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The Use of Transcriptions to Expand the Flute Repertoire: 
A Technical Analysis of Rodrigo’s Fantasía para un Gentilhombre and Concierto Pastoral 

 
 
 
 
 
 
 

By 
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 This thesis explores the use of transcriptions to expand the flute repertoire, as well as the 

challenges transcriptions pose to both the performer and the arranger. It specifically examines 

Joaquin Rodrigo’s Concierto Pastoral and Fantasía para un Gentilhombre, a piece originally 

written for guitar and later transcribed for flute by Sir James Galway. This paper will determine 

what is required to write a successful transcription.  

 This thesis is submitted in conjunction with a master’s flute recital given by the author on 

April 23, 2016 at California State University, Northridge.  
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Chapter 1: Introduction 
 

 The composer Joaquin Rodrigo is most well-known for his music for guitar. However, 

later in his career, and with the assistance of Sir James Galway, he wrote two flute concertos that 

became important compositions in the repertoire of twentieth century flute music: Fantasía para 

un Gentilhombre and Concierto Pastoral.  

James Galway is one of the most influential flutists of the twentieth century. He is known 

for his commissions of new works as well as his transcriptions for the flute. Over the course of 

his career, he has expanded the flute repertoire by commissioning many new works for flute, 

including Rodrigo’s Concierto Pastoral, Liebermann’s Concerto for Flute and Orchestra, 

Corgliano’s Pied Piper Fantasy, Bill Whelan’s Linen and Lace, and many others.1 He has also 

written a wide variety of transcriptions from classical pieces, such as Vivaldi’s The Four Seasons 

or Rodrigo’s Fantasía para un Gentilhombre, to popular and folk music. Galway’s collaboration 

with Rodrigo, on both the transcription of Fantasía para un Gentilhombre and the commission 

of Concierto Pastoral, led to the addition of two new works to the repertoire of flute music by 

one of the most important Spanish composers of the twentieth century.  

 While both pieces are virtuosic in style, the Concierto Pastoral presents the most 

challenges for the performer and is arguably one of the most difficult pieces in the entirety of the 

flute repertoire. Galway had to make several edits to the printed manuscript to make it playable 

even for a flutist of his caliber. The transcription of Fantasía para un Gentilhombre is written in 

a way that showcases the flute as an effective solo instrument by combining the original solo 

guitar part with the orchestral accompaniment to create a piece that has beautiful melodic lines 

while also demonstrating the soloist’s technical abilities. Transcriptions are frequently used to 

 
1 Encyclopedia Britannica Online. S.v. “Sir James Galway.”  https://www.britannica.com/biography/James-Galway 

(accessed July 9, 2019). 
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enhance to the comparatively small repertoire of flute music, especially in regards to concertos, 

and often expand the technical expectations of performers as well. 
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Chapter 2: Biography of Joaquín Rodrigo 
 

The composer Joaquín Rodrigo was born on November 22, 1901 in Sagunto, Spain, a 

town located in the province of Valencia. He became blind at the age of three after contracting 

diphtheria, and later said that the loss of his vision led him to a career in music. When asked how 

his blindness affected his compositions, his daughter, Cecelia Rodrigo, said this: 

 He maintained that it was blindness which led him to music, giving him a greater inner 
world, and that he would probably not have been a musician without it…He had to write 
all his compositions in Braille, then dictate them, note by note, bar by bar and alteration 
by alteration to a copyist, and then revise them.2 

 
Undaunted by his blindness, Rodrigo began his musical studies at the age of eight. He 

studied piano at Valencia’s College for the Blind and later began learning harmony and 

composition at the Valencia Conservatoire when he was sixteen.3 Like so many musicians and 

composers in the 1920s, Rodrigo went to Paris to continue his education. He studied under Paul 

Dukas for five years at the École Normale de Musique and later studied musicology at the Paris 

Conservatoire and the Sorbonne. During his time in Paris he became friends with many 

influential musicians, including Darius Milhaud and Maurice Ravel, as well as Manuel de Falla, 

another important Spanish composer of the 20th century, who became a mentor of Rodrigo. It 

was in Paris in 1933 where Rodrigo met his wife, Turkish pianist Victoria Kamhi. She became 

an important collaborator and influence on his work.4   

Despite being a pianist, Rodrigo is most well-known for his works for guitar. His most 

famous composition is his Concierto de Aranjuez for guitar and orchestra, the success of which 

launched him into international fame and a hugely successful career. Since its premiere in 

 
2 Pablo Zinger, “MUSIC; A Composer Who Found Strength in an Inner Vision” New York Times, August 29, 1999, 
AR 23. 
3 "Joaquín Rodrigo." The Musical Times 140, no. 1868 (1999): 6-7. http://www.jstor.org/stable/ 1004483.  
4 Calcraft, Raymond. “Introduction” Joaquín Rodrigo Catalogue (1999): 9-12, https://www.joaqui n-rodrigo.com/ 

files/Catalogo2007.pdf (accessed July 7, 2019). 
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Barcelona in 1940, it has accumulated more royalties than any other piece of Spanish music and 

was even included as one of the selections of music taken to the moon by Apollo 11 crew Neil 

Armstrong, Buzz Aldrin, and Michael Collins in 1969.5 

 Rodrigo’s inspiration for his music was deeply rooted in his native country of Spain. In 

his introduction to Rodrigo’s catalogue of works, Raymond Calcraft describes Rodrigo’s music 

as, “a homage to the rich and varied cultures of Spain.”6 Rodrigo drew heavily on Spain’s 

history, literature, folk dances, and landscape throughout his career, such as Ausencias de 

Dulcinea, a symphonic poem based on poetry from Cervantes’s Don Quixote;7 Fantasia para un 

Gentilhombre, a concerto that uses melodies from popular Spanish folk dances; and Concierto de 

Aranjuez, inspired by the gardens of the Royal Palace of Aranjuez.8 Over the course of his life 

Rodrigo wrote over 160 compositions and almost all of these are titled in Spanish.9 

Throughout the course of his long career Rodrigo received many awards and honors, and 

at the end of the his life was the most decorated Spanish composer in history.10 Six honorary 

doctorates were awarded, respectively, from the University of Salamanca in 1964, the University 

of Southern California in 1982, the Polytechnic University of Valencia in 1988, the University of 

 
5 Pablo Zinger. “MUSIC; A Composer Who Found Strength in an Inner Vision” New York Times, August 29, 1999, 

AR 23, AR 26. 
6 Calcraft, Raymond. “Introduction” Joaquín Rodrigo Catalogue (1999): 9-12, https://www.joaqui n-rodrigo.com/ 

files/Catalogo2007.pdf (accessed July 7, 2019). 
7 Rodrigo, Joaquín. “Ausencias de Dulcinea.” www.joaquin-rodrigo.com. https://www.joaquin-rodrigo.com/ind 
ex.php/en/premios (accessed July 8, 2019). 
8 Victoria Kamhi de Rodrigo. Hand in Hand with Joaquín Rodrigo: My Life at the Maestro’s Side. Translated by 
Ellen Wilkerson. Pittsburgh: Latin American Literary Review Press and Sociedad General de Autores de España, 
1992, 109. 
9 Rodrigo, Joaquín. Fantasía para un Gentilhombre. London: Schott & Co Ltd, 1962, IV-V. 
10 Pablo Zinger, “MUSIC; A Composer Who Found Strength in an Inner Vision” New York Times, August 29, 1999, 
AR 23. 
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Alicante in 1989, the Complutense University of Madrid in 1989, and the University of Exeter in 

1990.11   

While the following does not comprise a comprehensive list, the awards and honors listed 

are meant to show the substantial impact Rodrigo had on the musical world over the course of 

his long career. 

1940s and 1950s 

 Rodrigo received the National Music Award for his piano concerto, Concierto Heroico, 
in 1942,and in 1947 was appointed the first Manuel de Falla Chair of Music at the 
Complutense University of Madrid, a position he held until 1977.12 In 1948 his piece 
Ausencias de Dulcinea for voice and piano won the first prize at the Cervantes 
competition, and in 1953 he was awarded the Grand Cross of Alfonso X el Sabio.13   

 
1960s and 1970s 

Rodrigo’s awards were not limited to Spain. In 1960 the French government presented 
him with the Order of Officier des Arts et Lettres, Coupe de la guitare Prize for his 
Invocación y Danza for solo guitar in 1961, and the Order of Chevalier de La Légion 
d’Honneur in 1963.  
In 1966 he received the Grand Cross of Civil Merit and the Gold Medal of Meritorious 
Work, and became President of the Spanish National Committee for Music in 1976.14  
 
1980s and 1990s 

The Spanish Ministry of Culture awarded the Gold Medal for Merit in Fine Arts to 
Rodrigo in 1980, and in 1982 he received the National Music prize, an annual award 
given for outstanding work in the field of current music.15   
In 1987 Rodrigo received the Gold Medal of the Valencia Generalitat, and in 1988 was 
named Director of the Royal Academy of Fine Arts of San Fernando de Madrid. The 

 
11 Rodrigo, Victoria Kamhi de. Hand in Hand with Joaquín Rodrigo: My Life at the Maestro’s Side. Translated by 
Ellen Wilkerson (Pittsburgh: Latin American Literary Review Press and Sociedad General de Autores de España, 
1992), 365-366. 
12 Encyclopedia Britannica Online. S.v. “Joaquín Rodrigo.” https://www.britannica.com/biograp hy/Joaquin-
Rodrigo (accessed July 7, 2019). 
13 Rodrigo, Joaquín. “Honours.” www.joaquin-rodrigo.com. https://www.joaquin-rodrigo.com/index.php/en/ 
premios (accessed July 7, 2019). 
14 Victoria Kamhi de Rodrigo. Hand in Hand with Joaquín Rodrigo: My Life at the Maestro’s Side. Translated by 
Ellen Wilkerson (Pittsburgh: Latin American Literary Review Press and Sociedad General de Autores de España, 
1992), 366. 
15 Ministry of Culture and Sport. “National Current Music Award” spainisculture.com. http://www. 

Spainisculture.co m/en/premios/premio_nacional_de_las_musicas_actuales.html (accessed July 7, 2019). 
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following year he was awarded the Gold Medal from the Complutense University of 
Madrid and the Medal of Artistic Merit by city of Madrid.16   
In 1991 the Conservatory of Valencia was renamed in his honor and he was a recipient of 
the Silver Seal of the Valencia Council and the Fundación Guerrero Prize, an award that 
recognizes the work of Spanish musicians for outstanding contributions to the enrichment 
of Spanish music.17 That same year King Juan Carlos of Spain bestowed on Rodrigo the 
title of Marqués de los Jardines de Aranjuez (Marquis of the Gardens of Aranjuez), a 
tribute to the enduring success of his Concierto de Aranjuez.18  
 In 1996 Rodrigo became the first composer to be awarded Spain’s highest honor, the 
Prince of Asturias Prize for the Arts, in recognition of his, “definitive contribution to the 
process of dignifying and internationalizing the guitar as a concert instrument.”19 Rodrigo 
died in Madrid on July 6, 1999 at the age of 97.20  

 
16 Victoria Kamhi de Rodrigo. Hand in Hand with Joaquín Rodrigo: My Life at the Maestro’s Side. Translated by 

Ellen Wilkerson (Pittsburgh: Latin American Literary Review Press and Sociedad General de Autores de España, 
1992), 366. 

17 Ministry of Culture and Sport. “Guerrero Foundation Music Prize” spainisculture.com. http://ww w.spainiscultu 
re.com/en/premios/premio_de_musica_fundacion_guerrero.html (accessed July 7, 2019). 

18 Victoria Kamhi de Rodrigo. Hand in Hand with Joaquín Rodrigo: My Life at the Maestro’s Side. Translated by 
Ellen Wilkerson (Pittsburgh: Latin American Literary Review Press and Sociedad General de Autores de España, 
1992), 366. 

19 Fundación Princesa de Asturias. “Joaquín Rodrigo: Prince of Asturias Award for the Arts 1996” Princess of 
Asturias Awards (2019). https://www.fpa.es/en/princess-of-asturias-awards/la ureates/ 1996-joaquin-rodrigo-vidre 
.html?texto=acta&especifica=0. 

20 "Joaquín Rodrigo." The Musical Times 140, no. 1868 (1999): 6-7. http://www.jstor.org/stable/ 1004483.  
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Chapter 3: Fantasia para un Gentilhombre 
 

Fantasia para un Gentilhombre [Fantasy for a Gentleman] (1954), written for renowned 

Spanish guitarist Andrés Segovia and the titled “gentleman” (1893-1987), is a departure from the 

more traditional three to four movement concertos Rodrigo had previously written: Concierto de 

Aranjuez for guitar, completed in 1939; Concierto Heroico for piano, completed in 1942; 

Concierto de Estío for violin, completed in 1943; Concerto in modo galante for cello, completed 

in 1949; and Concierto-Serenata for harp, completed in 1952.21 Instead, he drew on melodies 

and dances by Gaspar Sanz, a seventeenth-century Spanish composer, guitarist, and priest who 

studied music and theology at the University of Salamanca, and later traveled to Naples to study 

guitar and composition. In 1674 he wrote the Instrucciðn de música sobre la guitarra Española, 

an extensive treatise on the guitar.22 

  Fantasia para un Gentilhombre is made up of four short dance movements, with the 

first and second movements being divided into two distinct sections separated by fermatas. In 

both movements, the first dance theme ends with a fermata and segues directly into the second 

dance theme. The movements are as follows: I. Villano y Ricercar, II. Españoleta y fanfare de la 

Caballería de Nápoles, III. Danza de las Hachas, and finally IV. Canario.  

The first dance used in the opening movement of Fantasia para un Gentilhombre, is the 

villano. A villano, or villancico, is a secular song developed in Spain during the Renaissance. 

Throughout their reign, King Ferdinand and Queen Isabella of Spain supported artists and 

composers who were creating uniquely Spanish art and music as part of their effort to unify 

Spain both politically and culturally. During this time, the villano became, “the most important 

 
21 Victoria Kamhi de Rodrigo. Hand in Hand with Joaquin Rodrigo: My Life at the Maestro’s Side. trans. by Ellen 
Wilkerson (Pittsburgh: Latin American Literary Review Press and Sociedad General de Autores de España, 1992), 
339-357. 
22 Rodrigo, Joaquín. Fantasía para un Gentilhombre (London: Schott & Co Ltd, 1962), V-VI. 
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form of secular polyphonic song in Renaissance Spain.”23 Villano translates to “peasant”, and 

these songs, like the villano melodies of Rodrigo and Sanz, were characterized by simple flowing 

melodies and pastoral images.24 A typical villancico form has a refrain (estribillo) and stanzas 

(coplas), with each stanza introducing a new melodic idea and returning to the original music of 

the estribillo.25 This concerto’s first movement starts with the estribillo melody which returns in 

mm. 37 and 53 (see Example 1). The first copla begins at m. 21 and the second copla starts at m. 

47 (see Examples 2 and 3). 

 

 Example 1: 

 

 

 

  

 
23 Donald Jay Grout, J. Peter Burkholder, Claude V. Palisca, A History of Western Music, 8th ed. (New York: W.W. 
Norton & Company, 2010), 242. 
24 Bach, J.S., Handel, Logy, Pachelbel, Sanz, Vivaldi, Weiss. A Baroque Guitar Weekend. Andrés Segovia and 
Narcisco Yepes. Deutche Gramaphon 028 277 6098 6, 2006, compact cd. 
25 Grout, Donald Jay, J. Peter Burkholder, Claude V. Palisca, A History of Western Music, 8th ed. New York: W.W. 

Norton & Company, 2010, 242-243.  
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Example 2: 

 

 

 

 Example 3: 

 

 

 

 

The second dance featured in the first movement is a ricercar. A ricercar, meaning “to 

seek out” is “a contrapuntal instrumental work especially of the sixteenth and early seventeenth 



 10 

centuries.”26 The earliest known ricercars were written for the lute and date from approximately 

the beginning of the sixteenth century. Throughout the sixteenth century ricercars developed a 

more polyphonic texture and began to be used for vocal motets. These dances have a fugal style 

but without a strict adherence to form, similar to a fantasy or toccata.27 The meaning of the 

dance, “to seek out” may refer to the two fugal subjects that intertwine at the beginning of the 

movement. 

The second movement consists of two separate musical ideas: the Españoleta and 

Fanfare de la Caballería de Nápoles. This movement begins and ends with the Españoleta 

theme (see Example 4) with the fanfare in the middle, similar to the form of a minuet and trio.  

 

Example 4: 

 

 

 

 

The dance, españoleta, is more commonly referred to as a spagnoletta, suggesting this 

dance may have originally developed in Italy rather than Spain, or was simply more popular in 

Italy. “The origins of the spagnoletta (Sp., españoleta), a flirtatious couples dance popular in the 

sixteenth century, are unknown.”28 Españoletas are typically danced to a fast triple meter and 

 
26 Lloyd, Norman. The Golden Encyclopedia of Music, s.v. “Ricercar.” (New York: Golden Press, 1968), 473. 
27 Lloyd, Norman. The Golden Encyclopedia of Music, s.v. “Ricercar.” (New York: Golden Press, 1968), 473. 
28 International Encyclopedia of Dance, vol. 5, S.v. “spagnoletta.” (New York: Oxford University Press, 1998), 666. 
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feature a staccato bass ostinato.29 However, Rodrigo begins this movement with a slow sustained 

melody before transitioning into a quasi-cadenza passage with triplets, and from there continuing 

into a faster triplet passage through to the end of the section. The Fanfare de la Caballería de 

Nápoles (Fanfare for the Cavalry of Naples) continues with the triplet feel and it is here that 

Rodrigo adds the staccato ostinato in the bass traditionally found in españoletas (see Example 5). 

The repeated staccato heard throughout this section is reminiscent of horse hooves clicking on 

cobblestones and evokes images of a military parade. Sanz likely wrote the original melody used 

by Rodrigo as a tribute to the time he spent studying in Naples.30   

 

Example 5: 

 

 

 

The third movement uses melodic ideas from Sanz’s Danza de las hachas, or, “Dance of 

the Axes”, which is based on a popular seventeenth century Spanish dance.31 Weapon dances are 

an important genre of folkdances from all over the world and are particularly prominent 

throughout Europe. In his article on European weapon dances written for the Society of 

Ethnomusicology, Richard Wolfram writes, “Europe differs from the rest of the world insofar as 

it has not only dances imitating battles, but also dance in which the weapons represent equipment 

for the dance rather than instruments of war.” The earliest forms of these dances used, among 

 
29 Ibid. 
30 Rodrigo, Joaquín. Fantasía para un Gentilhombre. London: Schott & Co Ltd, 1962. 
31 Rodrigo, Joaquín. Fantasía para un Gentilhombre (London: Schott & Co Ltd, 1962), VII. 
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other tools, axes. Of all these types of dances found throughout Europe, the most common is the 

morisca (also known as a moresca, “moorish dance”, or “morris dance”). Wolfman also writes 

that, “The name Morris-dance is also applied to dances in England and Spain in which pieces of 

wood are used as sounding sticks, which are struck against each other in a variety of rhythms.”32 

This dance was first documented in the early sixteenth century and was particularly prevalent 

throughout Spain where it still survives today.33 Morisca dances will sometimes use pieces of 

wood instead of weapons that can be used by the dancers to create different rhythms during the 

dance.34 Rodrigo uses staccatos and dotted rhythms in this movement to recreate the sound of 

axes being hit together.  

The fourth and final movement of Fantasia para un Gentilhombre is the canario, or 

“canary” dance. A canario is a type of villancico originating in the sixteenth century in the 

Canary Islands, a group of Spanish islands off the north western coast of Africa. It is 

characterized by a fast syncopated triple meter and noisy jumping, sliding, and “rapid heel-and-

toe stamps” on the part of the dancers.35 The steps used in canarios are very similar to those of 

flamenco, another genre of Spanish dance that utilizes rhythmic foot stamping.36 This movement 

is the fastest of the four and the quick staccato passages, grace notes, and trills evoke the sounds 

of the fast footwork used in this dance. 

Rodrigo finished writing Fantasia para un Gentilhombre in 1954, however it was not 

premiered until March 5, 1958 by Andrés Segovia and the San Francisco Symphony. Segovia 

 
32 Wolfram, Richard. "The Weapon Dances of Europe." Ethnomusicology 6, no. 3 (1962): 186-87. 

doi:10.2307/924462. 
33 International Encyclopedia of Dance, vol. 1, S.v. “armed dances.” (New York: Oxford University Press, 1998), 

118. 
34 Wolfram, Richard. "The Weapon Dances of Europe." Ethnomusicology 6, no. 3 (1962): 186-87. 

doi:10.2307/924462. 
35 International Encyclopedia of Dance, vol. 2, S.v. “canary.” (New York: Oxford University Press, 1998), 50-51. 
36 International Encyclopedia of Dance, vol. 5, S.v. “RECONSTRUCTION: Use of Historical Notations.” (New 

York: Oxford University Press, 1998), 324. 
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then recorded it several weeks later in New York with Enrique Jordá conducting the Symphony 

of the Air.37 Rodrigo later collaborated with legendary Irish flutist Sir James Galway on a 

transcription of the piece for flute. While it was not published until 1984, Galway performed the 

piece at a London concert on October 16, 1978, the evening before the premiere of Concierto 

Pastoral, with the composer in attendance. 38 

  

 
37 Rodrigo, Joaquín. Fantasía para un Gentilhombre (London: Schott & Co Ltd, 1962), V. 
38 Rodrigo, Victoria Kamhi de. Hand in Hand with Joaquín Rodrigo: My Life at the Maestro’s Side. Translated by 

Ellen Wilkerson. Pittsburgh: Latin American Literary Review Press and Sociedad General de Autores de España, 
1992, 258. 



 14 

Chapter 4: Transcription of Fantasia para un Gentilhombre 

In his book, Flute, Galway describes himself as, “an unashamed transcriber” despite 

being frequently criticized for programming and recording transcriptions instead of more 

standard repertoire. He defends his love of transcriptions by saying, “What these scholarly critics 

overlook is that transcription is an ancient custom, practiced by some very respectable names.”39 

Galway goes on to cite Vivaldi, Bach, Handel, and Rachmaninov as examples of composers who 

often wrote transcriptions of either their own work or of another composer.40 Galway also 

acknowledges the use of transcriptions as a way to augment the flute repertoire and writes, 

“Much flute music frankly belongs in a museum, more notable for its antiquity than its quality, 

possibly rather academically boring and completely uninspired.”41   

Rodrigo and Galway collaborated on the transcription of Fantasia para un Gentilhombre 

for flute, with Galway writing most of the transcription with Rodrigo’s approval. The solo flute 

part is largely based on the original guitar part. However, there are notable differences, including 

several new passages and cadenzas added by Galway and approved by Rodrigo. 

The beginning of the Villano omits the opening broken chords from the flute part, which 

are more idiomatic to the guitar than the flute. The second statement of the theme combines the 

original orchestral flute and piccolo parts with the solo line of the guitar, allowing the flute 

soloist to play the soaring melody in the upper register before transitioning into the sixteenth 

note passage of the original solo part. This pattern of blending the orchestral flute and piccolo 

accompaniment parts with the solo guitar line continues throughout the entire transcription. For 

example, in this movement the flute solo takes up the orchestral flute and piccolo melodies in 

 
39 James Galway. Yehudi Menuhin Music Guides: Flute (London: Kahn & Averill, 2006), 223. 
40 James Galway. Yehudi Menuhin Music Guides: Flute (London: Kahn & Averill, 2006), 223. 
41James Galway. Yehudi Menuhin Music Guides: Flute (London: Kahn & Averill, 2006), 224. 
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lieu of the broken guitar chords from rehearsal 2 to end of the Villano section (see Examples 6 

and 7).42 The octaves throughout the transcription are also frequently changed, such as the octave 

leaps added to the flute solo at rehearsal 1, and the melodic line is often put up an octave in the 

flute part, possibly to allow for better projection.43  

  

 
42 Rodrigo, Joaquín. Fantasía para un Gentilhombre (London: Schott & Co Ltd, 1962), 5. 
43 Rodrigo, Joaquín. Fantasía para un Gentilhombre. Arranged for Flute and Orchestra by James Galway (London: 

Schott & Co Ltd, 1984), 4. 



 16 

Example 6 – Original Work:  

 

 

 

 

Example 7 – Transcription: 

 

 

 



 17 

In the Ricercar section of this movement, the original piece begins with solo guitar 

playing the first and second subjects of the fugue for the first eight measures before the 

orchestral accompaniment enters at m. 70.44 Since it is not possible to play two separate melodic 

lines on the flute, the transcription gives the opening guitar solo to the oboe, bassoon, and 

clarinet before the flute soloist enters with the subject at m. 68. The woodwinds and strings are 

used throughout this movement to cover the contrapuntal lines that are originally played by solo 

guitar. Another example of changing octaves is the optional 8va at rehearsal 6 in the flute 

transcription (see Example 8).45 

 

Example 8 - Transcription: 

 

 

The opening orchestral introduction and guitar statement of the Españoleta are omitted in 

the solo flute part. In the transcription, the flute solo enters at the pickup to m. 13, whereas in the 

original work the guitar solo begins at the pickup to m. 4 and repeats the opening statement up 

one octave at m. 13. At rehearsal 7 in the original piece the guitar continues playing straight 

sixteenth notes for the eight-bar phrase while the flute part is slightly varied with thirty-second 

 
44 Rodrigo, Joaquín. Fantasía para un Gentilhombre (London: Schott & Co Ltd, 1962), 6. 
45 Rodrigo, Joaquín. Fantasía para un Gentilhombre. Arranged for Flute and Orchestra by James Galway (London: 

Schott & Co Ltd, 1984), 7. 
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note flourishes and sixteenth note rests on the downbeats of each measure with sixteenth note 

runs (see Examples 9 and 10) This is most likely changed to accommodate the flutist’s need to 

breathe.  

 

Example 9 – Original Work: 
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Example 10 – Transcription: 
 
 

 

 

A similar edit is made at the end of the movement when the Españoleta theme returns; in 

the original work, the guitar soloist plays continuous sixteenth notes and sixteenth note triplets 

from the pick-up to rehearsal 9 to rehearsal 10. However, in the flute transcription several notes 

are omitted in order to facilitate breaths for the soloist (see Examples 11 and 12).  
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Example 11 – Transcription: 
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Example 12 – Original Work: 

 

 

 

 

 

 

 

The Fanfare de la Caballería de Nápoles section has the most substantial differences 

between the solo guitar and solo flute parts. In the original work, the guitar is given a low 

ostinato for most of the section with dotted rhythms and broken chords interspersed throughout 

and short bursts of melody or ornamentation (mm. 100-103 and 114).46 The flute transcription is 

quite different and is primarily made of the original piccolo and flute orchestral accompaniment 

 
46 Rodrigo, Joaquín. Fantasía para un Gentilhombre (London: Schott & Co Ltd, 1962), 18-19. 
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parts. The orchestral and soloist parts are effectively switched from the guitar solo to the flute 

transcription for this section. Additionally, many virtuosic flourishes are added throughout the 

flute part where the original orchestral flute and piccolo accompaniment parts have rests (e.g. 

mm. 86-87, 90-91, 99, 103, 110-112, and 119-120).47 These embellishments were added by 

Galway. 

 Like the Fanfare de la Caballería de Nápoles, the return of the Españoleta theme in the 

transcription is significantly different from the original work. In the guitar concerto, the second 

Españoleta section begins with a restatement of the theme by solo guitar for the first nine 

measures. In Segovia’s 1958 recording there is slight rubato used in the solo passage but the 

tempo is fairly constant throughout.48 However, in the flute transcription Galway turns the first 

nine measures into a virtuosic cadenza, adding a significant amount of ornamentation and 

rubato.49 At the pickup to rehearsal 12 the original guitar part has a three measure solo triplet 

passage (the most technically challenging part of the second Españoleta section) while, like in 

the previous fanfare de la Caballería de Nápoles section, the flute transcription shows an 

amalgamation of the orchestral flute and piccolo accompaniment parts. The transcription ends 

this section with the solo flute playing the original piccolo notes while the original work has two 

extra measures with a final arpeggio and three harmonic notes in the guitar before ending the 

movement with pizzicato strings.50 

In the same way as the previous movement, the solo part of the transcription of Danza de 

las hachas is also significantly altered from the original work. The solo flute part borrows 

 
47 Rodrigo, Joaquín. Fantasía para un Gentilhombre. Arranged for Flute and Orchestra by James Galway (London: 

Schott & Co Ltd, 1984), 11-12. 
48 Rodrigo, Joaquin, Manuel Ponce, Luigi Boccherini. Andrés Segovia. Andrés Segovia and Symphony of the Air. 

Enrique Jorda. Deutche Gramaphon 0289 474 4252 3, 1961, compact cd. 
49 Rodrigo, Joaquín. Fantasía para un Gentilhombre. Arranged for Flute and Orchestra by James Galway (London: 

Schott & Co Ltd, 1984), 13. 
50 Rodrigo, Joaquín. Fantasía para un Gentilhombre (London: Schott & Co Ltd, 1962), 24. 
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heavily again from the orchestral piccolo part and the melody frequently jumps into the higher 

register of the flute. It is also much more virtuosic with the form being a theme and variations, 

unlike the simple rondo form of the original movement. In the transcription the first sixteen 

measures of the movement are the same as the original, with the flute soloist playing the piccolo 

line, and then taking up the main melody at m. 17. The return of the A section at m. 33 

introduces completely new material in the solo flute part, with fast eighth notes in the highest 

register of the flute. The second iteration of the B section is also changed, with extra eighth note 

runs added and the second statement of the melody is taken up one octave. The next A and B 

sections are a combination of the original guitar, piccolo, flute, and first violin parts. The closing 

A section is a final variation on the melody, with a fast eighth note line starting at m. 105 and 

running to the end of the movement. 

The flute solo in the final Canario movement, like the previous movements, is largely 

based on the original guitar part and borrows heavily from the orchestral accompaniment parts. 

In this movement, Galway uses a combination of music from the piccolo, flute, and occasionally 

the trumpet to create the solo part.51 In the original work, the first eight measures are played only 

by the solo guitar with the rest of the orchestra entering at m. 9 while the solo guitar rests. In the 

flute transcription, the flute soloist plays the guitar melody before transitioning into the 

orchestral flute part for the next twelve measures. The guitar chords in the first eight measures 

are covered by the strings in the transcription. In general, the flute transcription is more virtuosic 

than the original guitar part and adds more sixteenth note runs and flourishes throughout the 

movement, such as mm. 29, 84-98, 135-141, 157, and 225 to the end of the piece.52 The melody 

 
51 Rodrigo, Joaquín. Fantasía para un Gentilhombre (London: Schott & Co Ltd, 1962), 40. 
52 Rodrigo, Joaquín. Fantasía para un Gentilhombre. Arranged for Flute and Orchestra by James Galway (London: 

Schott & Co Ltd, 1984), 19-24 . 
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is also frequently taken up one or occasionally two octaves in the transcription, such as at m. 

35.53 The cadenza is also significantly altered in the transcription, with more sixteenth note 

scales rather than the succession of broken chords in the guitar cadenza. 

While the general structure of the piece remains the same, Galway supplemented the 

original guitar part with orchestral parts throughout the transcription to the give the flute solo an 

opportunity to more play melodic phrases. Galway also made the transcription more virtuosic in 

order to showcase his technical abilities. 

  

 
53 Rodrigo, Joaquín. Fantasía para un Gentilhombre. Arranged for Flute and Orchestra by James Galway (London: 

Schott & Co Ltd, 1984), 19. 
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Chapter 5: Concierto Pastoral  

 Joaquin Rodrigo is most famous for his compositions for guitar, and prior to 1977 had 

written only one work for the flute. Aria Antigua for flute and guitar is a short one movement 

piece written in 1960 that was later rearranged for flute and piano as well as flute and string 

orchestra.54 It was not until over a decade later when Sir James Galway collaborated with him on 

a transcription of his guitar concerto, Fantasia para un Gentilhombre, and commissioned a 

concerto from Rodrigo that he wrote for the instrument again. 

The Concierto Pastoral was commissioned by Galway in November of 1977. In February 

of the following year Galway met with Rodrigo while in Madrid to go over the first two 

movements of the concerto. Galway was in a wheelchair at the time, after fracturing both of his 

legs in a car accident near his home in Switzerland. According to Rodrigo’s wife, Victoria, they 

were amazed by Galway’s tone, technique, and musicality as he sight-read the two completed 

movements and in the week after their meeting Rodrigo finished writing the third movement, 

“still influenced by the strong impression of that meeting.”55 Rodrigo was in attendance at the 

premiere, which took place at London’s Royal Festival Hall on October 17, 1978 with James 

Galway playing with the Philharmonia Orchestra conducted by Eduardo Mata.56   

Concierto Pastoral was the ninth of eleven concertos written by Rodrigo. Like most of 

his concertos, it was written in a traditional three movement form with an allegro first 

movement, an adagio second movement, and another allegro for the third movement.57 The first 

movement is extremely technically challenging, and is characterized by repetitive arpeggios, 

 
54 Rodrigo, Victoria Kamhi de. Hand in Hand with Joaquín Rodrigo: My Life at the Maestro’s Side. Translated by 

Ellen Wilkerson. Pittsburgh: Latin American Literary Review Press and Sociedad General de Autores de España, 
1992, 255-256. 

55 Ibid. 
56 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978. 
57 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, V. 
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wide leaps, and grace notes from the lowest to the highest registers of the flute. This movement 

also has several sections where breathing is a challenge for the soloist. However, the form of the 

movement is a simple sonata form. The second movement is a simple ABA form and is the 

longest of the three movements. It begins with a slow melancholy theme in the key of b minor 

and transitions into a faster middle section and cadenza before returning to the opening adagio 

theme to end the movement. The third movement is a quick rondo and, “is based on a rustic 

dance-like theme.”58 The repetitive ostinato in the strings and the staccato dotted rhythms in this 

movement are similar to the Fanfare de la Caballería de Nápoles and Danza de las Hachas 

movements in Fantasia para un Gentilhombre. Like the opening movement, the Rondo section 

also has large interval leaps, arpeggios, and grace notes played across the entire range of the 

flute.  

This structure is very similar to Rodrigo’s most famous work Concierto de Aranjuez. In 

both concertos, longer second movements are book-ended by faster and shorter first and third 

movements. There are similarities between the middle movements of these pieces as well. Both 

start with a slow mournful melody in the key of b minor before moving into faster B sections 

with extended cadenzas. These concertos are both technically demanding of the soloist. Andrés 

Segovia famously called Concierto de Aranjuez “unplayable” and when speaking about the 

Concierto Pastoral many years after the premiere, Galway said, “He produced a really fine 

work, but I have to warn you that there just isn’t another piece that hard.”59 

There are several reasons why Concierto Pastoral is one of the most challenging pieces 

in the flute repertoire. This piece is incredibly virtuosic and is therefore very demanding 

technically for the soloist. All three movements are characterized by fast tempos, large interval 

 
58 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, VII. 
59 James Galway. Yehudi Menuhin Music Guides: Flute (London: Kahn & Averill, 2006), 227. 
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leaps, sixteenth note runs that span from the lowest to highest octaves of the flute, difficult 

articulations, and extremely long phrases that create breathing difficulties for the performer. 

James Galway, who premiered the piece, had to make several changes to the written articulation 

and omit several notes to facilitate breathing throughout the concerto. These edits can be heard 

on Galway’s definitive recording of this piece with the Philharmonia Orchestra conducted by 

Eduardo Meta on his album James Galway plays Rodrigo.60   

In the first movement of the concerto, there are several passages that are so long or 

require so much air that the last 16th-note of the measure must be dropped to accommodate 

breaths for the soloists. This happens in mm. 128, 130-131, 153, 175, 215, and 234 and can be 

heard on Galway’s recording.61 Additionally, Galway omits the low D-flats in mm. 25-27 

because the speed and register of the octaves make them impossible to play. In performances of 

this concerto the original articulation is frequently changed, usually by eliminating slurs and 

tonguing passages instead. This makes passages with large interval leaps and arpeggiated 

sections easier to play with more clarity (ex. mm. 44-45, 125-133, 210-215).62   

This movement also presents several technical challenges for the soloist that cannot be 

remedied by articulation changes. The written tempo is quite fast (quarter note = 126) and 

Rodrigo frequently writes large intervals of 7ths, octaves, and 9ths in sixteenth note or grace note 

passages (e.g. mm. 80-100, mm. 121-122, see Example 13).63 Large leaps like these at such a 

fast tempo are incredibly difficult to play on the flute and are not often seen in flute music. 

Throughout Concierto Pastoral, Rodrigo frequently pushes the solo flute into the highest 

 
60 Rodrigo, Joaquín. James Galway plays Rodrigo. James Galway and Philharmonia Orchestra. Eduardo Meta. RCA 

Red Seal 3416, 1979, compact cd. 
61 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 26-27, 29, 31, 40, 

44. 
62 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 5-6, 25-27, 39-

40. 
63 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 3, 14-19, 24-25. 
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possible register in sixteenth note passages such as in mm. 11, 17, and 21(see Example 14).64 

Some of the scalar passages extend outside the range of flute and the octave must be split to 

complete the pattern such as m. 124 (see Example 15).65 

 

Example 13: 

 

 

 
64 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 2-3. 
65 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 25. 
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Example 14: 
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Example 15: 

 

 

The opening adagio section that begins and ends the second movement gives the flute an 

expressive melody that spans across all three registers. There are several scalar passages 

throughout this section, however these do not present any technical challenges for the soloist. As 

in the first movement, the articulation of the middle section of this movement is frequently 

changed in performance practice (ex. mm. 165-169, 174-177, 186-187, and throughout the 

cadenza).66 These alterations can be heard on Galway’s recording of this piece.67 The sixteenth 

note triplet sequence beginning at m. 188 also requires the soloist to jump down one octave at the 

end of the scale (m. 191) because it extends outside the range of the flute.68   

In the third movement, edits to the written articulation are made in the following 

measures: mm. 17-27, mm. 37-45, m. 62, mm. 74-79, mm. 96-97, mm. 106-116, mm. 150-166, 

mm. 175-184, mm. 218-223, mm. 230-241, and mm. 251-end.69 Other technical passages that are 

not idiomatic to the flute from this movement include the opening octave leaps in the first six 

measures of the movement and grace note leaps of tritone and ninths in mm. 202-206.70 The 

piece concludes with two measures of descending octaves starting on a D7, the one of highest 

 
66 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 65-70. 
67 Rodrigo, Joaquín. James Galway plays Rodrigo. James Galway and Philharmonia Orchestra. Eduardo Meta. RCA 

Red Seal 3416, 1979, compact cd. 
68 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 68. 
69 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 76-80, 82-88, 91, 

95, 99-102, 104. 
70 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 75-76, 97. 



 31 

possible notes to play on the flute, before ending the concerto with a D Major scale that ascends 

to a final high D.71   

When writing this piece, Rodrigo wrote music that is more suited to guitar performance 

than flute. The most challenging aspects of this piece for the flute soloist (e.g. breathing 

considerations, large interval leaps, arpeggiated passages, grace notes) are more typical of music 

for guitar than writing found in traditional flute repertoire. The piece is written as if it were 

originally written for guitar and Rodrigo then transcribed it for flute.   

 
71 Rodrigo, Joaquín. Concierto Pastoral for Flute and Orchestra. London: Schott & Co Ltd, 1978, 104. 



 32 

Chapter 6: Conclusion 

The flute repertoire has long been supplemented by transcriptions of music from other 

instruments, particularly the violin. The flute as a solo instrument fell out of favor during the 19th 

century, creating a void in the repertoire for romantic-era solo works. In an effort to fill this gap, 

some 20th century soloists began transcribing works for flute. Jean-Pierre Rampal, who is widely 

credited for reviving the popularity of the flute as a solo instrument, contributed several 

important transcriptions which have become standards in the flute repertoire (e.g. Khachaturian 

concerto and Franck sonata).72 His student, James Galway, continued this with his transcriptions 

of Vivaldi’s The Four Seasons, Rodrigo’s Fantasia para un Gentilhombre, and his numerous 

transcriptions of popular, jazz, and folk music. Vivaldi’s Four Seasons, Khachaturian’s concerto, 

Franck’s Sonata, Rodrigo’s Fantasía para un Gentilhombre, Mendelssohn’s Violin Concerto, 

Paganini’s violin caprices, and similar transcriptions not only expanded the flute repertoire but 

also the technical expectations of students and performers, in the same way the romantic 

concertos for nineteenth century raised the technical requirements of violinists and pianists.  

Transcriptions can be challenging for the performer as well as the arranger. When 

transcribing for flute, especially from a piece for violin or guitar, the arranger must take into 

account the differing ranges of the instruments as well as the different techniques possible on 

each instrument (e.g. double stops, which are common in string music but not possible on the 

flute). For the performer, playing transcriptions of string music on the flute often creates a 

challenge of breath control, something string players do not have to take into consideration. A 

successful transcription combines a thorough knowledge of the instrument as well as the skill 

 
72 Encyclopedia Britannica Online. S.v. “Jean-Pierre Rampal.” https://www.britannica.com/biography/Jean-Pierre-

Rampal (accessed July 10, 2019). 
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level of the performer for whom the transcription is written. For these reasons, the transcription 

of Fantasía para un Gentilhombre is a more successful piece that Concierto Pastoral.  
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Appendix A: Musical Examples 
 
Example 1 – Fantasia para un Gentilhombre, mvt. I: Villano y Ricercare, m. 5-8. 
 
Example 2 – Fantasia para un Gentilhombre, mvt. I: Villano y Ricercare, m. 21-25. 
 
Example 3 – Fantasia para un Gentilhombre, mvt. I: Villano y Ricercare, m. 47-53. 
 
Example 4 – Fantasia para un Gentilhombre, mvt II: Españoleta y Fanfare de la Caballería de 

Nápoles, m. 3-12. 
 
Example 5 –  Fantasia para un Gentilhombre, mvt II: Españoleta y Fanfare de la Caballería de 

Nápoles, m. 78-81. 
 
Example 6 – Fantasía para un Gentilhombre, mvt. I: Villano y Ricercare, m. 52-71. 
 
Example 7 – Fantasia para un Gentilhombre, mvt. I: Villano y Ricercare, m. 51-61. 
 
Example 8 – Fantasía para un Gentilhombre, mvt I: Villano y Ricercare, m. 94-99. 
 
Example 9 – Fantasía para un Gentilhombre, mvt II: Españoleta y Fanfare de la Caballería de 

Nápoles, m. 21-28. 
 
Example 10 – Fantasía para un Gentilhombre, mvt II: Españoleta y Fanfare de la Caballería de 

Nápoles, m. 19-28. 
 
Example 11 – Fantasía para un Gentilhombre, mvt II: Españoleta y Fanfare de la Caballería de 

Nápoles, m. 54-72. 
 
Example 12 – Fantasía para un Gentilhombre, mvt II: Españoleta y Fanfare de la Caballería de 

Nápoles, m. 55-72. 
 
Example 13 – Concierto Pastoral, mvt I: Allegro, mm. 20, 80-100, 121-122. 
 
Example 14 – Concierto Pastoral, mvt I: Allegro, mm. 11, 17, 21. 
 
Example 15 – Concierto Pastoral, mvt I: Allegro, mm. 124. 
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Appendix C: Recital Program  

 
 

      California State University, Northridge 
Mike Curb College of Arts, Media, and Communication 

Department of Music 
Present: 

 
 
 
 
 

Mary Cervantes 
In her Graduate Flute Recital 

 
 
 

A student of David Shostac 
 
 
 
 
 

Featuring 
Elizabeth Cervantes, Piano 

Natosha Ramirez, Cello 
 
 
 
 

Saturday, April 23rd, 2016 – 4:30 p.m. 
Cypress Recital Hall 

 
 
 
 
 

In partial fulfillment of the Master of Music Degree in Flute Performance 
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Program 

 
Sonata in E minor……………………..............….J.S. Bach 

Adagio ma non tanto                           (1685-1750) 
       Allegro 
       Andante 
       Allegro 

Elizabeth Cervantes, piano 
Natosha Ramirez, cello 

 
 

Idée Fixe……................…………………….....Doug Davis 
(1948) 

 
 

Concierto Pastoral……………......……....Joaquin Rodrigo 
Allegro                                                  (1901-1999) 

       Adagio 
       Rondo 

with Chamber Orchestra 
 
 

Intermission 
 
 

Concerto No. 1 in G Major………….............W.A. Mozart 
Allegro Moaestoso                               (1756-1791) 

       Adagio non troppo 
       Rondo 

with Chamber Orchestra 
 
 

Sonata Latino…………………………...........Mike Mower 
Salsa Montunate                                             (1958) 

      Bossa Merengova 
 

with Latin Band 
 

Reception to follow 
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Bass     Trumpet 
David Bowman   Mitch Cooper 
 
Conductor 
Jay Jarrett 

  
 
 

Latin Band 
 

Alto Sax     Piano 
Tomo Downs    Ryan Whyman 

 
Tenor Sax      Bass 
Tanner Dawson   David Bowman 

 
Baritone Sax     Drums 
Stephen Spencer   JoJo Ramirez 

 
Trombone    Percussion 
Ruben Mejia    Ernest Cervantes 

       Gene Cervantes 
Trumpet     Robert Cervantes 
Mitch Cooper 
Cameron Wilkins 

 


