphia Bulletin, 12
December 1950, p. u.k.
139
de Schauensee,

OPe

cit., 12 December 1950.

140
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cit., Tape, September 1990.
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are directed at Movement I.

A summary follows:

because of

too many musical ideas, the principal themes are lost underneath many secondary themes; Hindemith uses too many of his
stock compositional techniques in constructing phrases;
unresolved tri-tone intervals begin a "chase" after which
"smug" thematic sequences begin a premeditated melodic torture;" and a short coda is out of character with the rest of
the movement.

11+2

Goodman played Hindemith's concerto again in a Carnegie
Hall concert with Leonard Bernstein conducting the NBC Symphony Of The Air on the evening of January 19, 1955.
review in the New York Tribune comments:

A

"The artist

(Goodman), however, placed himself at something of a disadvantage by choosing to play Hindemith's concerto, which
proved to be a frightful bore."

11+3

Howard Taubman of the New

York Times states: "The Hindemith Concerto, which had its
first New York performance last night, is not the most ingratiating music in the world, either for soloist or
orchestra • • • it does not add up to a musical journey.

. ..

Perhaps he (Goodman) could have done something with the

142
Vicent Persichetti, Review, The Musical Quarterly,
April 1952, pp. 262-263.
143
Jay Harrison, Raview, New York Tribune, 10 January
1955, p. unk.
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piece if he had taken off on his own. n

144

Hindemith's Clarinet Concerto is twenty-one minutes in
length, and is scored for strings, three flutes, two oboes,
no clarinets, and two bassoons, pairs of brass except no
tuba, timpani and percussion.

Score and orchestral parts
145

are available for rental from Schott.

A clarinet and piano

reduction version is also published by Schott (1950).
Paul Hindemith's compositional style is often termed
neoclassical.

This style resulted from the conflict be-

tween tradition and modernism in music, originating in the
1930s between the two world wars;46

Hindemith's form of

neoclassicism embraces the new idea of using all twelve
tones of the chromatic scale as melodic and harmonic
sources, yet validates the concept of a tonal center!47
Hindemith uses classical sonata, rondo, and song forms, yet
alters them by defining sections using numerical formulas

144
Howard Taubman, Review New York Times, 20 January
1955, p. 35, col. 4.

145
Farish, op, cit., p. 369
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David Neumeyor, The Music of Paul Hindemith, New
Yale University Press, 1986, pp. 1-2.
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George David Townsend, A Stylistic and Performance
Analysis of the Clarinet Music of Paul Hindemith,
Dissertation, University of Illinois, 19676, Ann Arbor: UMI,
1991, 68-1873, p. 15.
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such as the Fibonacci series and Golden Section,

1 .. 8

bines them with Baroque and Medieval formal schemes.

or com1 .. 9

Hindemith relies heavily on polyphonic writing, and delights
in crafty combination and counterpointing of themes, so that
many of his compositions are intellectual masterpieces, yet
aesthetic puzzles.

Kemp states Hindemith's admiration for

Baroque music, particularly the music of J. S. Bach, and his
indentification with "a language not directed primarily
towards the expression of 'personal feelings'."

1 50

Hindemith's Concerto for Clarinet in A and Orchestra
may be said to embrace all the above stated ideas.

Movement

I, Rather fast, is freely based on sonata form proportioned
by the Fibonacci series and Golden Section with emphasis on
the statement and counterpoint of a number of rhythmically
complex themes.

Kemp's statement

The concertante element resulting from this
instrumental approach, allied to imitative
textures, ostinato rhythms, and rigidly defined
phrase structure, is re sponsi ble for the hectic, , 51
unrelenting activity of so many neoclassical works·
certainly applies to this Concerto, and especially to the

148
Neumeyor,

OPe

cit., pp. 39-40.

149
Ian Kemp, Hindemith, London: Oxford University
Press, 1978, p. 15.
150

151
I bi d ., p. 15 •
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first movement.
Movement I has a total of 161 measures, and a tonal
center of "A," although the tonality embraces all twelve
tones.

The orchestral portion of a double exposition

contains three themes.

The first two themes rhythmically

undermine the duple meter of the movement through use of
syncopation and tied-over tones.
Example 17.

[U

measure I-downbeat of 3, First
orchestral theme, also played by the
clarinet in measure 50, piano reduction of orchestral, Movement I,
Hindemith's Concerto.

~.~-~

..

~ano

Hindemith CONCERTO FOR CLARINET
GV1950 by Schott and Co., Ltd., London
~~enewed

All Rights Reserved
Used by permission of European American Music
Distributors Corporation, sole U.S. and Canadian agent
for Schott

A rhythmically less active third theme is a partial inversion of the first theme.

Accompaniment is provided by

counterpoint and eighth-note bass figures.

63
The solo exposition opens with the clarinet playing
intervals of an octave, a perfect fifth, and a twelfth
before moving on to more chromatic material.

This rela-

tively simple, metrically stable opening dramatically
contrasts the solo clarinet to the preceeding busy, complex
orchestral material.
Example 18.

measures 33-37, clarinet in "A,"
contrasting simple but chromatic
clarinet theme, Movement I,
Hindemithts Conc~rto.

Hindemith CONCERTO FOR CLARINET
by Schott and Co., Ltd., London
@Renewed
All Rights Reserved
Used by permission of European American Music
Distributors Corporation, sole U.S. and Canadian agent
for Schott
~1950

The second measure pf the first solo theme, measure
thirty-four, coincides with a number from the Fibonacci
series.
d flat'"

The highest pitch of the first solo theme, written
for clarinet in "A," occurs at a point two-thirds

through a theme containing fourty-four quarter note beats.
Noteworthy is the fact that the first solo theme is'stated
over the length of seven measures and one quarter beat,

64

making this theme noticeably
orchestral

10ng~r

than the themes of the

exposition~

Other themes in the solo exposition are from the
orchestral exposition, and a climax is achieved at measure
fifty-five, another Fibonacci milepost.

Me~sure

fifty-four

marks the one-third point of the movement, and also the
point where the tritone written b flat"

is resolved to b",

thus resolving the dissonant highest tone of the first theme
while eliding to the first key of the development.

At this

point, the first solo theme is combined with the first
orchestral theme.
Development begins at

m~asure

fifty-six, where the

first orchestral theme is stated up one step in the tonal
center of
tonic of

"B" in a supertonic relation to the exposition
"A" with a tonal center of "B". "FI," the dominant

tone, is emphasized in this theme.

This tone becomes

important as a pedal triggering a false recap of the first
solo theme in measure ninety-four, where the first solo
theme is stated entirely with a tonic of

"F'".

!n measure

one hundred eight, marking the two-thirds point of Movement
I,

"FI"

is the tonic for a variation of the beginning of the

first solo theme.
A rhythmically clever variation of the first orchestral
theme is stated by the clarinet in measure one hundredtwelve.

65

Example 19.

measures 112-114, clarinet in "A,"
rhythmically clever variation of
first orchestral theme, Movement I,
Hindemith's Concerto.

Hindemith CONCERTO FOR CLAIRNET

@ 1950 by Schott and Co., Ltd. London.
(C) Renewed

)ell Rights Reserved
Used by permission of European American Music
Distributors Corporation, sole U.S. and Canadian
agent for Schott
The development consists mostly of themes from the exposition played in different keys, lengthened through use of
sequences, and combined or inverted.

A distinct Baroque

feature of the development (and movement as a whole) is the
alternation between tutti sections with the clarinet serving
an accompanimental role, and solo sections with the orchestra providing accompaniment.
The recap begins at measure one hundred forty-three,
and the first solo theme is stated in a slightly abbreviated
form, followed by a six sequences of the first four pitches
of this theme.

A brief four measure coda begins to state

the first orchestral theme, but the movement ends in a

66
flurry of trills and two pizzicatto chords, an orchestral
thumbing of nose at this theme.
After carefully studying Movement I, it is my belief
that Hindemith is jokingly contrasting the heavy neoclassic
style of the orchestral exposition with the rather simple
and elegant clarinet solo theme.

An argument in defense of

this position is the statement of only the first solo theme
in the recap, with the exception of brief and humorous
treatment of the orchestral first theme in the coda.

Per-

haps Hindemith's Concerto would be better received if the
parodies and humorous elements of the work and cleverness of
his thematic interplay were better understood and portrayed
in per formance.
George Townsend includes an analysis of Hindemith's
Concerto in his dissertation.

152

My analysis of the first

movement differs in a few important respects.

Townsend

views the solo first theme as having a tonal center of

"E":53

Although "E" is clearly more evident, this tone is the
dominant of "A," the tonic.

Townsend views measures sixty1 54

one to seventy as a new theme.

Although this melody could

be considered a new theme, it is actually a compilation of
other themes from the movement and their inversions, part of
standard development technique.

The length of this theme is

152

154

153
Townsend,

OPe

cit., p. 152.

Ibid.

Ibid.
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comparable to the first solo theme, yet all of the shorter
themes from the exposition are lengthened in the developmente

Townsend does not include a development in his formal

analysis, yet indicates a recap at measure seventy-eight;
this section is full of triplet figures, modulation,
~ombinations

of themes, and counterpoint, distinctly all

developmental, proceeding a false recap (see page 64).
Townsend does not cite any use of proportional schemes in
his analysis, although use of these schemes may not have
been widely publicised at the time of publication (1967).
Lengthy discussion of Movement I has been included because of the struggle this author had in understanding the
unusual formal aspects of this movement, and inconsistancies
of former analysis.

Movements II, III and IV will now be

more briefly described,

ince they are more conventional in
1 55

structure, and are aptly analyzed by Townsend.

Movement II, "Ostinato" - "Fast," consisting of one
hundred nine measures of duple meter, occasionally changing
to 5/4 meter, in the tonal center of "E," begins and ends
with a series of rapid chromatic passeges in the clarinet,
preceding four sections of predominately chromatic ostinati.

155
Townsend,

OPe

cit., pp. 152-153.

68
A passage from measures fifty-six to seventy-one contains a

brilliant ascending and descending constructed scale fo1lowed by four variant scales.
Example 20.

measures 56-58, clarinet in "A," brilliant
scale, Movement II, Hindemith's Concerto

Hindemith CONCERTO FOR CLARINET
by Schott and Co., Ltd., London
@Renewed
All Rights Reserved
Used by permission of European American Music
Distributors Corporation, sole U.S. and Canadian agent
for Schott
~1950

In a metrically modulated pasage, the clarinet plays the
same five-pitched accompaniment in monotonous repetition
from measures seventy-one to one hundred nine.
Example 21.

measures 71-73, clarinet in "A,"
monotonous ostinato accompaniment,
Movement II, Hindemith's Concerto.

Hindemith CONCERTO FOR CLARINET
by Schott and Co., Ltd., London
@Renewed
All Rights Reserved
Used by permission of European American Music
Distributors Corporation, sole U.s. and Canadian agent
for Schott
~1950
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Movement III, "Quiet," contains one hundred-eight
measures of triple meter, and begins with a long sequenced
melody.
Example 22.

measures 1-3, clarinet in "A," long
melody, Movement III, Hindemith's
Concerto.

1Ill). 56)

~

, p. F[efta
I
"lfespr:
Hindemith CONCERTO FOR CLARINET
@ 1950 by Schott and Co., Ltd., London
® Renewed
All Rights Reserved
Used by permission of European American Music
Distributors Corporation, sole U.S. and Canadian agent
for Schott
The frenetic flightiness of Movement II surfaces again at
measure twenty, and dynamic buildups continue until the
conclusion of this section at measure

thirty-three~

A

transition at measure thirty-three leads to a sequential
modulatory section at "forte" dynamic from measure thirtyfour through forty-four.

A subdued yet disquieting section

from measure fifty through seventy leads to.8 retransition
and abbreviated statement of main theme at measure eightyfive.

Measure seventy marks the two-thirds point of the

movement, is the climax of an unaccompanied clarinet line,
and is the only measure in the movement in quadruple meter.
A slower, softer coda beginning at measure ninety-one ends

70
the movement e

The form of movement III is "A B A C A C"!56

Movement IV, "Gay," has a rhythmic and melodic vitality
which is not found consistant1y in the other movements of
this concerto.

The contour of the main theme is similar to

the opening theme of the "Rondo" movement of Mozart's
Clarinet Concerto, K.622.
Example 23.

The meter is six-eight, and

measures 1-3, clarinet in "A," rhythmic
and melodic vitality, Movement IV,
Hindemith's Concerto •

.

S¥·1i242~
Hindemith CONCERTO FOR CLAIRNET
c 1950 by Schott & Co., Ltd., London
c Renewed
All Rights Reserved
Used by permission of European American Music
Distributors Corporation, sole U.S. and
Canadian agent for Schott
the tempo brisk. 157
The form of Movement IV is rondo.

Tonality centers

around "A," and all twelve chromatic tones are utilized in
the mein theme.

Me~sure

one

hundr~d

sixty-one marks a re-

statement of the main theme one half-step above the tonic,
and after a series of chromatic sequences, the tonic key
returns at measure one hundred eighty-nine.

156

A brisk coda

157
Townsend,

OPe

cit., p. 153.

I bi d ., p. 159.
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begins at measure two hundrsd twenty-one, containing flourishes of sixteenth notes, all related to the "A" theme in
the tonic key and the third related key of "F" major, adding
harmonic brilliance to the flashy ending passage.
Concerto for Clarinet and String Orchestra by Aaron Copland
The history of Copland's Clarinet Concerto is thorough1y documented by Aaron Copland and Vivian Perils in
Copland Since 1943.

The following is a summary of state-

ments by Copland and Goodman concerning this work, including
pertinant quotations.

During the year 1946, Aaron Copland

(1900-1990) was contacted by Woody Herman for the
composing a work for clarinet and jazz band.

purp~se

of

During the

same year, Goodman requested that Copland write a clarinet
concerto for him.

Copland was able to work only on one

project, so he chose to work on the Goodman commission.
Copland listened to some of Goodman's recordings before
starting on an extended tour of Latin America!58

Copland

wrote the first movement of the concerto while on tour.
stated:
thing.

"I badly need a theme for part two.

He

The usual

I used the 'pas de deux' theme for part one, and I

158

Aaron Copland and Vivian Perlis, Copland Since 1943,
New York, pp. 76-77.
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think it will make everyone weep."159
Example 24.

measures 3-7, clarinet in "Bb," lyrical
theme, Movement II, Copland's Concerto.

r-

r

I

Copyright 1950, Boosey & Hawkes, Inc.
Reprinted by Permission of Boosey and
Hawkes, Inc.
The project was postponed while Copland completed the
musical score for the film The Red Pony.

The Clarinet

Concerto was completed in 1948, after the Tanglewood summer
festival.

Copland states that he would not have written a

clarinet concerto if Goodman had not commissioned one, since
he had little knowledge of the instrument.

Once the work

was completed, Copland made some changes at Goodman's suggestion, such as slowing the rhythm of many wide leaping
intervals in the coda (facsimile of manuscript). 160
Copland describes the first movemenL as:

!!

.a

languid song form composed in 3/4 time" and the second as:
" • • • a free rondo form • • • stark, severe, jazzy."16l

160

159
Copland,

OPe

161
Ibid., p. 93.

cit., p. 87.

Ibid., p. 92.
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Example 25.

{/5"11

i

measures 157-160, clarinet in "Bb,"
and piano reduction, stark and jazzy
theme, Movement II, Copland's
Concerto.

"t,

'

11601

'~"[lE IttEtlf UfEf~ll :Jutf l
Copyright 1950, Boosey & Hawkes, Inc.
Reprinted by Permission of Boosey and
Hawkes, Inc.
A cadenza bridges the first and second movement, including
motivic material from both.

Copland describes the cadenza:

The cadenza is written fairly close to the way I
wanted it, but it is free within reason - after
all, it and the movement that follows it are in
the Jazz idiom. It is not ad lib as in cadenzas
of many traditional concertos; I always felt there
was enough room for interpretation even when
ever ything is wri tten out. 162
Example 26.

-

IU51

Cade~za,

beginning measures, clarinet
in "Bb," lyrical first movement
material, Copland's Concerto.

Catknsa flreell/)

(sllUrt)
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Copyright 1950, Boosey & Hawkes, Inc.
Reprinted by Permission of Boosey and
Hawkes, Inc.
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Example 27.

Candenza, middle section, clarinet in
"Bb," jazzy second movement material,
Copland's Concerto.

Copyright 1950, Boosey & Hawkes, Inc.
Reprinted by Permission of Boosey and
Hawkes, Inc.
Copland further describes the second movement:
Some of the second movement material represents an
unconscious fusion of elements obviously related
to North and South American popular music:
Charleston rhythms, boogie woogie, and Brazilian
folk tunes. The instrumentation being clarinet
with strings, harp, and piano, I did not have a
large battery of percussion to achieve jazzy
effects, so I used slapping basses and whacking
harp sounds to simulate them. The Clarinet
Concerto ends with a fairly elaborate coda in C
major that finishes off with a clarinet glissando,
or "smear" in jazz lingo)63
Example 28.

\ ')..'1.2]

measures 277-278, clarinet in "Bb,"
American popular misic theme,
Copland's Concerto.

Aumor, relaxed (~ = 182)
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Copyright 1950, Boosey & Hawkes, Inc.
Reprinted by Permission of Boosey and
Hawkes, Inc.
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Example 29.

measures 504-507, clarinet in "Bb,"
jazz glissando at end of elaborate
coda, Copland's Concerto.

:>

IJ.
(ad 11"/).)

Copyright 1950, Boosey & Hawkes, Inc.
Reprinted by Permission of Boosey and
Hawkes, Inc.
Perlis interviewed Goodman by telephone on March 24,
1984.

A summary of Goodman's conversation follows.

Goodman

put no restrictions on Copland's writing, but requested two
years of exclusive performance rights.

Goodman mentions

that Copland is one of the few American composers of stature
comparable to Bart6k and Hindemith; however, he did not
select Copland for his use of jazz elements in other works.
Goodman mentions an altercation with Copland about a repeated passage be:f.ore the cadenza, despite generally
amiable relations between the two.
premiere performance (a radio

Goodman mentions the

broadcas~)

with Fritz Reiner

conducting, a performance at Carnegie Hall in 1960, a performance with the Cleveland orchestra (1968) and in Los
Angeles (1970s), and several other performances with Copland
conducting.

Two recordings were made, the second from the

76
1960s being Goodman's favorite.164
Goodman comments:
A lot of clarinetists have played Copland's
Clarinet Concerto by now, all the best ones, and
all ~ver the world. Of the concertos I commissioned, the Copland is performed the most. It is
a very popular piece. 165
Copland's Concerto for Clarinet and String Orchestra is
published by Boosey and Hawkes in a version with piano
reduction, and the orchestral parts and score are available for rental from the same agency.

The work is seventeen

minutes in length, and is scored for strings, harp, piano,
and clarinet SOlO.166 The initial radio broadcast premiere
was given by Benny Goodman and the NBC Symphony Orchestra
conducted by Fritz Reiner on November 6, 1950.167

A review

of this performance gave much credit to Goodman's performance, yet was not complimentary of the music;68
The first public performance was given by clarinetist
Ralph McLane with the Philadelphia Orchestra conducted by

164

165
Copland, Ope cit., p. 94-95.

Ibid.

166
Farish, OPe cit., p. 171
167
Skowronski, Review, Woodwind Magazine, 3 November
1950, p. 21.
168

Ibid.
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Eugene Ormandy in late November 24, 1950, in Philadelphia
and then again in New York on November 28, 1950.

A review

of the New York performance by Vincent Persichetti appeared
in Musical Quarterly, April, 1951.

Persichetti praised

McLane's breath control in the opening passages which
" • • • dare the soloist to play precarious high notes without
cracking.

169

Persichetti notes that the opening movement

never has a metronome marking of more than seventy-six, yet
"Only music as simple and beautiful as this satin prelude
could linger so long without the stimulus of opposing
melodic ideas and generating rhythms.

170

Persichetti states that the cadenza, which links the
two movements, has samples of melodic material from both,
in- cluding a " • • • red hot tune • • • " from the second movemente

1 71

Persichetti is less enthusiastic about the second

movement, a rondo.

"The form goes no further than a news-

reel, misspliced with retakes."

172

Persichetti wanted more

formal development in the second movement, and objected to
the ~ercussive effects of " • • • slapping of bass and smacking of harp • • • " used as pseudo-percussion.

173
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Persichetti,

OPe
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cit., p. 260.
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Ibid.

Ibid., p. 261.
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Ibid., p. 262.
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During 1951, Copland's Clarinet Concerto was also
performed in England and

Germany.17~

The work was used as

the musical basis for the ballet The Pied Piper, which was
produced during the year 1951.
Extended discussion and analysis of Copland's Concerto
is included in a document prepared by Bruce Bullock in
conjunction with a lecture recital. 175
Derivations for Clarinet and Band by Morton Gould
A questionnaire was sent to Gould regarding the origins
of Derivations

and other information pertinent to Goodman

and his commissions.

A summary of Gould's response to ques-

tions concerning Derivations follows:

In response to a

commission from Goodman, Gould composed Derivations.

Gould

mentions that "He (Goodman) apparently liked my music, and
felt my kind of creativity might produce something pleasing
to him." 176 Initial composition took place over a period of
time, but Gould concentrated on "finalizing the sketches and
orchestration during November, 1955."

Gould cannot recall

174
Larry Maxey, "The Copland Clarinet C'Jncerto," The
Clarinet, 13.1, Summer 1985, pp. 28-32.
175
Lloyd Bruce Bullock, document, Aaron Copland.
176
Statement by Morton Gould, composer, Questionnaire,
2 September 1990.
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any specific constraints on the composition of the work;
however, he was interested in composing something for
Goodman and his dance band.

Goodman agreed to the idea.

Gould states:
I set out to do a classically structured and disciplined piece using the jazz vernacular - the
title pretty much says it all - and (the) work I
think also reflects the 'Benny Goodman Sound' which influenced me. 177
Liner notes from the Columbia recording reveal further
information about Gould's intent:
Derivations is very much like a modern-day
concerto grosso. Often, the clarinet solo, in
company with trumpet and trombone, is pitted in
competition of ideas against the main band. I
have attempted through a manipulation of patterns
to give the whole a feeling of improvisation, but
in reality the work is architecturally traditional, even classically formal in proceedure. 178
The initial reading of the work took place in the ballroom of a hotel.

Goodman was pleased by the work, but the

band had difficulty performing the accompaniment, since they

"

.were not schooled in reading what they could so easily

improvise."179 For similar reasons, first attempts at

177
Gould,

OPe

cit., 2 September 1990.

178
Edward Cole, Meeting at the Summit, Notes from liner
of sound recording, Columbia, MS 6805, Quotation of Gould.
179
Gould,

OPe

cit., 2 September 1990.

80
recording the work were not acceptable to Goodman and were
not released.

Gould relates that after a number of years,

an excellent band of "schooled musicians" recorded the work
for CBS records.

This version was released. 1Bo

Derivations was premiered on 14 July 1956, at the
Carter Baron Amphitheatre in Washington, D.C. by Goodman and
a band conducted by Gould.

1Bl

A revised version of

Derivations without saxophones was prepared by Gould for the
winds of the pit orchestra of the New York City Ballet.1B2
This revision was used as the music for George Balanchine's
Clarinade, premiered by the New York City Ballet on April
29, 1964.

Benny Goodman was the clarinetist for this per-

formance.

The New York Times states:

"Mr. Balanchine, who

is nothing if not musical, has listened carefully to the
distortions and dissonances of "Derivations" and has mirrored them somewhat in his dances."

lB3

In 1973, Eliot Field used Derivations as the music

180
Cole,

OPe

cit., Notes.

181
Ed Matthew, Promotion Associate, G. Schirmer,
Statement in Letter "To John Snavely," 28 February 1991.
182
Statement by Morton Gould, Telephone interview, 9
February 1991.
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Allen Hugh~s, "Ballet: 'Clarinade' by Balanchine,"
New York Times, 30 April 1964, p. 29.
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for his ballet

~.18lt

Derivations is a work comprised of four movements.

The

original version mentioned above is for clarinet and band
consisting of saxophones, trumpets, trombones, bass, piano,
and percussion. 18S

Performance time is 17'30".

A version

with piano reduction of the jazz band accompaniment is
published by G&C Music Corporation, Chappell & Company, Inc.
Movement I, "Warm Up," begins with a three note syncopated "riff" in the clarinet echoed by the band, which is
then expanded into longer patterns in various permutations.
Several sections of counterpoint between solo and band are
followed by solo accompanied by swing patterns.
Example 30.

measures 1-3, clarinet in "Bb," riff
figure expanded, Movement I, Gould's
Derivations

ill With unhurried movement

pte

in Easy 2 (; ,,88) or Brisk 4
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Derivations by Morton Gould
Copyright (c) 1956 (Renewed) G. Schirmer, Inc.
International Copyright Secured. All Rights Reserved.
Used by Permission
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A contrasting section features the clarinet playing a
longer, more lyrical melody, while the band continues accompaniment with the "riff" figure.

The movement ends with a

written clarinet solo which is meant to give the impression
of improvisation.
Example 31.

measures 124-127, clarinet in "Bb,"
written out improvisatory, Movement
I, Gould's Derivations

Derivations by Morton Gould
Copyright (c) 1956 (Renewed) G. Schirmer, Inc.
International Copyright Secured. All Rights Reserved.
Used by Permission
Movement II, "Contrapuntal Blues," features instruments
weaving in and out in a loose contrapuntal fabric, which
gives the impression of music played by a tired band at an
after-hours bar.

The music has a distinct blues feel, and

the use of a number of "blues tones" in the scalar and harmonic content creates a collage of sound which drifts in and
out of the realm of traditional harmony.
hundred nine to one hundred

sev~nteen,

From measures one

the clarinet plays a

part marked "freely," another example of a written-out part
intended to sound like an improvised solo.

83
Example 32.
r:7il

UJl; freely

.

measures 111-113, clarinet in "Bb,"
improvisatory figure, Movement II,
Gould's Derivations.
.

_-~-=-.:----=--_

4W~ Qi.f'r]tffr ffJu ~JJ'}jjJ~1
Copyright (c) 1956 (Renewed) G. Schirmer, Inc.
International Copyright Secured. All Rights Reserved.
Used by Permission

Movement III, "Rag," " • • • represents a stylization of
a Twenties period idea, a nostalgic, rhythmically asymmetric
evocation of ragtime."
Example 33.

186

measures at A, clarinet in "Bb,"
nostalgic ragtime ev~cation, Movement
III, Gould's Derivations.

if r

PSlmpiy

Derivations by Morton Gould
Copyright (c) 1956 (Renewed) G. Schirmer, Inc.
International Copyright Secured. All Rights Reserved.
Used by Permission
An accompaniment in straight eighth notes supports the
angular melodies of clarinet and other instruments from the
band.

The harmony is traditional in the sense of dominant

and tonic relations, yet the music modulates frequently.
The musical effect is "ragtime" with increased harmonic

186
Cole,

OPe

cit., MS 6805.
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activity.
Movement IV, "Rideout," is a fast-paced imitation of
the Goodman style of jazz, complete with solos traded between vibraphone and clarinet.

Harmony at the beginning of

the movement is pervaded by the minor and diminished qualities of "cool jazz."
Example 34.

measures 18-20, clarinet in "Bb,"
cool jazz style, Movement IV, Gould's
Derivations.

,.ifn uP ~ 1atr r[ r11 ,-66 E'
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Derivations by Morton Gould
Copyright (c) 1956 (Renewed) G. Schirmer, Inc.
International Copyright Secured. All Rights Reserved.
Used by Permission
The harmonic context of the ending section (measures two
hundred fourteen to two hundred forty-nine) is major in the
style of 1930's big bands.

The rhythm of fast swing sup-

ports idiomatic Goodman-derived clarinet solos.

The drum

set is given a solo in the middle of the movement, followed
by the ending in which Gould's compositional style is
subordinate to pure Goodman swing.

85

Example 35.

measures 235-239, clarinet in "Bb,"
pure Goodman swing, Movement IV,
Gould's Derivations.
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Concerto for Clarinet, Cello, and Orchestra by Alan Shawn
The following work, bearing the inscription "for Benny
Goodman," was commissioned by Goodman, although terms of the
commission were not formally negotiated.

This history of

the Concerto for Clarinet, Cello and Orchestra was transcribed during a telephone interview of composer Allen
Shawn;87 Approximately ten years ago, (1980), Shawn met
Goodman through a mutual friend during 1981.

Shawn sent

Goodman representative samples of his musical works, some of
which are described as being influenced by jazz.

Goodman

liked the works, and suggested that Shawn write a concerto
for clarinet, cello, and orchestra to be played by Goodman
and cellist Nathanial Rosen.
played chamber music together.

Shawn, Goodman, and Rosen then
Shawn proceeded to write a

twenty-five minute work for clarinet, cello, and orchestra,

187
Shawn,

OPe

cit., 26 March 1991.

86
and the three artists read the first, second, and part of
the third movements with the composer playing the orchestral
parts on piano.

Rosen loved the work, but Goodman's

response was ambivalent.
Shawn stated:
Benny was an incredible sight reader. This is a
complicated piece, and he sounded fantastic, yet I
think Benny needed a lot of encouragement to
tackle a new piece. 1S8
Shawn did not know Goodman's reaction to the fact that
this work had a jazz side, yet was not jazz.

Goodman phoned

sometime later and told Shawn that he didn't want to become
further involved in the project.
Shawn asked for payment.

During this conversation,

Terms had not been negotiated, yet

Goodman agreed to pay Shawn $1000 for the work.

Shawn com-

pleted the work during 1983. 189
At this writing, the orchestral parts have not been
transcribed from the score, and the work has not had a formal premiere.

Shawn wrote a revised and shortened version

of the work for clarinet, cello, and piano.

Shawn's Trio

for Clarinet. Cello, and Piano was completed in August 1984,
and was premiered at Bennington College on 27 April

188
Shawn,

OPe

cit., 26 Mar. 1991.

189
Ibid., Feb. 1991.
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1988, where Shawn is a faculty member.

The work was per-

formed by clarinetist Claudia Friedlander, cellist Maxine
Neuman, and pianist Allen Shawn.

According to Shawn, this

premiere at a student concert was greeted with enthusiasm.
A facsimile of the trio version of this work is available
through Gun Mar publishers; Newton Center, Massachusetts!90
Allen Shawn states that the three movements of his
concerto are thematically unified by material related to
jazz music, and to the compositional styles of Copland,
Gershwin, and Stravinsky.
statement of

Shawn mentions that the opening

Movement I "locks like, but doesn't sound

like" the opening of Stravinsky's Symphony of Psalms. 191
Example 36.

measure 1, piano, theme visually similar
to opening of Stravinsky's Symphony of
Psalms, Movement I, Shawn's Concerto.
J:.Il.b .

Concerto for Clarient, Cello & Orchestra.
Copyright Galexy Music Corp.
Copied with Permission of E.C. Schirmer,
Boston. ALL Rights Reserved.
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Shawn, Ope cit., 27 March 1991.
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Shawn further states that the music is partially related to or inspired by jazz, and the scalar material is at
times related to the "blues" scale.

Shawn "doesn't think in

terms of jazz and non jazz, and makes no attempt to edit out
background listening to jazz, although the rhythmic sense of
this work is closer to traditional music."192
The orchestration for Shawn's Concerto is as follows:
flutes one and two, oboe, bass clarinet doubling tenor saxophone, bassoons one and two, horn, trumpets one and two,
trombones one and two, piano, percussion, solo clarinet and
solo cello, violins one and two, viola, cello, and bass.
Although the orchestral parts are not written out at this
time, the orchestral score may be rented from Galexy Music
Corp., c/o E. C. Schirmer.
Shawn describes the first movement of his Concerto as
being in traditional "A B A" form, although not exactly in
sonata form.

The development section is replaced by a

lyrical "B" section.

The movement contains two hundred

sixty-three measures of mixed meter, and begins with a slow
introduction.

192
Shawn,

OPe

cit., 27 March 1991.
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Example 37.

measures 8-11, clarinet in "Bb," slow
introduction theme, Movement I, Shawn's
Concerto.

Concerto for Clarinet, Cello & Orchestra.
Copyright Galexy Music Corp.
Copied with Permission of E. C. Schirmer,
Boston. ALL Rights Reserved
The first thematic material, in the opinion of this
writer, has a strong relation to the concert music of George
Gershwin and has "the New York sound," which is a highly
refined blend of virtouso writing containing the best elements of European and American classical and popular music.
Example 38.

measures 38-39, clarinet in "Bb,"
syncopated solo line, Movement I, Shawn's
Concerto.

\c

1
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Concerto for Clarinet, Cello & Orchestra
Copyright Galexy Music Corp.
Copied with Permission of E. C. Schirmer,
Boston. ALL Rights Reserved.
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A softer, rhythmically, relaxed "B" section contains
lyrical material, contrasting the musical energy of the "A"
section.
Example 39.

measures 147-149, clarinet in "Bb," "B"
thematic material, Movement I, Shawn's
Concerto.

Concerto for Clarinet, Cello & Orchestra.
Copyright Galexy Music Corp.
Copied with Permission of E. C. Schirmer.
Boston. ALL Rights Reserved.
Movement II, "Lullaby," is described as being in song
form.

After a subdued, yet harmonically gripping orchestral

introduction, the clarinet and cello alternate rocking
duplet and triplet figures in an emotive duet.

This

material is related to "A" section melody of Movement III.
Example 40.

measures 14-15, clarinet in "Bb," lyrical
clarinet theme, Movement II, Shawn's
Concerto.

Concerto for Clarinet, Cello & Orchestra.
Copyright Galexy Music Corp.
Copied with Permission of E. C. Schirmer.
Boston. ALL Rights Reserved.
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The "B" section contains a melody which is reminiscent
of the "A" theme of the first movement.
Example 41.

measures 62-63, clarinet in "Bb," theme
related to first movement, Movement II,
Shawn's Concerto.

Concerto for Clarinet, Cello & Orchestra.
Copyright Galexy Music Corp.
Copied with Permission of E. C. Schirmer.
Boston. ALL Rights Reserved.
Movement II ends with an extended cadenza for clarinet and
cello, with occasional orchestral interludes.

The cadenza

sythesizes material from both sections of Movement II.
Movement III begins with development of material
derived from Movement I (see example 38).
Example 42.

measures 2-3, clarinet in "Bb," "A" theme
derived from Movement II, Movement III,
Shawn's Concerto.

92
The frantic tempo of Movement III (quarter note equals
one hundred fifty-two) and syncopated rhythmic figures showcase the technical skills of soloists and accompanist.
Example 43.

measures 72-73, clarinet in "Bb,"
technically flashy passage, Movement III,
Shawn's Concerto.

Concerto for Clarinet, Cello & Orchestra.
Copyright Galexy Music Corp.
Copied with Permission of E. C. Schirmer.
Boston. ALL Rights Reserved.
The final section of Movement III is, introduced by the
clarinet and cello playing rhythmically stratified scalar
passages in contrary motion.
Example 44.

measures 175-176, clarinet in "Bb," and
cello, rhythmically stratified figure in
contrary motion, Movement III, Shawn's
Concerto.

=

\

Concerto for Clarinet, Cello & Orchestra.
Copyright Galexy Music Corp.
Copied with Permission of E. C. Schirmer.
Boston. ALL Rights Reserved.
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The concluding tutti portion of Shawn's Concerto synthesizes motives from each movement into a brilliant and
colorful cosmos of sound.
combined:

Two

th~mes

from Movement I are

the cello plays the "A" theme while the clarinet

plays the "B" theme.
Shawn is planning to record the trio version of this
work during the summer of 1991 for the Opus One label.
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Chapter 4
CONCLUSIONS
Morton Gould, a personal friend of Goodman, provides
insight into Goodman's opinion of the works he commissioned:
Benny could blow "hot or cold" - not as a performer - but in his attitudes toward a particular
interpretation, or piece of music - including the
ones he had commissioned, or encouraged. In some
cases, he would moderate his initial enthusiasm
and begin to question - and then perhaps sometime
later reverse himself and go back to his original
"positive" feelings about the work. I remember
urging him to do the Hindemith, as an example, and
his ambivelance. This was typical - but once he
was in his "positive" mood toward the work he
"went for broke" and would delineate and light up
the work with the rare qualities that only great
artists have. Over the years I would find myself
reassuring him re[garding] the virtues in the
Hindemith, Copland, et. ale - • • • I remember him
saying to me, not too soon before he died 'say,
you know - those Derivations of yours - not too
bad - not too bad- really very good!' It is
important to remember however, that he was most
critical and skeptical of himself - he knew who he
was - but was always questioning!193
Determining the artistic or aesthetic value of music is
a subjective venture.

What may be more easily determined is

the reception of musical works.

Reviews of early

performances of Goodman's commissions have been cited

193
Morton Gould, Derivations for Clarinet and Band
(piano reduction), G & C Music Corporation and Chappell &
Co., Inc., 1956 & 1974.
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in Chapter Three of this manuscript, but evidence of a
work's popularity may be found in numbers of performances
and existing recordings.

I will, therefore, examine

frequency of performance of the concerti by citing number of
rentals of the musical score, cite currently released
recordings of Goodman's commissions and include comments
from several artist-clarinetists regarding the significance
of these commissions.
Bart6k's Contrasts
Initial reviews of the Goodman-Szigeti-Bartok recording of Bart6k's Contrasts were mixed in their reception of
the work.

Colin McPhee states:

This is certainly one of that composer's important
works. • •• At the same time it presents for this
listener the typical contradictory qualities found
in most of Bart6k. ••• His form is as ingenious
and perfect as a bird-cage made by a Chinese
craftsman. ••• It seems keyed at too high a
pitch; there is too much tension. ••• In
Contrasts there is much we can admire, but are
baffled rather than moved after hearing it.19~
Clarinetist Mitchell Lurie states of Contrasts:
"I think it's one of our happiest great works in
the whole literature. It's a colossus in chamber
music. With three players who really pour
themselves into the music, it's a marvelous
occasion. Thank goodness we have it. 195
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Colin McPhee, Modern Music, Review, NovemberDecember, 1949. p. unk.
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Eric Simon and Keith Wilson agree that Contrasts is a major
work in chamber repertoire. 196 Contrasts is currently
available in seven recorded versions performed by a number
of internationally recognized artists, including:

Berkes,

Szenthely and Kocsis (Hungariton); Damiens, Lebizes and
Amard (Adda); Drucker, Mann and Hambro (Bartok); Goodman,
Szigeti and Bartok (CBS); Shifrin, Ik-Hwan Bae and Doppmann
(Delos); Shifrin, Luca and Schoenfield (Elektra/Noresuch);
and Stoltzman, Stoltzman, and Goode (RCA).197
Milhaud's Concerto
Mitchell Lurie states of Milhaud Concerto:

"The

Milhaud is a good work, and if it were published with the
cuts I made it would be played more often."1ge Keith Wilson,
professor of clarinet (emeritus) at Yale University relates:
"The Milhaud is not a good work, and it has been played only
.a few times." 199

Neither Eric Simon nor Benny Goodman

196
Simon, OPe cit., September 1990; and Keith Wilson,
Telephone Interview, 12 October 1990.
197
Opus, Schwann Publications, Fall 1990.
198
Lurie,
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cit., Questionnaire

199
Statement by Keith Wilson, Professor of clarinet,
personal telephone interview, 10 December 1990.
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valued Milhaud's Concerto.

Eric Simon states:

"Milhaud

wrote terribly fast, so I also have to say that the Concerto is not one of Milhaud's best works, and Benny never
played it.
The score and orchestral parts for Milhaud's Concerto
for Clarinet and Orchestra have been rented nine times since
1978.

The most recent rental has been to the University of

Minnesota in 1989.

Other rentals (by country) were to Great

Britain (BBC for purpose of recording, 1988); (location
unknown 1987), Australia (1985); Germany (1985);
Metropolitan State College (1982); ~RS Symphony, Vienna
(1982); France (1979); Hungarian Foundation (1978).
John Laughton, D.M.A., University of Iowa, completed
the document A COMPREHENSIVE PERFORMANCE PROJECT IN CLARINET
LITERATURE WITH AN ESSAY ON THE WOODWIND MUSIC OF DARIUS
MILHAUD in 1980, which includes a catalogue end description
of musical works written by Milhaud which include the
clarinet.
Robert Petrella, D.M.A., includes extensive discussion

200
Simon, Ope cit., September 1990.
201
Statement by Judith Ilika, Publicity Representative,
Elkan-Vogel, Telephone Interview, 12 February 1991.
202

John Laughton, D.M.A., Dissertation Abstracts
International, 1980, p. 14.
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of Milhaud's Concerto in his dissertation, THE SOLO AND
CHAMBER MUSIC FOR CLARINET BY DARIUS MILHAUD, completed at
the University of Maryland in 1979.

Chapter one of

Petrella's dissertation analyzes, compares and contrasts
Milhaud's Concerto and Sonatine for Clarinet and Piano, Ope

100. 203
Nancy MacKenzie, D.M.A., includes discussion and
analysis of Milhaud's Concerto in her dissertation SELECTED
CLARINET SOLO AND CHAMBER MUSIC OF DARIUS MILHAUD, completed
at the University of Wisconsin, Madison in 1984.
states:

MacKenzie

"The clarinet solo and chamber music of Darius

Mi1haud is a significant part of the clarinetist's
repertoire, and it is important for performers to be
familiar with these works."204
Mi1haud's Concerto is available in recorded form on the
Cybelia label in a performance by clarinetist Gabai
accompanied by the Ensemble del Opera orchestra. 2os
Hindemith's Clarinet Concerto
Reviews of Hindemith's Clarinet Concerto are typically marked by unenthusiastic response; however, clarinetist

204

203

MacKenzie, Ope cit. p. 455.
205
Opus, Ope cit., 1990.

Ibid., p. 340
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Keith Wilson (professor emeritus, Yale University) states:
The Hindemith is a great, brilliant piece. The
orchestra part is thick, and the clarinet doesn't
emerge as a brilliant solo part, yet the work is a
major contribution to the clarinet literature of
the 20th century.206
Wilson maintains that Goodman liked the work, and
"begged" to perform it with the New Haven Symphony, but was
turned down.

Wilson and Hindemith were faculty members at

Yale University.207 Goodman did perform Hindemith's Concert~
with the Pittsburgh Symphony Orchestra conducted by Andre
Previn in Heinz Hall on May 3, 1983;°8

This performance,

which was recorded on video cassette by the Westinghouse
Broadcasting and Cable Company and includes an interview of
Goodman by conductor Previn, is to this author's knowledge
the last Goodman performance with a major symphony
orchestra.
George Townsend, Ed.D., completed his dissertation,

!

STYLISTIC AND PERFORMANCE ANALYSIS OF THE CLARINET MUSIC OF
PAUL HINDEMITH, at the University of Illinois in 1967.
Hindemith's Concerto is one of five major works chosen,

206
Wilson,

OPe

cit., 12 October 1990.

Wilson,

OPe

cit. 12 October 1990.

Connor,

OPe

cit., pp. 306-307.

207
208

100
from a list of eighteen, for a detailed stylistic and
performance analysis.209

This document states the history of

and critical reaction to each of the five works, and ineludes 8nalysis employing Hindemith's own form of harmonic
analysis.
According to computer records at European American
Music, Hindemith's Concerto has been rented twice since
1985:

once by the Philharmonic Orchestra of Florida and

once by the Greensboro Symphony Orchestra.
were during 1985.

Both rentals

210

Hindemith's Concerto is currently available in recorded
form in a performance by clarinetist Pieterson with the
Royal Concertgebeau Orchestra conducted by Kondrashin. 211
Copland's Clarinet Concerto
Copland says of his Clarinet Concerto:

".

. .after

a

somewhat inauspicious send-off, it has become one of my most

209
Townsend,

OPe

cit., p. 9.

210
Carol Metzker, Promotion and Administration
Department, European American Music, "To John Sanve1y,"
Letter, 20 February 1991.
211
Opus,

OPe

cit., V. 1 #3. 1990.
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frequently performed works and a standard for clarinetists. ft212
Copland mentions that the work gathered popular and critical
acclaim from the first recording with clarinetist Benny
Goodman,213 which was recorded on November 15, 1950.
Leonard Bernstein wanted to conduct the premiere of the
Clarinet

Conce~

at Tanglewood during the summer of 1951;

however, conductor Koussavitsky would not allow the performance because " • • • Benny and Tanglevood (sic.) do not mix
in his mind;l~Bernstein and the New York Philharmonic toured
Japan during 1970, where clarinetist Stanley Drucker
received numerous curtain calls after performing the work.
Copland~s

Concerto was choreographed for the ballet

Pied Piper by Jerome Robbins, and received a first
performance in New York on December 4, 1951.
recounts:

Copland

"It was well received in New York, Washington,

an d even P ar i s • • • • "215

The audience in Paris reportedly

showed great enthusiasm for the work in " • • • a rare

212
Perlis, Ope cit., p. 96
213
Connor, OPe cit., p. 201
214
Copland and Per1is, OPe cit., pp. 95-96.
215
Ibid., p. 95-96.
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pandemonium of laughter, applause, and bravos."216 The
Concerto also accompanied the ballet Strays choreographed by
Lila York and performed bY,the Connecticut Ballet Theatre on
19 May 1990. 217
Boosey and Hawkes maintains twenty-one sets of the
musical score and orchestral parts for Copland's Clarinet
Concerto in their American rental library.

Library staff

reported that each set has circulated numerous times in the
past five years, and the work has been performed at virtually every major university and with most major symphonies
in the United States!lB
Lloyd Bullock, D.M.A., North Texas State University,
chose to discuss end

~"alize

Copland's Concerto in a

lecture recital and accompaning document;19
Currently, seven recordings of Copland's Concerto are
available, including:

clarinetist Blount with St. Luke's

216
Copland and Perlis,

OPe

cit., p. 97.

217

Boosey & Hawkes, Rental Library, New York City, 19
March 1991, Telephone Interview.
218

Boosey & Hawkes,

OPe

cit., 2

219
Bullock,

OPe

cit., 1979.

Dec~mber

1991.

103
Orchestra (Music Masters); Goodman with Copland conducting
the Columbia Symphony (CBS); clarinetist Gray accompanied by
the Royal Philharmonic Orchestra (Unicorn); clarinetist J.
Hilton with the Scottish National Orchestra (Chandos); D.
Schneider with the Harvard-Radcliffe Orchestra (AFKA),
clarinetist Shifrin with the New York Chamber Symphony
(Angel) and clarinetist Stoltzman with the London Symphony
(RCA)

.220

Gould's Derivations
Gould's Derivations
ballets (Clarinade and

has been the musical score for two

~).

The musical score and parts

have been rented fourteen times during the past three years,
mostly to universities, including:

(1991) California State

University, University of Victoria, and University of
Southern Maine; (1990) Temple University, Southwest Michigan
University, University of Alberta, and Northwest Indiana
Symphony; (1989) Mansfield University and University of New
Mexico; (1988) University of Alabama; (1987) North Shore
Concert Band and University of Miami; (1986) Florida State
University and Temple University.

Derivations is available

in a recording by Goodman and Gould (CBS).221

220
Opus, Ope cit., 1990.

221
Ibid.
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Concluding Statement
Morton Gould comments on the significance of Goodman's
commissions to clarinet repertoire:
I think all the composers who "delivered" on their
commissions contributed works that enriched the
repertory for the clarinet - and reflected a facet
of their character that was an important component
of their musical persona1ity.222
Two of Goodman's commissioned works, Bart6k~s Contrasts
and Copland's Concerto for Clarinet and String Orchestra are
unquestionably embedded in the repertoire of the second half
of the twentieth century as major works for clarinet.
Concertos written for Goodman by Mi1haud and Hindemith have
not attained critical acclaim and popularity in terms of
frequent performance, yet these works are subjects of
scholarly documents and add diversity and artistic depth to
our clarinet repertoire.

Shawn's double Concerto for

Clarinet, Cello, Orchestra deserves a premiere with
orchestra.

The acceptance of this work is unknown, yet

because of jazz influence, it is stylistically related to
Copland's Concerto.
Mitchell Lurie states:

"I think that Benny's greatest

gifts to us are three works in this order:

Copland's

~oncerto and Barttk's Contrasts sharing the top of the

222
Gould,

OPe

cit., 2 September 1990.
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list, followed by Hindemith's Concerto."

223

Although Keith

Wilson had initial misgivings about Copland's Concerto, he
~

now ranks this work along with Bartok's Contrasts and
Hindemith's Concerto as major works in the clarinet
literature.

224

Gould's Derivations, which achieved a certain degree of
acceptance as a ballet score, brings the sparkle of
Goodman's jazz playing to a classically structured work
accompanied by jazz band or pit wind section.
Other works inspired and commissioned by Goodman, such
as the Double Concerto by Ingolf Dahl, which has been lost,
may be rediscovered.
Be~ny

Goodman sought recognized composers of his time

for his commissions of new works for clarinet.

/

/

Bela Bartok,

Aaron Copland, Morton Gould, Paul Hindemith, Darius Milhaud,
and Allen Shawn regarded Goodman as a concert artist in both
jazz and classical traditions, and enthusiastically accepted
his commissions.

It is clear that all of these the works

commissioned by Benny Goodman from these noted composers are
considered valuable additions to clarinet repertoire;
several aregerformed by acclaimed clarinetists worldwide,

223

Lurie,

OPe

cit., 9 September 1990.

224

Wilson,

OPe

cit., 12 October 1990.
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and have received favorable critical and public acclaim.
may be said with certainty that works

coru~issioned

It

by Benny

Goodman are important contributions to clarinet repertoire,
and are significant to clarinetists of the twentiethcentury.
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