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CHAPTER 1 
 

INTRODUCTION 
 

Purpose of Study 
 

 William Lovelock’s (1899-1986) Concerto for Trumpet and Orchestra is largely 

unknown to the majority of trumpet performers.  Players who do know Lovelock’s Concerto 

recognize the piece as extremely challenging, for example, by its extreme range covering from 

B-flat3 to E-flat6.1  The extended and technically challenging cadenza of the third movement 

also confirms the difficulty of the piece.  (See Figures 37 and 38 in Chapter 5)  Lovelock wrote, 

“it is designed largely as a virtuoso work, to display as many aspects as possible of the soloist’s 

technique…”2  Because of its difficulty, this piece is one of the more under-performed works in 

trumpet literature.  The difficulties include, besides the extreme range, a lack of included rests, 

especially between changes of character, fast technical figures of the first and third movements, 

and extended lyrical sections in all of the movements. 

 The purpose of this dissertation is to show the performer how William Lovelock 

integrated certain fundamental ideas into the composition and then to explain these ideas to the 

performer to aid in performance.  Included will be a discussion of Lovelock's compositional 

techniques and his use of form.  The piece contains a number of nuances of which the performer 

needs to be aware to make this difficult piece more approachable.  The performer will then be 

able to use this information to make a more informed decision about approaching the work.  

Examples of these nuances include Lovelock’s use of dynamics, the changes in character from 

phrase to phrase, and his connection of these changes within a larger framework.  Lovelock’s use 

                                                 
1 The Scientific numbering system for notation is used in this paper. 
2 Graeme Skinner, “Lovelock—Concerto for Trumpet and Orchestra (1986)” in liner notes to Trumpet Concertos, 
Geoffrey Payne, trumpet; Melbourne Symphony Orchestra; John Hopkins, cond., ABC Classics, 8.770017, 1990. 
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of these changes will be explored through examination of his manipulation and development of 

rhythmic, melodic, harmonic, and textural elements.  This dissertation will show these nuances 

to be of paramount importance to the concerto.  When the performer understands and uses these 

nuances the work becomes more approachable and elevates it to the highest musical order 

instead of just being a difficult showpiece.  Considering the lack of performances of this work, 

there is a need for analysis to bring the piece more recognition in the trumpet repertoire. 

 

Background and Significance 

Lovelock composed the Concerto in 1968 in Australia while he was a music critic for the 

Brisbane Courier Mail and an adjudicator and examiner for the Australian Music Examinations 

Board and Trinity College.  John Robertson first recorded Lovelock’s Concerto in 1969 with the 

Sydney Symphony Orchestra conducted by Joseph Post.  The Australian Performing Rights 

Association commissioned the piece for John Robertson to record.3  Lovelock states that he did 

not concern himself with technical demands because John Robertson’s virtuosic technique was 

sufficient to overcome these difficulties.4 

The piece is romantic in style as Lovelock considered himself a romantic and believed 

that “one of the most important functions of music is to provide entertainment rather than cold-

blooded intellectual abstractions.”5  Romanticism is an extension of Classicism but with  a 

change in the importance of various gestures in music.  The largest change was with composers 

experimentation with dissonances and chromaticism away from common practice tonality.  

                                                 
3 Skinner, liner notes to Trumpet Concertos. 
4 Jacket Notes from New Concertos for Trumpet by Raymond Hanson – William Lovelock, John Robertson, trumpet; 
The Sydney Symphony Orchestra; Joseph Post, cond., Victrola Stereo Records, VICS-1437, 1969. 
5 Margaret Seares, “Australian Music: A Widening Perspective,” in Australian Composition in the Twentieth 
Century.  ed. Frank Callaway and David Tunley (Melbourne:  Oxford University Press, 1978), p. 228. 
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Lovelock shows the harmonic aspects of Romanticism by his extensive usage of seventh and 

ninth chords throughout the concerto.  There was also more of an emphasis on long flowing 

melodies.  The classical forms were also stretched or shortened depending on the piece.6  The 

forms and compositional techniques are traditional in nature but the harmonic progression is very 

romantic.  Lovelock’s focus on the entertainment value in music creates a paradox for 

performers by the technical demands the he places upon them. 

 

State of Research 

 Some of the materials available for study of William Lovelock’s Concerto for Trumpet 

and Orchestra include the full orchestral score, and a piano reduction, both published by Peer 

Music.7  There are only two recordings available as listed in the bibliography.  Geoffrey Payne’s 

Trumpet Concertos is no longer in print and is now in release as part of a two disc set titled 

Great Trumpet Concertos. 

 A limited amount of research has been done on William Lovelock’s Concerto for 

Trumpet and Orchestra, none of it extensively dealing with the music, but giving broad strokes 

of information.  Sources that briefly discuss the piece are the notes with Geoffrey Payne’s CD 

Trumpet Concertos, the liner notes to John Robertson’s LP New Concertos for Trumpet, and a 

six-page discussion in a Master of Arts thesis by Nancy Jo Todd titled Background and 

Performance Practices of Selected Trumpet Recital Literature.8  Another source that briefly 

mention his concerto include Twentieth Century Music for Trumpet and Orchestra by Norbert A. 

                                                 
6 Jim Samson, “Romanticism,” Grove Music Online.  (Accessed 11 June, 2008), <http://www.grovemusic.com> 
7 William Lovelock, Concerto for Trumpet and Orchestra, (New York:  Peer Music, 1968). 
8 See Bibliography for more extensive detail on sources. 
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Carnovale and Paul F. Doerksen.9  This source gives basic information including publisher, 

range, tempos, it states the work is late romantic in style, recordings, a difficulty rating, and 

duration.10  There is brief analytical information on Lovelock’s music contained in Margaret 

Seares’ article “Australian Music—A Widening Perspective,” in Australian Composition in the 

Twentieth Century.11   

 The most complete biographical information on Lovelock is Spearritt and Boughen’s 

article “Dr William Lovelock: Aspects of Australian Music in Retrospect.”12  The article is in an 

education journal so the focus is on his contributions to music education and not his 

compositional output, but it does give the most information on his life.  The most extensive 

compositional details on the composer are found in Margaret Seares’ article: “Australian Music: 

A Widening Perspective,” in Australian Composition in the Twentieth Century.13  The 

information contained is in two pages of the chapter and simply gives information on how he fits 

into Australia’s music scene, and a short description of his life and his works.  Although the 

information is helpful, there is no thorough discussion on Lovelock’s life, his output, or any 

theoretical discussion of his pieces.  The previously mentioned thesis by Nancy Jo Todd, the 

liner notes to both recordings, and a Doctor of Arts dissertation by Randall J. Sorensen all add to 

the available biographical and historical information, but there is still a need for more. 

The most extensive discussion by Ms. Todd does not delve into detail since it only 

devotes a paragraph to each movement.  Her discussion relies on the main thematic material and 
                                                 
9 Norbert Carnovale and Paul F. Doerksen, Twentieth Century Music for Trumpet and Orchestra, 2nd ed.  Nashville, 
Tennessee:  The Brass Press, 1994. 
10 Ibid, p. 35-36. 
11 See Bibliography. 
12 Gordon D. Spearritt and P. Mark Boughen, “Dr. William Lovelock:  Aspects of Australian Music in Retrospect,” 
The Australian Journal of Music Education 31 (1982): 39-41. 
13 Margaret Seares, “Australian Music: A Widening Perspective,” in Australian Composition in the Twentieth 
Century.  ed. Frank Callaway and David Tunley (Melbourne:  Oxford University Press, 1978), p. 226-240. 
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the range of the solo trumpet part.  She also focuses primarily on the rhythmic pattern of the first 

movement.14  Her information is valuable and appears to be mostly correct but it is only a survey 

and not a complete analysis of the concerto.  The performance suggestions Todd makes are too 

limited to consider them particularly useful.  She bases her comments on phrasing and range 

almost exclusively.15  However, her pedagogical discussion is lacking as she openly admits to 

taking the E-flat6 down an octave sacrificing Lovelock’s intended dramatic effect.16  This 

dramatic effect occurs immediately before the cadenza and lowering the E-flat6 lessens the effect 

of the chord progression with this climax occurring on a dominant F-flat chord.  There is a great 

need to expand on these performance considerations to help catapult this piece to more 

performances than are currently occurring.  Sorensen’s dissertation contains a chapter titled 

“William Lovelock: Suite for Brass Instruments (1968) contains a brief biographical sketch, and 

a descriptive analysis of Lovelock’s Suite for Brass Instruments, which do prove valuable in the 

analysis of his Concerto for Trumpet and Orchestra.17 

 William Lovelock’s fame was primarily as a pedagogue from his extensive textbook 

publications.  His First Year Harmony, Second Year Harmony, and Third Year Harmony will 

prove to be valuable in the analysis of his concerto in that they bring insights on his concepts on 

his thoughts on music harmony.18   

 

                                                 
14 Nancy Jo Todd, “Background and Performance Practices of Selected Trumpet Recital Literature,” Master of Arts 
thesis, Western State College of Colorado, 1976, p. 3-4. 
15 Ibid, p. 5-6. 
16 Ibid, p. 6. 
17 Randall J Sorensen, “Suite for Brass Instruments (1968) by William Lovelock (1899-1986),” in “Original 
Repertoire for the American Brass Quintet, 1962-1987: A Guide for Performers and Composers,” Doctor of Arts 
dissertation, Ball State University, 1998, p. 54-60. 
18 See Bibliography for information on Lovelock textbooks. 
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Method 

I will discuss all structural forms, primary key areas, and identify all important themes 

and their transformations.  Starting with the first movement, the identification of the primary 

tonal areas help define the form of the movement.  Next, identification and labeling by number 

of the thematic ideas help to define the form of the movement.  Any changes to the themes are 

identified and labeled as such.  Identifying these elements will assist the performer in making the 

piece more approachable and gives a definite hierarchy of how to approach the difficult 

materials.  Lovelock’s usage of rhythm, augmentations, and diminutions, is also discussed.   

The approach in analyzing the second movement is similar to the first.  The movement’s 

primary tonal areas are identified and compared to the first movement.  Any repeated pitch or 

rhythmic materials Lovelock uses between movements are also identified.  The third movement 

is approached in a similar way to the second movement, by first looking at each section 

individually and then relating them to one another and to the work as a whole. 
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CHAPTER 2 

WILLIAM LOVELOCK BIOGRAPHY 

 William Lovelock was born March 13, 1899 in London and died June 26, 1986 in Stour, 

Warwickshire, England.  He was best known as an organist, pianist, composer, and textbook 

author.  His musical studies began with piano lessons at the age of six and organ lessons at 

twelve.19  At the age of sixteen, he won an organ scholarship to the Trinity College of Music in 

London where he studied with C.W. Pearce and Henry Geehl.20  World War I interrupted his 

studies for two years and starting in 1919, he received a scholarship to the University of London 

in organ and graduated with a Bachelor of Music degree in 1922.21  Lovelock later received a 

doctorate in composition from the University of London in 1932.  He served two years in World 

War I in the Royal Artillery (1917-1919) and later served in the Indian Army Ordnance Corps at 

the rank of Major during World War II (1941-1945).22 

 Lovelock’s career included stops in England, India, and Australia.  As an organist, he 

served at St. Clements in Eastcheap from 1919 to 1923.  Next, he also served as Kapellmeister to 

Countess Cowdray from 1923 to 1926.  Then, he served at Good Sheppard church in Carshatton 

from 1928 to 1930.23  In academia Lovelock was a member of the faculty of Trinity College of 

Music in London from 1919 to 1956.  He also served as an examiner in music at the University 

                                                 
19 Randall J. Sorensan, “Suite for Brass Instruments (1968) by William Lovelock (1899-1986),” in “Original 
Repertoire for the American Brass Quintet, 1962-1987: A Guide for Performers and Composers,” Doctor of Arts 
dissertation, Ball State University, 1998, pp. 54. 
20 Warren Bebbington, “Lovelock, William,”  Grove Music Online.  (Accessed 19 May 2008), 
<http://www.grovemusic.com>. 
21 Gordon D. Spearitt and P. Mark Boughen,  “Dr. William Lovelock:  Aspects of Australian Music in Retrospect,” 
The Australian Journal of Music Education Issue 31 (1982): 39-41; see pp. 39. 
22 Gregory Lovelock, “William Lovelock, Represented Composer,” Australian Music Centre, (Accessed 06 October 
2007), <http://www.amcoz.com.au/composers/composer.asp?id=225> 
23 David Simmons, ed., Who’s Who in Music and Musician’s International Directory, (London: Burke’s Peerage 
Limited, 1962), pp. 131. 
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of London from 1935 to 1956 and was the Dean of the Faculty of Music from 1954 to 1956.  

Lovelock moved to Australia in 1956 to accept a position as the first director of the Queensland 

State Conservatorium of Music, a position he resigned in 1959 after only three years.24  His 

traditional approach caused him a considerable amount of frustration in his dealings with the 

Queensland Department of Education, thus causing him to resign the position.25  For the next 

twenty years, Lovelock served as a composer, adjudicator, examiner, textbook publisher, and as 

the chief music critic of the Courier Mail in Brisbane.26  He returned to England in 1981 after the 

death of his wife to be closer to his son. 

 Lovelock was also writing textbooks and composing throughout his life.  He was, 

however, most active during the 1960s and 1970s.  The release of his first music textbook was in 

1934 and many of his textbooks are still in publication today.  (See Chart A-1 in the Appendix 

for a listing of his textbooks.)  While living in Australia, he had many of his compositions 

recorded including his Concerto for Trumpet and Orchestra.  Even though Lovelock is 

considered by many to be an Australian composer he considered himself English when he said, 

“I prefer to feel that I am an English composer who happens to live in Brisbane.”27 

                                                 
24 Lovelock. 
25 Spearitt, pp. 40. 
26 Lovelock. 
27 Chris Gekker, “William Lovelock,” in Suite for Brass, William Lovelock, ii.  Bellingham, Washington:  Medici 
Music Press, 1985. 
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CHAPTER 3 

ANALYSIS OF MOVEMENT I 

The first movement of William Lovelock’s Concerto for Trumpet and Orchestra is in 

sonata form.  The key of the movement is C Major, and it is in 3/4 time.  Lovelock sets the 

tempo at quarter note equals 108 and the label Allegro.   

Lovelock’s use of sonata form contains all of the main sections found in the traditional 

usage.  However, he makes a few modifications inside the sections.  He also includes a short 

introduction and a codetta.  See Figure 1 for an outline of the form of the first movement.   

    Introduction:   mm. 1-19 (C Major) 

    Exposition:   mm. 20-95 

     Theme 1: mm. 20-40 (C Major) 

     Transition: mm. 41-63 

     Theme 2: mm. 64-88 (E-flat Major) 

     Transition: mm. 89-95 

    Development:  mm. 96-120 (F Major) 

    Recapitulation:  mm. 121-168 

     Theme 2: mm. 121-135 (F Major) 

     Transition: mm. 136-147 

     Theme 1: mm. 148-168 (C Major) 

    Codetta: mm. 169-180 (C Major) 

Figure 1: Outline of the Form of Movement I 

 The orchestral brief introduction foreshadows the first theme (See Figure 2) first in the 

flute and clarinets (See Figure 3) and then in the violins.  (See Figure 4) 

 
Figure 2:  Theme 1 
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Figure 3:  Flute and Clarinet Foreshadowing Melody 

 

 
Figure 4:  Violin Foreshadowing Melody 

 

 The exposition is seventy-five measures long and the solo trumpet plays both thematic 

areas.  See Figure 5 for a chart of the exposition.   

Theme 1 Transition  Theme 2 Transition* 

mm. 20-40  41-63   64-95  89-95 

Key C Major C to A to B-flat E-flat Major E-flat Major to F Major 

 Trumpet Trumpet & Orchestra Trumpet Orchestra 

 
Figure 5:  Outline of the Exposition 

 

Lovelock bases the theme on the ascending four notes G, C, D, and G as seen in the first measure 

of the theme.  The repetition of these four notes make up the majority of the theme.  The 

orchestra’s function is that of accompaniment below the rhythmic theme in the trumpet.  A lively 

eighth-note two sixteenth-note stepwise motion figure occurs numerous times throughout the 

movement.  (See Figure 6) 

 
Figure 6:  Theme 1 Repetition 
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The tonal nature of this melody and its repetition is lighthearted, even funny—through repetition 

it becomes a humorous cliché.  This repetition will occur throughout the movement.  (And even 

in the third movement when the theme returns)  The orchestra becomes more active in the end of 

the first thematic area, bringing back parts of the first theme, when it begins an alternation of the 

melodic figure between the soloist and strings.  (See Figure 7)  

 
Figure 7: Soloist and Strings Alternation 

 

The humor stays in the music until the transition starts.  The rhythmic intensity in the trumpet 

part is a continuation of the same rhythmic intensity from the introduction in the orchestra.  The 

rhythmic intensity is created by the constant sixteenth notes throughout the opening of the 

movement.  This extensive usage of the sixteenth note creates an intensity that drives the 

movement and the entire piece.  The intervallic relationships between the pitches are movement 

by step or leaps by a perfect fourth.   

The transition material in the trumpet returns in variations iterations throughout the piece.  

(See Figure 8) 
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Figure 8:  Transition Theme 1 

 

The transition theme 1 occurs numerous times in various configurations.  Lovelock does not 

keep the same pitches or intervals in any of the repetitions of the theme, and the theme is not 

always the same length.  The second theme of the transition, labeled transition theme 2, also 

occurs in the solo trumpet part.  (See Figure 9) 

 
Figure 9:  Transition Theme 2 

 

The second thematic area follows the transition with a C-flat pick-up in the solo trumpet.  

This is the lyrical theme of the exposition and in the key of E-flat Major.  (See Figure 10) 

   
Figure 10: Theme 2 

 

The second theme is actually foreshadowed in the clarinets two measures before it begins giving 

a lead-in into the actual second theme.  (See Figure 11)   
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Figure 11: Clarinet Figure 

 

This second theme is in the same style as the second movement of the concerto.  It contains 

qualities of a folk song, by its vocal-like construction.  Lovelock constructs the melody in 

primarily a step-wise fashion with an occasional leap for expression.  The second theme briefly 

goes to the key of F Major before ending in E-flat Major before the development section begins.  

The second thematic area is twenty-four measures in length compared to the twenty measures of 

the first theme.  However, this seems much shorter as the introduction, first theme, and transition 

are of similar rhythmically intense material.  This same material returns in the development, thus 

making the second theme feel much shorter to the listener than the first theme.  When the soloist 

drops out and it is tutti orchestra in measures 89 to 96, (see Figure 12) the form is ambiguous 

between being transition material or being an extension of the second theme.  Lovelock creates 

ambiguity by using melodic ideas that are identical to the material from the second theme in the 

solo trumpet.  Lovelock’s usage of this transition material can be argued equally well for being 

an extension of the second theme.  The problem with this concept is Lovelock’s modulatory 

motion.  The key is stable in E-flat Major for the first five measures.  Lovelock then starts 

modulating to F Major for the start of the development section in measure 96.  This key motion 

makes the section more similar to a transition than an extension of the second theme.  If the key 

stayed in E-flat Major until the development then it would be an extension. 
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Figure 12:  Transition to Development 

 

 The development is a shortened development section of 24 measures, and there is no 

closing material.  The development immediately starts with the solo trumpet and orchestral 

accompaniment and is a combination of the transition theme 2 (Figure 9) and the first theme 

from the exposition.  (See Figure 13) 

 
Figure 13:  Development Theme 

 

The triplet figure is from the second transition theme.  The material works the same in both 

instances, as a pickup to something else.  In this case Lovelock uses it as a pickup to material 

borrowed from the first theme of the exposition (Figure 2).  The development also contains the 

first theme in the solo trumpet in the key of A Major.  The theme however, is modified as it 



 

15 
 

combines different fragments of the first theme in unique ways.  He brings back the Figure 6 

theme as the dominant fragment and it starts in the key of A but also modulates to B-flat Major 

before finally arriving in B Major.  Following this, the orchestra takes over for the soloist and 

varies the second theme for nine measures before the recapitulation.  (See Figure 14) 

Theme 2 Transition  Theme 1 Codetta 

mm. 121-135 136-147  148-168 169-180 

Key F Major C to F to C Major C Major C Major 

 Trumpet Trumpet & Orchestra Trumpet Trumpet & Orchestra 

 
Figure 14:  Outline of the Recapitulation 

 
The most unique musical idea in the recapitulation is the reversal of the order of the 

themes.  In addition, the second theme appears in the key of F Major and not in the tonic, as is 

traditional.  The transition in the recapitulation uses the same material as the first transition in the 

exposition.  Lovelock uses both transition themes and they occur in the same order. 

 The first theme returns exactly as stated in the exposition in the key of C Major with the 

same rhythm and pitches.  At the end of this statement of the first theme, Lovelock goes directly 

into the 18-measure codetta.  He brings back a statement very similar to the opening of the 

development in the solo trumpet combining parts of the first theme with the first transition 

theme.  Also brought back is the second development theme six measures before the end.  

 The first movement is clearly in sonata form.  Lovelock takes very few liberties with the 

form.  The key structure is not as rigid as an eighteenth-century sonata form but fits in well with 

the requirements of the nineteenth-century.  The largest difference is Lovelock’s flipping of the 

exposition themes in the recapitulation and that the second theme appears in the key of F Major 

and not the traditional tonic.  The only possible surprises are the brevity of the introduction and 
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the codetta.  In addition, Lovelock’s omission of any closing material in the development before 

the return to the recapitulation is somewhat unusual. 
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CHAPTER 4 

ANALYSIS OF MOVEMENT II 

 The second movement of the concerto is labeled Moderato, has a tempo marking of 

quarter note equals sixty, and is in 3/4 time.  The movement begins in the key of G minor, the 

dominant minor of the tonic C Major.  In this slow movement Lovelock sets the melody as a 

modal folksong-type tune.  The form of the movement is not easy to label like the first 

movement, but it is a song form.  (See Figure 15) 

    Introduction:  mm. 1-18 

    Theme A:  mm. 19-32 

    Theme B:  mm.  33-48 

    Theme C:  mm.  49-73 

    Return of Themes: mm.  73-111 

 
Figure 15: Outline of the Form of Movement II 

 
 

The folksong-like nature of the piece is likely a nod to Lovelock’s English heritage.  It is in the 

style of an English folksong.  These characteristics are most prominent in the stepwise motion 

and usage of repeated pitches.  (See Figure 17, 18, and 19 for the three themes)  Whenever 

Lovelock includes leaps, they are included for expression in the vocal line.   

The tonal structure of the movement is primarily in minor keys with the C theme being in 

major keys.  (See Figure 16)  

 Introduction Theme A  Theme B   Theme C 

mm. 1-18  19-32   33-48    49-73 

          33-38 38-48       49-56        56-73  

key G minor G minor      D minor B-flat minor      F Major    E Major 

Orchestra Trumpet      Clarinet Trumpet               Cello        Trumpet  

Figure 16:  Key and Theme Structure 
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Figure 17:  Theme A 

 

 
Figure 18:  Theme B 

 

 
Figure 19:  Theme C 
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In this movement, Lovelock introduces the B and C themes with instruments other than 

the solo trumpet.  This is a contrast from the first and third movements where the soloist always 

introduces the new themes.   

 The introduction contains the primary accompaniment theme.  (See Figure 20) 

 
Figure 20:  Accompaniment Figure 

 

This figure stays in the strings throughout the movement.  The pitches change but the intervallic 

relationship between the chords themselves stays the same.  The introduction also foreshadows 

various aspects of the trumpet themes and occurs primarily in the cellos (Figure 21). 

 
Figure 21:  Cello Foreshadowing 

 

 The solo trumpet enters with the A theme in the key of G minor.  (See Figure 16)  This 

entrance is the only time in the movement where the trumpet introduces new material.  Lovelock 

also includes several measures of unaccompanied trumpet throughout the A theme.   

The oboe solo, beginning three measures before the trumpet’s phrase ends, carries the 

music into the B theme.  The clarinets first have the B theme and this foreshadows the solo 

trumpet B theme.  (See Figure 22) 
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Figure 22:  Clarinet Theme B 

 

This theme is immediately handed off to the oboe from the clarinets, then to the violins from the 

oboe.  Lovelock does develop the theme further in the violins (See Figure 23) before the soloist 

enters with the entire theme.  (See Figure 17) 

 
Figure 23:  Violins Theme B 

 

The cellos enter with the C theme first in F Major.  (See Figure 24) 

 
Figure 24:  Cello Theme C 

 

Next, the full strings enter one measure before the solo trumpet enters, modulating to E Major on 

beat three for the pickup into the trumpet’s statement of theme C.  (See Figure 18)  The soloist 

only plays ten measures of the theme before passing the theme off to the oboe for four measures 

then reentering with the same theme.  Lovelock abruptly ends the C theme and starts bringing 

back fragments of the three themes for the remainder of the movement.  (See Figure 25) 
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 Theme B Theme C Theme A Theme C Theme A 

mm. 73-75  76-83  83-95  95-100  100-End 

key E Major C minor G minor D Major F minor-G Major 

 Trumpet Trumpet Trumpet Trumpet Trumpet 
& Oboe & Cello & Bassoon 

 
Figure 25:  Return of Themes 

 
 

 The only theme Lovelock brings back in its entirety is the A theme and he only does this 

the first time he brings it back.  The other themes are just fragments of the themes and the final A 

theme is modified significantly at the end.  Lovelock immediately leaves the complete C theme 

and goes directly into the fragment of the B theme still in E Major before returning to the C 

theme in C minor.  (See Figure 26) 

 
Figure 26:  Theme Transitions 

 

The complete return of the A theme starts in the cellos and not the solo trumpet like the 

original statement.  The first two phrases of the theme are in the cellos before the melody is 

passed to the trumpet for one phrase.  The cellos then finish the final phrase before the trumpet 

enters with the final statement of theme C. 

 The trumpet brings back the shortened A theme to close the movement.  Lovelock 

changes the rhythm but the pitch construction is very similar as is the timbre of the material as 

the original accompaniment figure returns to end the movement in G Major.  (See Figure 27) 
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Figure 27:  Modified Theme A 
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CHAPTER 5 

ANALYSIS OF MOVEMENT III 

 The third movement of the Concerto is a rondo form.  The key returns to the tonic, C 

Major, and is set in 9/8 time.  The dotted quarter note equals 120, and Lovelock labels the 

movement Allegro, like the first movement.   

 The rondo form that Lovelock uses is the traditional eighteenth/nineteenth-century rondo 

form.  He does use an introduction at the beginning and also includes a cadenza before the coda.  

See Figure 29 for an outline of the form. 

In the introduction, the strings play eighth-note chords with the horn playing a triplet 

figure (See Figure 28) that foreshadows the refrain’s melodic line in the solo trumpet.   

 
Figure 28:  Opening Horn and Strings 

 

The division of the refrain is into two phrases and the soloist is the central part of both phrases.   

Lovelock borrows the melodic ideas directly from the first movement.  He stays in a triple meter, 

but instead of 3/4 like the first movement, here it is in the compound meter 9/8.  He takes the 

sixteenth note melody (See Figure 2 in Chapter 3) and turns it into a more dance-like idea.  (See 

Figure 30). 
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 Intro. Refrain Transition Episode #1 Retrans. Refrain’ Trans. Episode #2 Retrans. Refrain Cadenza Coda 

mm. 1-4 5-29 30-40 41-54 55-60 61-76 77-82 83-120 121-125 126-155 156-202 203-End 

Keys C Major C Major 
C Major-
G Major-
C Major 

Db Major 
B Major-   
E Major 

C Major-  
Ab Major-   
E Major-   
D# minor 

B Major 
B Major- 
Gb Major-  
B Major 

B Major C Major C Major 
D Major-
C Major 

 
Horn 
Strings 

Trumpet 
Trumpet 
Orchestra 

Trumpet 
Woodwinds 

Orchestra 
Trumpet 
Woodwinds 

Orchestra Trumpet Orchestra 
Trumpe
t 

Trumpet 
Trumpet 
Orchestra 

 

Figure 29:  Outline of the Form of Movement III 

 

 

 
Figure 30:  Refrain A Theme 
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The melody is still humorous in nature for the same reasons as the original statements, but the 

figure is now dance-like because Lovelock placed the material in 9/8 instead of the angular 3/4 

like the opening movement.  The first three measures of each theme have the exact same pitches 

before Lovelock varies the material.  Lovelock goes even as far as to keep the long notes similar 

between the two themes.  The B theme  is similar to the A theme but it is continuous eighth notes 

throughout.  The figure starts in the woodwinds for one measure, then the solo trumpet for a 

measure, then the woodwinds again for a measure, and finally back to the soloist.  The refrain 

cadences back in the tonic C Major. 

 The transition section is a brief eleven measures.  It contains figures in the orchestra and 

solo trumpet reminiscent of the triplet figures from the refrain but two beats in length and also 

material from the upcoming first episode.  The meter changes back from 9/8 to 3/4.   

The first episode also contains material borrowed from the first movement.  (See Figure 

31)  

 
Figure 31:  Episode 1 Theme 

 

This material comes from the transition theme 1 material from the first movement.  (See Figure 8 

in Chapter 3)  The pitch and interval relationships are different, but the similarities are in the 

contour of the line.  In addition, Lovelock’s placement of this material after the first refrain is 

similar to the placements of the material in the first movement after the first theme.  The 
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retransition starts with the refrain theme A in the oboes in the key of B Major, modulating to E 

Major, before finally closing in the tonic key. 

 The return of the refrain is 15 measures in length compared to 24 from the first refrain.  

This refrain is referred to as refrain’ in Figure 28.  The beginning of the refrain’ is also back in 

the original meter of 9/8.  Lovelock takes the first five measures of the refrain theme A (Figure 

30) and then concludes the phrase with eight-note triplets up to C6.  (See Figure 32) 

 
Figure 32:  Refrain’ A Theme Change 

 

After this figure ends, the woodwinds enter with a form of the refrain theme but in the key of A-

flat Major.  The strings then take the figure in the key of E Major before the soloist enters with 

the closing figure of the refrain’ cadencing in the key of D-sharp minor.  (See Figure 33) 

 
Figure 33:  Refrain’ Closing Figure 

 

 The second episode starts with the instructions Giocoso e leggier and is back in 3/4 

meter.  The second episode is 37 measures in length and longer than the refrain.  (See Figure 34 

for an outline of the form of Episode #2)   
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 Theme A Transition Theme B Theme A’ 

mm. 83-94 95-98 99-112 113-120 

Key B Major G-flat Major G-flat Major B Major 

 Trumpet Trumpet Trumpet & Cello Trumpet 

Figure 34:  Outline of Episode #2 
 

The second episode A theme (See Figure 35) is similar to the C theme of the second movement.  

(See Figure 18 from Chapter 4) 

 
Figure 35:  Episode 2 Theme A 

 

This connection with the C theme of the second movement is a loose connection but the lyricism 

and the harmonic motion are similar.  The largest similarity between the two themes is the waltz-

like feel of both themes.  The A theme is definitely a waltz.  The faster tempo of the movement 

and the longer note length on beat one of each measure leads to this being the most important 

beat, and thus emphasized naturally in performance.  The similarities line up considerably more 

with the second entrance of the soloist in the episode.  (See Figure 36)   

 
Figure 36:  Episode 2 Theme B 
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This theme B has more rhythmic similarities with the second movement C theme.  The faster 

notes line up between the two themes more so than the theme A.   

 The retransition is the same as the first retransition.  When the solo trumpet enters, the 

movement is back in the tonic with the final statement of the refrain.  This statement of the 

refrain is the same as the first one until the last five measures.  In these measures, Lovelock fuses 

the refrain to the Cadenza and the Coda with rhythmic figures that recall the first movement 

again.  This fused section goes up to E-flat6 before entering the Cadenza. 

 The Cadenza is 46 measures in length.  The material of the cadenza is nothing Lovelock 

has used before in the concerto.  The cadenza is the weakest part of the piece as the first similar 

material is 22 measures into it.  The weakness of the cadenza lies in the lack of returning 

material.  The only similar material is the waltz in the 22nd measure for only nine measures.  

Each brief phrase comes across as nothing more than technical challenges.  (See Figure 37) 

 
Figure 37:  Cadenza 

 

The cadenza also spends considerably more time in the upper register than any of the previous 

material. (See Figure 37 and Figure 38) 

 
Figure 38:  Cadenza 
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The material of the cadenza is very daunting to the performer.  The options for the cadenza are 

three-fold, to play it as written, to start at the waltz, or to write one’s own.  The best two options 

are to play from the waltz or the easiest is to write one’s own for the first part of the cadenza up 

until the waltz.  This self-composed selection needs to include various iterations of the A theme 

from this movement in varying keys.  This will lead to an easier piece to perform and a more 

gratifying performance for the performer and the audience. 

The coda begins in 2/4 meter and with the tempo marking of Presto at quarter-note equals 

144.  The coda actually begins in the key of D Major.  The material of the coda is all new, but it 

still keeps the same style of the rest of the piece.  This similarity in material helps to tie the new 

material in with the rest of the piece, unlike the cadenza.  The piece finally arrives in C Major in 

measure 227 where the solo trumpet has a chromatic scale up to C6 five measures from the end.  
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CHAPTER 6 

PERFORMANCE CONSIDERATIONS 

 The preceding analysis has important implications on the performance of William 

Lovelock’s Concerto for Trumpet and Orchestra, especially for the trumpet soloist.  Anytime the 

formal structure of a work is clear it makes the performer more aware of certain characteristics 

that deserve attention in a piece.  Some of these nuances include treatment of the different lyrical 

sections throughout the three movements, dealing with the changes in style between sections, 

and the various technical sections in the first and third movements.  The following considerations 

will perhaps aid performers in their preparation and performance of this very challenging work. 

 

Movement I 

 Lovelock gives the performer extensive information on how to perform the piece.  He 

includes numerous dynamic and articulation markings.  If all the dynamic markings are faithfully 

observed it will help lead to an exciting performance.  However, the most important thing is to 

actually ignore some of his articulation markings.  In the fanfare figures at rehearsal 3, Lovelock 

marks all articulated notes as staccato.  If performed literally it will give a very choppy 

performance.  His intention is likely to use a sharp tongue on each note but not to play them too 

short.  He also includes tenuto markings on some notes.  These notes should be longer than the 

others, but also if the performer will lean into them it makes for a more exciting interpretation.   

 The short figures found throughout the movement are at a very rapid speed, and they are 

not in recognizable scale patterns.  They do contain some chromatic figures to help aid the 

performer once these figures are recognized.  In addition, Lovelock includes swells in these 

figures as they ascend and diminuendos as they descend.  Observing these dynamic markings 
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will lead to a more interesting performance if they are overdone.  If these figures are played flat 

without the dynamic contrast, they will come across as simply a lot of fast notes. 

The lyrical section at rehearsal 8 is marked Poco meno mosso.  It is critical that the tempo 

is slower than the opening tempo since these are definitely not fanfare figures.  Particular 

attention should be paid to the breath markings since they show the correct phrasing of the lyrical 

line. 

 

Movement II 

 The second movement is a folksong-like piece.  The piece is not hurried and should be 

played in a singing fashion.  Lovelock marked two different sections muted and this gives the 

performer a decision to make.  A straight mute or a cup mute are the only two logical options 

when selecting a mute for this movement.  The choice of a cup mute gives the piece a more 

mysterious and mellow quality than the straight mute.  The cup mute will enhance the folksong 

quality of the movement more than the straight mute.  To aid in playing the music softer put a 

few strips of cotton in the cup to help muffle the sound even further.  Again the dynamic 

markings are extensive and if precisely followed will contribute to a satisfactory performance.  

At the very end of the movement, Lovelock puts breath marks after every measure.  The 

performer should faithfully observe these breath marks and delay the start of the next measure.  

If time is not delayed, the performer will clip the final note of each measure and the piece will 

lose the lyrical quality that has been maintained throughout the movement.  A slight lengthening 

of the note before the breath mark will help to avoid any chance of choppiness in this closing 

section. 
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Movement III 

 The third movement is the most technically challenging to play.  Lovelock explores the 

upper register in this movement more so than the previous two movements.  Most of the material 

in this movement is borrowed from the other two movements.  New music is found primarily in 

the cadenza and the coda. 

 The cadenza contains numerous tempo markings that aid in performance if they are 

faithfully observed throughout.  The performer must pace the tempo and volume throughout the 

cadenza and the coda, which makes up half of the movement.  The opening accent marks of the 

cadenza should be observed as a stress, but also as a lengthening of that particular sixteenth note.  

(See Figure 39)   

 
Figure 39:  Cadenza Figure 

 

These accent marks occur on the first sixteenth note of each grouping of three, the first is at a 

different pitch than the second two, which are repeated pitches.  The only ambiguous part of the 

entire movement is in the Meno mosso section.  (See Figure 40) 

 

 
Figure 40:  Cadenza Figure 
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The problem is the composer’s intention in the third and fourth measure.  In the first two 

measures, these notes should be played short staccato or as we have performed the staccato 

markings throughout the piece.  The question is what to do with the third and forth measure.  The 

only obvious marking is the slur in measure five.  The first two measures should be performed as 

previously, largely ignoring the staccato markings and playing the notes with a sharp 

articulation.  The fourth and fifth measure should be played as legato as possible in a more 

lyrical style.  This gives a gradual transition into the slur in the fifth measure from the sharp 

articulations of the first two measures. 
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CHAPTER 7 

CONCLUSIONS 

 Concerto for Trumpet and Orchestra by William Lovelock is a technically demanding 

piece that shows numerous capabilities of the trumpet as a solo instrument.  The piece provides 

unique aspects for the trumpet that are not present in abundance in any of the other regularly 

performed works.  Lovelock’s extensive usage of range and the technical requirements as shown 

previously show the uniqueness of this piece.  His use of chromaticism in the context of common 

practice tonality is unusual in trumpet repertoire.  The pieces that are most closely similar to 

Lovelock’s Concerto are two other underperformed works, Konzert for Trompete and Orchester  

by Alexandra Pachmutova and Konsert for trompet in e-moll by German composer Oskar 

Böhme.  The energy of all three pieces is similar, especially the first movements.  The pieces all 

contain technical, range, and endurance challenges that help further these similarities.  All three 

are primarily pieces of entertainment, they are all exciting pieces to play and hear.   

 The work displays a Romantic compositional style that is pleasing to the listener and 

rewarding for the performer.  Lovelock’s Concerto is an extremely rewarding piece to practice 

and perform.  It is hoped that this study will bring the piece to a more prominent place in the 

trumpet repertoire. 
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TEXTBOOKS
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TITLE PUBLISHER PLACE  YEAR

20 Questions on Form A. Hammond and Co. London 1940 

108 Exercises in Harmonization A. Hammond and Co. London 1937 

115 Questions on the History of Music Since 
1700. 

A. Hammond and Co. London 1958 

Analytical Notes for Senior Theory 
Examinations 

Allans Music Melbourne 1973 

Analytical Notes on the Set Works for 
Musicianship, Grades Five, Six, Seven and 
Eight 

Allans Music Melbourne 1976 

Analytical Notes on the Set Works for Theory, 
Grades Six, Seven, and Eight 

Allans Music Melbourne 1974 

Brief Biographies Allans Music Melbourne 1970 

Common Sense in Music Teaching G. Bell and Sons, Ltd. London 1965 

A Concise History of Music G. Bell and Sons, Ltd. London 1953 

Elementary Accompaniment Writing G. Bell and Sons, Ltd. London 1971 

The Elements of Orchestral Arrangement G. Bell and Sons, Ltd. London 1968 

The Examination Fugue A. Hammond and Co. London 1953 

Exercises in Formal Analysis: Binary, Ternary, 
Rondo 

J. Albert & Sons Sydney 1973 

First Year Harmony A. Hammond and Co. London 1939 

First Year Harmony: Appendix on Figured 
Bass 

A. Hammond and Co. London 1946 

Free Counterpoint A. Hammond and Co. London 1949 

Form in Brief A. Hammond and Co. London 1948 

Fourth Grade Theory of Music Allans Music Melbourne 1973 

General Knowledge for Music Students Allans Music Melbourne 1967 

Graded Course of Melodies and Basses for 
Harmonization at the Keyboard 

A. Hammond and Co. London 1932 

Handbook on the Art of Teaching as Applied 
to Music 

Trinity College of 
Music 

London 1937 

The Harmonization of Bach’s Chorales Allans Music Melbourne 1967 

Hints for Paper Work Candidates A. Hammond and Co. London 1938 

Hints on Working Rudiments Questions A. Hammond and Co. London 1953 

Introduction to Orchestral Score Reading A. Hammond and Co. London 1952 
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TITLE PUBLISHER PLACE  YEAR

Melody Writing Allans Music Melbourne 1970 

Music in 16th Century England Allans Music Melbourne 1976 

Notes on Form of the Pieces in Trinity College 
Higher Local Pianoforte Albums 

A. Hammond and Co. London 1939 

Ornaments and Abbreviations for Examination 
Candidates 

A. Hammond and Co. London 1933 

Practical Hints on the Teaching of Music for 
Examination Candidates and Others 

William Elkin Music 
Services 

Norwich, 
England 

1936 

Questions of Form, Ornaments and Harmony A. Hammond and Co. London ?? 

Questions on the History of Music A. Hammond and Co. London 1961 

Random Reflections Allans Music Melbourne 1967 

The Rudiments of Music G. Bell and Sons, Ltd. London 1957 

Second Year Harmony A. Hammond and Co. London 1947 

Specimen Ear Tests for Trinity College 
Diploma Examination Candidates 

A. Hammond and Co. London 1935 

A Student’s Dictionary of Music G. Bell and Sons, Ltd. London 1964 

Supplementary Exercises for First Year 
Harmony 

William Elkin Music 
Services 

Norwich, 
England 

1970 

Test in Sight Reading for Piano: From First 
Grade to Diploma 

Allans Music Melbourne 1962 

Test Your Theory: Ten Theory Papers With 
Working Notes 

Allans Music Melbourne 1971 

Third Year Harmony A. Hammond and Co. London 1956 

Transposition at the Keyboard Allans Music Melbourne 1967 

Two-Part Writing Allans Music Melbourne 1971 

 



  

42 

BIBLIOGRAPHY 
 
Bebbington, Warren.  “Lovelock, William.”  Grove Music Online.  (Accessed 19 May 2008),  

<http://www.grovemusic.com>. 
 
Carnovale, Norbert and Paul F. Doerksen.  Twentieth Century Music for Trumpet and Orchestra.   

2nd ed.  Nashville, Tennessee:  The Brass Press, 1994. 
 
Cho, Gene. Anthology and Handbook for Music Analysis.  Dubuque, Iowa:  Kendall/Hunt  

Publishing Company, 1992. 
 
Cole, Malcolm S.  “Rondo.”  Grove Music Online.  (Accessed 19 May 2008),  

<http://www.grovemusic.com>. 
 
Gekker, Chris.  “William Lovelock.”  in Suite for Brass.  William Lovelock, ii.  Bellingham,  

Washington:  Medici Music Press, 1985. 
 
Glennon, James.  Australian Music and Musicians.  Adelaide, South Australia: Rigby, 1968. 
 
Lovelock, Gregory.  “William Lovelock, Represented Composer.”  Australian Music Centre.   

(Accessed 06 October 2007), 
<http://www.amcoz.com.au/composers/composer.asp?id=225> 

 
Lovelock, William.  Concerto for Trumpet and Orchestra.  New York:  Peer Music, 1968. 
 
_______.  Concerto for Trumpet and Orchestra, reduction for trumpet and piano.  New York:   

Peer Music, 1970. 
 
_______.  Concerto for Trumpet.  Geoffrey Payne, trumpet; Melbourne Symphony Orchestra,  

cond. John Hopkins.  Digital disc.  ABC Classics, 8.770017, 1990. 
 
_______.  Concerto for Trumpet.  Geoffrey Payne, trumpet; Melbourne Symphony Orchestra,  

cond.  John Hopkins.  Digital disc.  ABC Classics, 982 6976. 
 
_______.  Concerto for Trumpet.  John Robertson, trumpet; Sydney Symphony Orchestra, cond.  

Joseph Post, O.B.E.  LP Record.  Victrola Stereo Records, VICS-1437, 1969. 
 
_______.  First Year Harmony, Part 1, 2, 3.  London:  A. Hammond and Company, 1939. 
 
_______.  Second Year Harmony, Part 1, 2, 3.  London:  A. Hammond and Company, 1939. 
 
_______.  Third Year Harmony, Part 1, 2, 3.  London:  A. Hammond and Company, 1939. 
 
_______.  “Musings on Strict Counterpoint.”  The Musical Times.  77 (December, 1936)  

1136-1137. 
 



  

43 

_______.  “A New Violin Sonata by Bach.”  The Musical Times.  70 (October, 1929) 923-924. 
 
Lowrey, Alvin.  Lowrey’s International Trumpet Discography.  2 vols.  Columba, South  

Carolina:  Camden House, 1990. 
 
Mathes, James.  The Analysis of Musical Form.  Upper Saddle River, New Jersey:  Pearson  

Prentice Hall, 2007. 
 
Samson, Jim.  “Romanticism.”  Grove Music Online.  (Accessed 11 June 2008),  

<http://www.grovemusic.com>. 
 
Seares, Margaret.  “Australian Music: A Widening Perspective.” in Australian Composition in  

the Twentieth Century.  ed. Frank Callaway and David Tunley, 226-240. Melbourne:   
Oxford University Press, 1978. 

 
Simmons, David,ed. Who’s Who in Music and Musician’s International Directory.  London:   

Burke’s Peerage Limited, 1962. 
 
Sorensen, Randall J.  “Suite for Brass Instruments (1968) by William Lovelock (1899-1986).” in  

“Original Repertoire for the American Brass Quintet, 1962-1987: A Guide for Performers  
and Composers.” pp. 54-60.  Doctor of Arts dissertation, Ball State University, 1998. 

 
Spearritt, Gordon D. and P. Mark Boughen.  “Dr. William Lovelock:  Aspects of Australian  

Music in Retrospect.”  The Australian Journal of Music Education Issue 31 (1982):  
39-41. 

 
Todd, Nancy Jo.  “Background and Performance Practices of Selected Trumpet Recital  

Literature.”  pp. 2-6.  Master of Arts thesis, Western State College of Colorado, 1976. 
 
Webster, James.  “Sonata form.”  Grove Music Online.  (Accessed 19 May 2008),  

<http://www.grovemusic.com>. 
 


