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INTRODUCTION

This paper is written ass an snalysis of the
musical form and interpretation of five trumpet
solos that were presented in recital on April 16,
1964. Where it is appropriate the suthor has in-
cluded a short bdlography of the gomposer.

The compositiona presented are listed below:
Concerto for Trumpete~wsewewcewcwYittorio Giannini

Allegro energico

Andante sostenuto

Allegro

lLegepd==-eeccmrermeccrerancesewc-~~Ge0orges Eneaco

Erstes Konzertatuok, Ops lle-=remcvaaa ¥illy Brandt
{FArst Consert Piece)

The Nollow NeNew=wecacneccec-=~sVincent Persiohetti

Largo Al Factotufiercnenomeev-ww=Gloacchino Rossini
From "The Barber of Seville"
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CONCERTO POR TRUMIET«=~VITTORIO GIANNINI

Vittorio Giannini was born éctober 197, 13503,
in Philedelphia. His parents, both native Itallans,
were muslclens; hils father was at one time a well~-
known opere tenor in Itely. At the age of nine
Giannini won 8 scholarship in violin at the Verdi
Conservatory in iilan, and at fourteen composed
his first opera. HKe later won a fellowship to the
Julliard Graduate Sehool where he studied violin
with Hans Letz and composition with Rubin Goldmark.

Glannini's early chsmber music won hip sgeversal
publicetion awards. In 1930 his string quartet won
the Julllard award, and in 1932 he won the 3oclety
for the Fublication of American Music awerd for hie
pleno quintet, A4Also in the year 1932 he won the
grand prize of the imerican Academy in Rome.

In 1934 his opere Lucedla waes successfully
introduced in i'unich. The trustees of the New
York state Theo.dore Rocsevelt lMemorial comsmissioned
hir in 1335 to write a symphoay for the dedicetion
of the memorial. He entitled this composition In

¥emorism. In 1938 his opera The Sosrlet Letter

was preriered in the Hamburg Stete Theatre with

his sister, Dusoline Glannini, in the starring role.
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Gienninl has also written two opsras for radilo,

Beauty and the Beast in 1939 and Blennehasset in

1940. 1In 1946 he was cormissioned by the Nationsl
Association of @ehools cf Muslc to wrlte a Concerto

for Trumpet and Orchestra.

Zince 17933 he has been teaching theory, corpo-
sition and orchestration at the Julliard end Man-
hattan Schcols of rusic.,

In disocussing ocorposition, Glanninl belleves
that anyone oan write music provided he¢ has a
certain amocunt of technical background, but "to
compose one has to walt for inspiration." RHe feels
that 1t is the composer's duty to express himself
with the utmost sincerity witn no thought of wheth-
er it is crizinal and with no desire to meke an
impression by doing startling tiings. *“"Beauty muat
be the ultirate goal of composition. The eomposer's
melody must come to him; he has to wait for it.
Composers who make it a polnt to avold relody in
thelr writing are those who probably coulda't write
one if they wanted to bscause it never comes to
tbem.”l

Concerto for Trumpet by Vittorio Glannini was
commissioned by the Mational Assoclation of Scheols

of Music in 1948. 1Its commissioning was the result

*ﬁwen, David, Aimerican Corpogers Today, H. W.
%ilaon Compaeny, New YOrk, i@ﬁs, page 2
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of a study made by a special committee appointed by
N.A.3.F. to determine the type of rusic belng used
in its member schools by students majoring in wind
instruments. The study shcwed a definite lack of
good literature (that ies literature corperasble to
that used by pleniste, organists, and players of
stringed instruments) for horn, trucpet, and trom-
bone. 1In order to partially alleviate this lack
of good literature for these instruments, N.ia.9.¥.
commiscioned four American oconyposers, anthony
Donato, Robert Sandere, Leo 3owerby, eand ¥Yittorio
Gisnnini, to write either a concertc or a sonsta
for a brass inatrument.

The underlying tonality of the first moverment
ia B~flat rmajor. The harrony is verv chromstic,
and added fourths are often uased slong with the
auperimrposed thirds of the chords. 4 great deal
of use is made of unresolved ssventh and ninth
chords such as in measures eighty-seven through
ninety~two. Very often the implied harmony of the
single 1ins trumpet melody 18 mosewhat dilssimilar
to the aoctual harmony used by the odomposer. An
excellent example of this is found in measures
forty-six to fifty where the trumpet appears to be
firaly plented in the key of C minor, but the har-
mony suggests elther A-flat or E-flat major. (See

example on paze 5.)
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There appsars to be a8 definite outline of
gonata form contslned within the first rovement.
The opening forty~-five measures are an introduction
conteining within it the important themstic neteriasl
used in the roverent. FHeasures one through thir-
teen introduce the principle theme, with bsrs cae
and two being the rost important motive of the

theme. (See example on page 6.)
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Measures fourteen, fifteen, twenty, and twenty-one

introduce a short portion of the second theme which

is later expanded by the trumpet.
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In bar twenty-~seven & very irportant ianversion of

the princirle motive 48 acunded.

The introduotion continues, elaborating alightly
on the principle sudject and the eighth note in-
version, to measure forty~six where the trumpet
enters on the malin thewe., This exposition contin-
ues, with the trumpet steting first the principle
sublecet then its inversion, to measure ninety~five
where & transiticn begins leadlng to the song-like

second theme in measurs ninety~four,

L'.
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The exposition ends with the flpal note of the
second theme in bar one hundred twenty~six where
the development immediately bezins with the plano
working the eighth note inversion of the first
theme. The trumpet enters in bar one hundred
thirty-six with another form of the principle sub~
ject. The devselopment continues using only the
principle subjlect and the eighth note inverslon
for aixty-one messures to bsr one hundred eighty-
seven where the principle theme returas in the
origzinal key as first stated by the trumpet but
this time 1t is heard 1n the piano., The trumpet
sounds the inversion of the principle theme twice
and then continues with the recapitulation in meaa-
ure one hundred ainety-nine. The second zubject
rgturns in the originsl key of B-flat in bsr two
hundred twenty. This moverent eculd, thecretically,
end in measure two hundred sixzty-one with the final
ocadence 1in B-flat major of the second theme, but
instead u coda begins which further develops the
materlal from the principle subject for furty ress-
ures where in bar three hundred one the flrat nove-
rent ends on a cresihing B-flat chord.

The second movement 1la by far the most dissonant
of the entire conserto. This 1a partlielly due to
the slowness of tempo, isndante =mostenuto, whieh

allows the dissonances to sound longer. ‘The basic
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tonality of the movement is G minor. ‘he bass
line, moving in whole notes, stays striotly within
the prominsent notes of the key for the firast twenty-
two measuree. In measures twenty-~three and twenty-
four the basg moves to the aubmedlant, but by meas=
ure twenty-rive it is back to the subdominant.
The flatted supsrtonic is heard in the bass through
bars twenty-six and twenty-seven and the leading
tone of & natural minor is used in bar twenty-uine,
but in the next measure the bLass roves back to the
dominant and from this point until 4tle end of the
rovement the root progressions are either tunle,
subdor:inant, or dorinant oxcept for two measures
of trumpet cadenzu. The moving sixteentd note

igure in the right hand is somewhsat chrormatic
and often rather dissonant with elthar the bass
iine or the solo, but in general 1t also rerains
in the basic tonallty of & minor.

Song form can best descride the structure of

the second moverent. Only one theme 1s used

throughout the entire movarent.
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It is first gtated by the ruted trurpet, then re-
peated by the plano while the trurpet plays an
obbligato above it, ext it is agein steted by the
trarmpet, but this tirpe 1t is not wuted and the
relody 1s plaged an octave lower with othsr slight
alterations. After a measure rest the trumpet
azaln states the thems muted and ian the original
register. Ain important change nmade in thls state-
ment of the theme appears in the sceorpeniwment
where now the figure la the risht hand is derivad

from the priacijle subJect of the {irst rovewrent,
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Two short oadenzes herald.the end of thig the sec~
ond sectizn of the concertd. The first is played
ruted and the second open, ome octave lower thsn
the first. The finsl chord is en interesting one.
The trumpet i1s playing oconcert G and the buss notes

are G and D whlle above the bass & chord bullt on
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fourths frorm B-flat to A enters on the seocond besat

of the measure.
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The harmonic content of the third movement,
while still very chromatic, returns to the basic
tonality of B~flat maj)or. The dissonances are not
as sharp ss they were in the second rovement and
chords containing superimposed fourths are not s
prevalent., Again superimposed thirds, resulting
in meny major seventh ohords, are used tc form the
ma Jority of the harponles.

The form Of this the tirird movement ias defi-
nively rondo. The plano beginz with two measgures
of the rhytamlc asceompaniment that 1s used exten-
sively throushout the entire movement. (3es example
on peze 1l2.) 1In measure three the trumpet enters
on the principle or A theme. (See examples on page

12.) Thia first statement of the principle subjeot
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eontinues untll measure thirty-five where a tran-
sition to the B theme begins. The.seocond theme
enters six measures later and continues tc measure

fifty-eizht where it begins to move bhaok to A.
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In measure seventy~-three the theme returns in the
plano and the tPumpet ploks it up in measure seven-
ty-six. This reatatement of the principle subjeot

i3 done through the use of motives {rcm that sub~
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Ject and not by a statement of the entire theme,
but 1t 1s enough to establish a definite return of
the theme. With slmost no preparation, the third
or C theme enters in measure eighty-six and ocntin-
ues to measure one hundred where a seventeen meas-
ure trensition leads beok to Tempo Primo and the
restatement of the A theme exactly as it appeared
in its initial atatement at the beginning of the

movement,
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after e short transition the B theme returas in the
trumpet, but this time 1t 1s a whole st®p lower
than the first time it was hesrd. The trumpet states
the C theme beginning in reasure cne hundred elghty=-
one this time in the tonic key of B-flat. The code
besing in rmessure one hundred uninety-seven with a
staterent of the princliple subject of the first
moverent. It then moves t0 @& motive tsken from the
third govement and ccntinues with it until the end
of the movement in bar two hundred ninete®n where
it finelly resolves to B-flat mejor.

To close this discussion of the Giannini con-

gerto, the authcr would like to raske a few corrents
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ebout particularly diffieult areas he enocuntered
in performing this work. The over-all problem of
thiis work from the suthor's standpoint was in his
ability to hear the melodic line within the under-
lying harmonio framework. Two spots in partioculap
point out this plhenomencn extrerely well. The
£irst ocours between measures one nundred thirty-

8ix and one hundred forty-~two of the first move-~

ment.
" 4
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In this particular place the trumpet must make

some extremely wide leaps while at the same time
forming some very strong dissonanoces with the plano.
The second instance has to do with the first end
gsecond themes of the third movement. Both of these
melodies contain some very o0dd sounding progreasions

in the trumpet part which the player must mas’®T
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through oountless ::ow repetitions in order to get
them in his "mind's esr." These two themes may
also pressnt the player some technical difficulties
due to the speed et which they must be taken. Un~
fortunetely there ia no ghortout to profiecienoy in
playing these passages. They can only be learned
through sliow and laborious repetition until they
are finelly "under the fingers.” While on the sub~-
ject of technical diffioculties it should also be
mentioned that the trumpet part fron measures one
hundred thirty-eight to one hundred seveanty-four,
and from two hundred seventy-two to two hundred
eighty~eight may present some problems to the play~
er. Although both passages &re relatively the same
rhythmically, the latter will present the B-flat
trumpet with the most difficulties due to several
rather awkward fingering combinations. These prob-
lems would be alleviated somewhat if the player
used a C trumpet, but if this were done the first
passage would present him with difficulties not
incurred by the B-flat instrument.

The second movement does net present any per-
ticular teohnioasl 4difficulties, but rather here
the player is rore concerned with breath control
and ptresing. This movereant in particular involves
immense concentration on the part o$ the player.
He must be keenly alert in order to keep lifs in

the musioal line.
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LEGEND=~GEORGES ENESCO

Georges Enesqo was boran in Dorohoin, Rumania,
on August 19, 1881l. He was recognized as & musioal
prodigy in early childhood. 4t the age of seven he
entered the Vienna Conservatory. Five yearm later
he left the ¢onaervatory after receiving its high-~
est award, the Gesellschaft Xedal: After leaving
Vienna he went to Paris where he studied harmony
and composition with Kassenst, Ged=lge and Faure
and violin with ¥araiok. These men were so impressed
by Znesoo that in 1897 they srranged for him to be
featured in a oconcert of his own gompositions. 1In

1858 his Poms Rumanian was premiered by the Cologne

Orchestra. The year 1899 saw the beginning of his
ocareer as a virtuoso violinist whioh he continued
alrmost until the time of hia death. e was espe-
clally known for his iaterpretation of ¥ozart. In
1900 ke was appointed Court Violinist to the Queen
of Rumania.

Throughout most of his 1life Enesco lived in
Paris, but during bdoth wWorld wars he returned to
his native Rurenie. He was a member of the Rurenian
Academy and a grest patron of Rumanisn music. In
1912 he founded & naticnal prize for young composers

of his native country.
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Enesco hes toursd the United States om three
separate osccasions. Fe first came to this country
in 1923 to appear with the I’hiladelphie Orohestra.
Ee returned in 1946 and 1950 touring the country as
both gonductor and aoloist with such orchestras as
the Wew York Philharmonic, Pittaburg Symphony, and
the Cleveland Orghestrea.

Eneso® expresased bis philosophy of musgle in en
article by him that appesred in the July, 1949 issue
of Egggg,magaﬁlno. The erticle was entitled "Build-
ing ¥usicianship™ and in it he gaid that he believed
music is more than Just a stuéy of notes, and that
it 1s an imporisnt netural form of human expression.
The purpose of muéio. he goea oa, is to expres=s the
instinotive human needa of those who listen., ¥Xo
feels that music must be pleasing to the ear, sand
he says, "The great works of the ages have lived
because they heve been thus pleasling. Works by
Baoh end Handel live because they are still able
to reaoh us and move us.”

In discussing composition Lnessco states thet
one should not deviate too far from whet is pleasing
to the ser, mind, and heart. The composer should
meet chenginz needs with changing and developing

formg, but he should also be sareful how he proceeds.
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As for musicianship ZEnesco sumred up hias
thoughts with the following stetement:

_ nThe goal of musliclanship is that
ultimete and complete penetraticn of the
sua total of muaical expression. This
is true whether one studies for the orig-
inal creation of compoaition or for inter-
pretation. The acguisition of genuine
musiolanahip is the lsbor of a life time
and there is no point at which the 'course’
may be considered complete.m<

¥Musiocologists have had some difficulty &n
classifying ¥nesco's music because it seems that
almost every composition is written in e slightly
different idiom. Whem this fact wes brought to
his attention Enesco said:

"People have been puizled and annoy~
ed becsuse they have been unable to cata~-
logue me and oléssify me in the usual
way. They could not decide exactly what
type of music mine was. It was not Frenoh
after the manner of Debussy, it was nct
exaatly German, they declared. 1In short
while it did not sound outlandish, it d4id
not closely resemble anything familiar;
and people are annoyed when they csnnot
rcally eclassify one,

This I feel sure comes from the fact
that my musical education wes not confined
to one locality. When I was seven years
0ld I was studying in Vienna . . . In
those days, I became deeply inbued with
Wagner and Brehme, and it seems to me
today my works show & sombination of
their influence . . . After years of study
in Vienna 1 ocame to Paris . . . where
« « o« I naturally ebsorbed French irfluences

<Bnesco, veorges, "Buildins Musiclenship®,
Etude, Volume 63, July, 1949, page 40l.
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to e certain extent, whieh, combined with

the Cerman gsve a further oharscter to

nwy writing.”

It is possidble, however, to classify his work
to pome extent. In general his earlier works suoh

as the First Symphony ere somewhat Romantic in

character and show & strong Brahmsian influence.
Later works such as his orchestral Sulte No, 2 ere
in the neoclassic vein while his opera Oedipe and

String Octet are very experimental and freguently

use quartertones, polytonality, changing meter and
polyrhythms. A3 stated esrlier he was & great
patron of Ruzanien musie and he ie best kaown for
works such &8 his Rumenian Rhapsodies that ars
baged on the folk songs of his native lend., His

first Runanian Rhapgedy in A mejor is probably the

most popular and well known of all his gompositions.
Throughout his life Xnesed was known as &
fourfold musioclan: a ocomposer (this 1s what he
wanted to be known as), a virtuoso violinist (he
did not want this title, and often felt that the
violin was a eross he had to bear in order to live},
a oconductor, and a teaoher (Yehudl Menuhin wes his
most famous pupil). He could also play pilano very
well although he never had a lesson on the instru~

ment in his l1ife.

3Tempson. Usoar; Solonimsky, Nicolss, The Inter-
nationsl Cyclopedis of Music and Musicians, Dodd, vead,
and Compsny, in0cC., Binghamton, Hew JOrk, 1952, pace 503.
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When the Russians occupied Rumanie during
world ¥ar IXI they oonfiscated two thirds of his
land and all the royalties he had earned from his
rusic, e returned to Faris at this time end in
¥ay of 1355 he died in poverty.

Like the Glannini concerto, Legend by Enesco
contains some extremely ohromatic harmony. Often,
such as in the two florid melodio passages (measures
twenty to thirty and forty-four to sixty-six), the
tonal center is almost completely destroyed; however,
the three lento seations (measures one to sixteen,
thirty-five to thirty-seven, and sixty-nine to
seventy~seven) ocan be aaid to be in C minor although
the harmony often strayvs gulte far from thls baslc
tonallty.

In analyzine the melodic construetion of this
work the author has found 1t to be based simply on
a large binary song form in the order of ABA-Ba.

The author basesa this statement of uinery form on
the fact that the number of measures of the first
ABA section (thirty) balances out almost exaetly
with the final BA section (twenty-nine; if the
transitions betwesn the sections are disrsgarded.
The figure of @ dotted eighth pote fcllowed by a
sixteenth note or two thirty~seoond notes thet sp-
pears in the first.theme is used several times in

the second or B theme. (3ee sxample on pege 21.)



(21)

=

N -

4

One ¢ould say that the second is almost a variatiocn

of the first, but in reality there is too little

identifisble material from the first theme used in

the second. A more sonservative view would be that

the second theme is partly derived from the rirst.
The mein difficulties of this solo 1lis in

technical mastery of the two similar florid melodies

6 > A

3
*
Ryt

H
3

By TN

and then fitting the solo part in with the many
vearied ¢ross rhythms of the scoompaniment. The
firast florid rmelody (measures twenty to thirty) is
by far the most difficult because it does involve
more Of these cross rhythms and, too, because 1t
lies in a lower runze for the trumpet it demands

the use of more ewkwerd fingering patterns. The

slxty-fourth note run contained 1in measures sixty

to sixty~three proved to be, for this author, one
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of the most difficult places in the solo. In a
passage such ag thia, there is a tendenocy for the
player to finger a note before he sctually meens

to play it; thus cresting a kind of amearing effect.
In order to avoid this problem the player must re-
peat this passage many timea at a slow tempo until
the fingers ars trained and know exactly whem to
move, Not untll such & tirxe has arrived that it

is mastered at a slow tempo should the player be-

gin spesding up to the correct tempo.
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ERSTES KONZERTSTUCK~-~WILLY BRANDT

¥nfortumately et this writing there is little
or no blographlcal information available sbout the
oomposer Willy Brandt., It is known that he has
published at least one set of trumpet etudes and
geveral cormpositions for brass ensembles. Apperently
he lived during the latter Nineteenth and early
Twentieth century, for this editicn of Erstea

Konzertstuck was taken from @& 1910 German reprint.

The solo is in e simple binery form, A-BA,
with an introduction snd a coda added, It begins
in the key of P minor, modulates to C major for
the B section and finally returns to F mipor for
the rsturn of A and the coda. The importancs of
thias solc liles not in its harmoay or form, but
rcther its purpose, which is to show off ths tech-
nical facility of the perforzer. This 18 a very
difficult 30lo end requires sxcellent commasd of
the instrument in order to play it well.

The introduction, with its asweeping arpegglos

and wide lesaps,
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end the code with its rspid triple tonguing passages

willl present the greastest d4iffioculty to the performer,

and oan only be mastered through slow and diligent
practice. The obbligato melody between letters D
and F mey also present some problem eapecislly in
making 1t f£it in with the pisno part, for there is
an almost continuous oross rhythm of three against

two,.
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Ths accompeniment 1ls reletively simple and with
the exception of the previously menticned passage
is not difficult to put with the solo provided the

trumpetl playur has hig part under ocontrol.
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THE HOLLOW KNEN-~VINCENT PERSICHETTI

Like Glannini, Vincent Feraichettl waa alao
born in Philadelphia, though somewhat later. He
began the study of plano in 1920 at the age of
five, harmpony st eight, and oounterpoint et nine.
At eleven he was earning money playing piano in
several local orcheztraa. He feels now that this
early orchestral experience helped him greatly in
his later compositions in this medium. He was also
a student of the orgen and by the age of twelve he
was giving recitals. At fifteen he was appointed
organist and director of the 3t. Marks Reformed
Church in Fhiladelphia. He later held a similar
post at the Aroh Street Presbdyterian Church for
sixteen years.

He received his Bachelors degree from the
Combs College of Music in 1936. In speaking of his
days at Comba he says: "In those days Combs was an
active school with a hundred plese orchestra. I
was asglstant conductor for seversl years, then
regular conductor for two years. In my early teens
I was restricted to writing in styles that did not
g0 paat Debussy. I wrote several voluwes of for-~

bidden muaic of my own: choralss for strings,
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fuzues for woodwinds, dances for brass, and "Passa~
chaconnes™ for orgen. (I was never able to find
out the difference between a passacezlie and e
checonne so I decided to combine the two lato a
title of my own imvention, Peesschaconne.) I was
caught with this forbidden music and thrown out of
all my oclessea. From thers on, my study weas done
privately with the raoulty."“

After leaving Combs he studled conduocting for
two years with Frita Relner. Prom 1339 to 1341 he
held scholerahipas in piano under lMme. Olga Zamaroff
g3tokowaki at the Fhiladelphia Conservatory of Music,
while at the same time he studied composition with
Paul Nordoff. During the summers of 1942 and 1943
he studied with Roy Harris. He recelived his Masters
degree in 1941 end hia Doctorate 1in 1345 from the
Philadelphia Conservatory. ¥rom 1939 to 1942 he
headed the composition department at Combe College.
In 1942 he became head of the composition department
of the Philadelphia Conservatory and in 1947 he be-
came a member of the sompoasition department st
Julliard.

The Hollow Men wes written by Persichetti in

1948, It was originally scored for trumpet end

string orchestra. The plano reduction used in this

4Ewén, David, American Composers Today, H. W.
Wilson Company, New York, 19,9, page 186.
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performance was done by the somposer. Fersichetti

wrote this composition after the poem The Hollow

¥en by T. 8. Bllot. The poem Sitself i1z e mordid
corment about man's temporal existance. It compares
him to a hollow man with a heed atuffed with straw,
and says that although he speaks often he nevey
really says snything. ZEXliot likens life to a desert
where stone irmeges are raised and to which men pray.
Later he mooks religion saying that between Cod and
the reality of life there i1s a shadow and that
people reslly don't know why they go to church.
Persichetti portrsys the hollowness and emptlw
neas of the poem through the use of many open fifths
whish produce & very hollow sound. The futility
of man's existence 13 eluded to by the relodles
which although they riss and fall almost never seem
to climax or go anywhere. At letter ¢ the composer
indicates a slightly fester tempo. In the opinlon
of this asuthor this point corresponds to uownber V
in the poem where the short verse beging: "Here
we -0 rcund the prickly pear.” The work begins
bulldiung fres this point to letter H which is the
bigh pcint of the composition. After H there is a
gradual ohange ln mood back to the open sorrowful
sound of the first measures of the compoasitien.
At letter X the tempo becores slower and the work
ends as does the poem: nNot with a bang dut s

whimper.,"
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There is no direct repetiticn of eny melody
uged in the solo. The unifying fastors are rether
the mood of the melodies snd the use of open fifths
in the harmony. The tonality centers sround the
key of £ major, but due to the lack of thirds in
the chords there are¢ few places where one cssn state
positively what key 1s being used.

Phreeing and endurance present the greatest
problems in this soloc. The open-ness of the har-
mony sand the slowness of the tempo make it imper-
ative that the player be extremely accurate in hle
intonation. The most difficult gsection 1ln this
80lo lles between letters ¥ end G. Here the trumpet
is muted, whloh affects the intonation adversely,

end it must play very high and very softly.

E/...\T,L

In order to achieve the ocorsrect effect from this

dﬂb)

Ll

melody, the player must eéxecute it with no appar-
ent strain., This is not impossible, but it is ex~
tremely difficult. These nine measurss have proven
to be, for this author, oane of the most arducus

spots in this entire recital.
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THE MOLLCW MEN
¥isctah Kurtz~-he dead.
A peany for the Cld Guy

We are the holiow men

We eare the sturffed men

L.eaning together

Headpiece filled with straw. Alags!
Qur dried voices, when

We whisper together

Are guiet and meaningless

A8 wind in dry grass

Or rats' feet over broken glass

In our dry cellar

Shape without form, shade without eolour,
Paralysed force, geature without motion;

Those who have oroased

With direct eyes, to death's other Xingdom
Remember us--if at alle--nct es lost
¥iolent souls, but only

As the hollow men

The stuffed men.

11

Byes I dare not meet in dreams
In death's dream kingdom
These 40 not appear:

There, the eyes sre

Sunlight on & broken golumn
There, i3 a tree swinging

And volces are

In the wind's singing

More distent and more sgolemn
Than a feding ster.

Let me be no nearer

In death's dream kingdom

Let me also wear

3uch deliberste diszulses

Ret's gkin, crowskin, crossed stuves
In a fleld

Behaving es the wind behaves

NO nearer--~

Not that final mesting
In the twilight kingdom
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IIY

This is the dead land

This 1s cactus land

Here the stone images

Are raised, here they receive

The supplication of a desd man's hand
Under the twinkle of a fading star.

Is it like this

In death's other kingdom
Weking elone

At the hour when we are
Trembling with tenderness
Lips that would kiazs

Form prayers to broken stone.

v

The eyes are not here

There are no eyes here

In this valley of dying stars

In this hollow valley

This broken Jaw of our lost kingdoms

In this last of meeting places

#a grope togsther

And avoild apeech

Tathered on this beach of the tumwid river

3izhtless, unless

The eyes reappear

As the perpetual stsasr
¥ultifoliate rose

Of death's twllight kingdom
The hope only

Of empty men.

A4

"Here we go round the srickly pear
Prickly peer prickly pear

Here we go round the prickly near
At five o'clock in the moraing."

Between the idea
And the reality
Between the rotion
And the aoct

Falls the Shadow

"For Thine 1s the ¥Xingdom®
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Between the conception
And the creation
Between the emotion
And the reaponse

Falls the Shadow

vLife 13 very long"

Betwsen the dealre
And the spasm
Between the potency
And the existence
Between the essence
And the descent
Palls the Shadow

sfor Thine is the Xingdon»

Por Thine ias
Life 18
¥or Thine is the

"This is the way the world ends
This 1s the way the world ends
This 1s the way the world ends
Not with a bang but a whimper.n®
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LARGO AL FACTOTUM=-~GICACCHINO RHO3SINI
Transcribed by Bert Sullivan

3inoe blogrephlical informetion about Gioacchinoc
Rossinl 13 ebundant, it seems uanecessary to include
a blography of him ian & paper of this type. a few
pertinent facts that should ba meationed ars the
dates of his lirfe, 1792-1868, and that the opera
Barber of sevills rfrom which this sclo waa tran=-
gcribed was writtesn in 1316,

Largo Al Factotum was chosen as the final
number on this recital for two basic reasons. First,
it 1s light and fleshy and is s good contrast to

The Hollow ¥en which preocsdes it. JSecond, while

it is somewhat technloally demandinz, 1t does not
require any great raage or eadurance to pluy it.
The plano part, however, ls ratier difflcult.
The many repeatsd notes and grade notses rake 10
almost lizpossible to play at the corrsct tempo.
it i8 permissidle for the planist vo eliminate sorme
of the grece notes and delete scre <f the chords ia
order to facllitate greater speed, but often even
thie 1a impossible and a slowsr spead will have to
be maintalned.
In playing this solo the author has felt it

his right to take sore liberty in interpretation
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and deviate more than slightly from what 1s written
on the printed page. The type and places of the
changes made are leglitimate interpretations of this
s80lo as 1t i1e done in the context of the opera.

The author presents tha fcllowing recorded examples
of this golo to further strengthen his 1l:ht to
interpret the svlo as he has:

1. The Barber of Seville (complete opers)

o Gobbl, baritone
Angel Album 35596/L

2. g%%oggzgar’ggh%cvgéia (highlights)

RCA Victor, L¥1826
> Robert PerFIT: terttons

RCA Viector, LM2086
v g&%ﬁ%&giéﬁgggI?%%Eégﬁhpet soloist

RCA Yictor, LM1906

In each of the above examples the performer
took eertsin liberties in interpretation. They all
ocourred in the same points in the music and each
performer's interpretation was different. This
author has patterned his interpretation after thet
of ¥r. Ghitalla, sclo trumpet of the 3oston Symphony
Orchestra.

The changes that have been made are as follows:
In all cases the first line of the exarple 1s the
music as it originally appeared and the second line

is how 1t wag played.
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Bars sixty~four to sixty=-seven and one hundred

sixty to one hundred sixty~two.
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A drastioc reduction in tempo 43 made beginning
with the plano pick up notes to measure one
hundred forty and ocuntinuing to measure one
hundred fifty-one where the originsl tempc is
resumed. A measure 1s inserted between bdsrs
one hundred fifty-four end one hundred fifty-
five in order to complete the & major arpegzio
begun in messure one hundred fifty-one. #For
some unexplainable reason this measure has
been left out of the Boosey and Hawkes edition
of this solo. $Since several changes are made
within thils one section (bars one hundred
thirty~nine to one hundred fifty-five) the
author feels that a complete illustration ia
in order. (See example on page 35.)
In measures one hundred elghty-eight to one
hundred ninety the slurs on the first two notes
of each measure are eliminated and the passage

is triple tongued. (See example on page 35.)
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In measures one hundred ninety-three to one
hundred ninety-six each group of three eighth

notes 1s slurred to facilitate greeter speed.

e s R e E R E e E
= =S
accel.

—_——
{—H—

.g)

6. A pause is made between the first and seeond

7.

beats of measure one hundred ninety-six. The
coda~1like gecticn that begins here is started
very slowly snd accelereted to bar two hundred
one where a steady tempo is malntalned to the
end of the solc. Thae player should have gained
sufficient speed by measure one hundred ninety-
eizht to begin triple tonguing.

The final note of the trumpet solo should be
held to the end of the work.
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