
 

 

 

 
 

 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

APPROVED: 
 
James Gillespie, Major Professor 
Donna Emmanuel, Minor Professor 
John Scott, Committee Member 
Terri Sundberg, Chair of the Division of 

Instrumental Studies 
Graham Phipps, Director of Graduate 

Studies for the College of Music 
James C. Scott, Dean of the College of 

Music 
James D. Meernik, Acting Dean of the 

Robert B. Toulouse School of 
Graduate Studies 

THE WORKS FOR CLARINET COMMISSIONED BY THE CONCOURS 

INTERNATIONAL D’EXÉCUTION MUSICALE DE GENÈVE:  

A CRITICAL SURVEY AND PERFORMANCE GUIDE 

Anthony Joseph Allgeier III, B.A., M.M. 

Dissertation Prepared for the Degree 

DOCTOR OF MUSICAL ARTS 

 
 

UNIVERSITY OF NORTH TEXAS 
 

August 2010 



 Allgeier III, Anthony Joseph, The Works for Clarinet Commissioned by the 

Concours International d’Exécution Musicale de Genève: A Critical Survey and 

Performance Guide. Doctor of Musical Arts (Performance), August 2010, 99 pp., 52 

illustrations, bibliography, 59 titles.  

Beginning in 1939, the Concours International d’Exécution Musicale de Genève 

(CIEM; Geneva International Music Competition) is unique among international music 

competitions in its multidisciplinary approach. To date, fifteen works have been 

commissioned for clarinet for the years in which the clarinet was involved. The most 

well-known of these works is the unaccompanied work by Heinrich Sutermeister, 

Capriccio for Solo Clarinet in A, written in 1946 for the 1947 competition. This work is a 

staple in the unaccompanied clarinet repertoire. However, the other fourteen works 

commissioned for the competition are little known and to date no document has been 

prepared that examines each of these works in the context of the competition and 

clarinet literature. While perhaps less notable, works were also commissioned for a 

sight reading portion of the competition for many of the years in which the clarinet was a 

discipline chosen for the competition, two of which were published. These works are 

examined as well.  

This survey provides a critical, analytical, historical, performance-related and 

biographical review of the published and unpublished works commissioned for the 

clarinet by CIEM. The composers, competitors and the significance of these works and 

winners in the clarinet literature and history are included. A chapter is dedicated to each 

piece which includes performance considerations, critical, analytical, and historical 

information as well as biographical information regarding the composer and the 

competitors where available.  
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CHAPTER 1 

INTRODUCTION 

The Concours International d’Exécution Musicale de Genève (Geneva 

International Music Competition) has had a long and rich history since its beginning in 

1939. The Concours International d’Exécution Musicale de Genève, which will be 

referred to by its standard international acronym, CIEM, is unique among international 

music competitions in its multidisciplinary approach. In a given year typically two to four 

disciplines are selected, for example flute, piano, and string quartet in 2001 or piano 

and cello in 2008. To avoid confusion, the disciplines each have their separate 

competitions, i.e., there were both a cello and a piano competition in 2008 and separate 

competitions for the disciplines listed for 2001. Since the creation of CIEM, 26 

disciplines have been featured including conducting, vocal, instrumental, and chamber 

music ensembles. A composition prize was also awarded in 2009 when the competition 

merged with the Reine Marie José Prize.1 

To date, fifteen works have been commissioned for clarinet for the years in which 

the clarinet was involved. The most well-known of these works is the unaccompanied 

work by Heinrich Sutermeister, Capriccio for Solo Clarinet in A, written in 1946 for the 

1947 competition. This work is a staple in the unaccompanied clarinet repertoire. 

However, the other fourteen works commissioned for the competition are little known 

and to date no document has been prepared that examines each of these works in the 

context of the competition and clarinet literature. While perhaps less notable, works 

were also commissioned for a sight reading portion of the competition for many of the 

                                                 
1 <http://www.concoursgeneve.ch> Link to press release available in French by clicking on “Composition 

Prize” in the menu on the left. 

http://www.concoursgeneve.ch/
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years in which the clarinet was a discipline chosen for the competition, two of which 

were published. These works are examined as well.  

This survey provides a critical, analytical, historical, performance-related and 

biographical review of the published and unpublished works commissioned for the 

clarinet by the Concours International d’Exécution Musicale de Genève (CIEM). The 

composers, competitors and the significance of these works and winners in the clarinet 

literature and history are included. A chapter is dedicated to each piece, which includes 

performance considerations, critical, analytical, and historical information as well as 

biographical information regarding the composers and competitors where available. 

Jury members, prize money, and requirements for the competition are also included 

where this information was available. 
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CHAPTER 2 

THE HISTORY OF THE CONCOURS INTERNATIONAL  
D’EXÉCUTION MUSICALE DE GENÈVE 

  
Founded in 1939 by Henri Gagnebin and Frédéric Liebstoeckl, the competition 

was an important part of Geneva’s rapid musical growth in the 20th century. At the time, 

Gagnebin was director of the Conservatoire de Musique de Genève and composed the 

first of the works commissioned for the clarinet. Until 1959 he continued to preside over 

the competition, during which time CIEM gained a fine international reputation. 

Liebstoeckl was a Viennese musician who had settled in Geneva and stayed on with the 

competition as secretary-general until his death in 1979.2  

The competition’s home is the 1700-seat Victoria Hall. Victoria Hall was built 

during the years 1891-1894 and was designed by the architect John Camoletti. It was 

financed by Daniel Fitzgerald Packenham Barton, the consul of England, who dedicated 

it to Queen Victoria. This performance space has been host to many of the world’s 

leading artists, conductors and orchestras throughout the 20th century and remains an 

important part of the musical culture of Geneva.3 As home of the competition, both the 

hall itself and the Concours International d’Exécution Musicale de Genève (CIEM) have 

played a central role in the development of Switzerland’s national art music traditions. 

The clarinet was a chosen discipline nine times from the founding of CIEM in 

1939 until 1960, and during that time, with the exception of 1957, a sight reading piece 

(“morceau pour lecture à vue” when referring to scores), was included as part of the 

competition. These sight reading pieces were also written by Swiss composers. Then, in 

                                                 
2 <http://www.concoursgeneve.ch> 
3 Pierre Meylan and Andrew Clark, “Geneva,” Grove Music Online, ed. L. Macy, (Accessed 2 February 

2008) <http://www.grovemusic.com>.  
 

http://www.concoursgeneve.ch/
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1963, there was a competition including clarinet as a discipline, but no work was 

commissioned for that competition. After that year, sight reading pieces were no longer 

used as part of the clarinet competitions. The reasons for this change could not be 

determined. 

Victoria Hall suffered a devastating fire the night of 16 September 1984, which 

destroyed the hall’s organ and much of the interior of the building.4 Despite much 

correspondence, the financial consequences of the fire could not be determined. 

However, 1988 was the last year in which the competition commissioned a piece for any 

discipline until 1994. In 1988 the only discipline was trombone and in 1994 several 

works were commissioned for orchestra when the only discipline was conducting. The 

competition then did not commission another work until 1997 and 1998, again with only 

one discipline each year, those being harp and trombone respectively. However, 

between 1988 and 2000, competitions were sometimes held for disciplines without a 

commissioned work. In 1990 and 1997, for example, CIEM awarded winners in clarinet 

competitions, but no works were commissioned for the clarinet for those years. The 

same was true in 1963.  

In each case, the causes, circumstances and issues responsible for these 

anomalies could not be identified. It is clear though that the competition suffered 

financial difficulties, but the extent to which the fire contributed to these difficulties is not 

known. In the 47-year period between 1939 and 1986, fourteen of the fifteen works 

commissioned for the clarinet were composed and used in the competition. In that 47-

year period, a clarinet piece was commissioned approximately every 3 to 3½ years, but 

                                                 
4 <http://vandenheuvel-orgelbouw.nl/instruments/geneve/Frameset_geneve.htm> 
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in the 23 years since 1986 there has been only one, the Six Pièces pour Clarinette et 

Alto by Sergio Menozzi in 2007. 

Though CIEM has suffered financial difficulties and at times struggled to 

continue, the competition continues to play an important role in Swiss contemporary 

music both in terms of producing new literature as well as attracting some of the world’s 

finest players. According to the competition’s official website, some of the best known 

past winners include Maurice André, Martha Argerich, Arturo Benedetti-Michelangeli, 

Maurice Bourgue, Victoria De Los Angeles, Alan Gilbert, Nelson Goerner, Friedrich 

Gulda, Heinz Holliger, Nobuko Imai, Jean-Jacques Kantorow, Dagoberto Linhares, 

Quatuor Melos, Dominique Merlet, Aurèle Nicolet, Fritz Ollendorf, Emmanuel Pahud, 

Maurizio Pollini, Georg Solti, Maria Stader, Teresa Stich-Randall, José Van Dam, 

Christian Zacharias, and Tabea Zimmermann. Some of the more notable names in the 

list of clarinet winners are Fabio Di Càsola, Shirley Brill, Peter Rieckhoff, Michel 

Arrignon, Alessandro Carbonare, and Martin Fröst. See appendix B for a complete list 

of the clarinet prize winners. 

Also, it should be noted that the commissioned works have not been the whole of 

the literature involved in the competitions. As the competition has steadily risen in 

prominence and prestige over the decades the requirements for the competition have 

evolved as well. The commissioned works, while important to the clarinet literature, are 

just one part of the competition. See appendix D for the program for the most recent 

clarinet competition in 2007. 

While the pace of new works for clarinet and other disciplines seems to have 

slowed, the relevance of the competition among the world’s other international music 
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competitions remains very strong. Clarinetists should continue to keep an eye on this 

event in the years to come both for the fine performers who earn the coveted prizes and 

for the excellent literature commissioned by the Concours International d’Exécution 

Musicale de Genève. 
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CHAPTER 3 
 

1939: ANDANTE ET ALLEGRO POUR CLARINETTE ET PIANO 
BY HENRI GAGNEBIN 

 
 Born 13 March 1886 in Liège, Henri Gagnebin was a composer, teacher and 

organist. He settled in Switzerland in 1916 and studied music in Lausanne, Berlin, Paris, 

and Geneva, and although he was 30 when he settled in Geneva he is considered a 

Swiss composer.5 Gagnebin died in Geneva on 2 June 1977. He served as the director 

for the Conservatoire de Musique de Genève from 1925 until 1927 when he became the 

dean of keyboard studies until his retirement in 1961.6 His works include many choral 

pieces which are mostly sacred or liturgical, three symphonies, two ballets and 

numerous instrumental pieces. The only genre in which Gagnebin did not compose is 

opera. 

 Gagnebin founded CIEM in 1939 with Frédéric Liebstoeckl (see chapter 2) and 

composed his Andante et Allegro pour Clarinette et Piano for the competition’s premier. 

The piece is dedicated to the French clarinetist Louis Cahuzac who toured with d’Indy 

and likely crossed paths with Gagnebin in Paris. Though Gagnebin was influenced by 

Franck, d’Indy and Stravinsky, little if any of those influences are notable in this piece. 

Rather, the Andante et Allegro features what Meylan calls, “the most characteristic 

features of his work [which] are a deep faith expressed through the use of Protestant 

psalmody, and a kindly, colourful humour.”7 This is evident throughout the work in terms 

of melodic and harmonic style and is illustrated in the following example. 

                                                 
5 Pierre Meylan, “Gagnebin, Henri,” Grove Music Online, ed. L. Macy, (Accessed 11 September 2009) 

<http://www.grovemusic.com>.  
6 <http://www.concoursgeneve.ch> 
7 Pierre Meylan, “Gagnebin, Henri,” Grove Music Online, ed. L. Macy, (Accessed 11 September 2009) 

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

http://en.wikipedia.org/wiki/Li%C3%A8ge_%28city%29
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Example 1: Henri Gagnebin, Andante et Allegro pour Clarinette et Piano (Paris: 
Alphonse Leduc—Éditions Musicales, 1950), mm. 1-6.  

 

 

 The piece stays in E-flat major throughout with harmonic motions away from E-

flat written through the use of accidentals. Even with these harmonic deviations, the 

B♭clarinet part remains in mostly idiomatic technical territory in the comfortable key of 

F major. The primary technical challenges for the clarinetist present themselves in the 

form of melodic, sostenuto flourishes crossing into the altissimo register. Gagnebin 

never composed past the written G6 shown in the following example and used it only a 

few times. Far more frequent are F6s and F♯6s which are often also under a slur line, 

but more frequently are approached and left by leaps as opposed to the scalar style 

shown below. The frequent use of high Fs and F♯s and the varying context in which 

they appear will require several different fingerings choices to be made.  
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Example 2: Henri Gagnebin, Andante et Allegro pour Clarinette et Piano (Paris: 
Alphonse Leduc—Éditions Musicales, 1950), mm. 23-27. 

 

 Ensemble precision should not require much rehearsal time since all four tempo 

changes are controlled by just one of the two players. Also, the complexity of the 

rhythms is relatively low. The above example shows four of only five bars that are not in 

common time. Example 2 is in 8
12  (♪=69) and is also illustrative of Gagnebin’s use of 

smaller subdivisions in the rest of the piece, for example, dotted 16th and 32nd notes in 

common time. Also, the piece is a simple andante and allegro composed through in one 

movement as the title suggests, with only minor tempo changes in the allegro. 

 

Sight Reading Piece 

 The sight reading pieces for CIEM, used for the clarinet discipline until 1960 with 

the exception of 1957 (see chapter 2), were usually titled Morceau pour Lecture à Vue 

and then were often given a subtitle. Roger Vuataz, a Swiss organist, conductor and 

composer, wrote the sight reading piece for the competition’s first year. His Passacaille 

pour Clarinette en si♭et Piano is not published and exists only in manuscript form at 

the Conservatoire de Musique de Genève.  

 Vuataz was born in Geneva on 4 January 1898 and died there on 2 February 

1988. He studied both at the Geneva Conservatoire and at the Geneva Academy. 

Besides being a prolific composer who wrote in all genres he was also a journalist and 
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music critic.8 Like Gagnebin, sacred music was a large part of his output and he was 

especially interested in the music of Bach. An arrangement of The Art of Fugue by him 

caught much attention in the 1930s. His style later became freer from common practice 

tonality and he acquired 20th-century techniques in a “very individual manner.”9 

 The Passacaille is a brief work of only 69 measures, primarily in 4
3  with only two 

bars in 4
2 . Vuataz seems to have composed the piece with a goal of presenting 

challenges to the sight reader by means of varying rhythms, intervallic leaps and 

syncopations, as can be seen in the following example.  

Example 3: Roger Vuataz, Passacaille pour Clarinette en Si♭et Piano, Score, 1939. 
(Photocopy) Bibliothèque de la Conservatoire de Musique de Genève: Geneva, 

Switzerland, mm. 42-50. 

 
The work is written in C, giving the B♭clarinetist a key signature for D major, but 

the harmonies and tonalities are usually far from the key indicated by the key signature, 

and the piece ends on a D major chord with the clarinet playing the fifth. The highest 

pitch is a written A6 approached rapidly from a half-step below and left by an octave 

leap down. The chief technical challenge lies in a passage that is a scalar ascent to, 

and descent from, the altissimo register that is marked sempre pp. In a sight reading 

setting, another challenge is making fingering choices quickly, especially for the Boehm 

System, because of the need, for example, to switch quickly to a right-hand B, for a left 

                                                 
8 Roman Brotbeck, “Vuataz, Roger,” Grove Music Online, Ed. L. Macy, (Accessed 14 September 2009) 

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



 11 

hand C♯—D♯, which occurs on the page at the beginning of a new staff. Other 

fingering choices and similarly clarinet-specific challenges indicate that Vuataz knew the 

instrument well and was composing with the intent of including challenges specifically 

for a sight reader. 

 

Winner 

Research about the winner of the clarinet competition for that year, Robert 

Gugolz, found only that he was a Swiss clarinetist.10  

 

 

 

                                                 
10 “Musical Notes from Abroad,” The Musical Times 80, no. 1159 (September 1939): 683. 
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CHAPTER 4 

1941: SONATINE POUR CLARINETTE SI♭ET PIANO 
BY PIERRE WISSMER 

 
Pierre Wissmer is considered a French composer of Swiss origin,11 though the 

Artistic Committee members at CIEM may disagree. Each work on the official website 

comes under the heading “Commissioned Swiss Works.” Wissmer was born on 30 

October 1915 in Geneva and died in Valcros, France on 3 November 1992. Soon after 

his first piano concerto premiered in Paris and Brussels in 1937, Ernest Ansermet 

began to champion his music.12 Ansermet also composed the sight reading piece for 

the 1941 clarinet competition. In 1941 Ansermet was conducting the Suisse Romande 

Orchestre in Geneva as he did since he founded it in 1918 until his retirement in 1968. 

Wissmer had returned to Geneva around the beginning of World War II, probably in 

1939, after leaving Geneva in 1935 to move to Paris. 

Wissmer’s Sonatine pour Clarinette si♭et Piano, composed for the 1941 

competition, is a three-movement work; Allegro, Andante, Vivo. The Allegro and Vivo 

are in D major for the clarinetist, the Andante is in G Dorian, and the writing for clarinet 

is always melodic, never accompanimental.  

Rae claims Wissmer remained a neo-classicist and that his second piano 

concerto of 1947 resembles the G Major Piano Concerto by Ravel in many ways, such 

as its virtuosity, lyricism and “rhythmic energy.”13 And though Wissmer experimented 

with atonality and with serialism in his second piano concerto of 1954, the closest 

Wissmer comes in the Sonatine pour Clarinette si♭et Piano to atonality is the 
                                                 
11 Caroline Rae, “Wissmer, Pierre,” Grove Music Online, ed. L. Macy, (Accessed 15 July 2009) 

<http://www.grovemusic.com>. 
12 Ibid. 
13 Ibid. 
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juxtaposition of two chromatic lines, one ascending and one descending, as illustrated 

in the following example, which comes very near the end of the third and final 

movement.  

Example 4: Pierre Wissmer, Sonatine pour Clarinette Si♭et Piano, Score, 1941 
(Photocopy), Bibliothèque de la Conservatoire de Musique de Genève: Geneva, 

Switzerland, Mvmt. III, mm. 85-100. 

 

Example 4 is the only departure from the tonal, melodic, and often pianistic 

writing for the clarinet. Technically, in the first movement, the piece demands a high 

level of proficiency in rapid playing of major, minor and pentatonic scales and arpeggios 

(example 5), as well as the dexterity to play a long series of trills in the right hand, 

followed by a very quick series of trills in the left hand (example 6). The second 

movement is an andante in 4
4  marked très calme. It is 37 measures long without a 

single rest in the clarinet part, obviously requiring some endurance. It is also in G 

Dorian, A Dorian for the clarinetist, and requires a subtly different color than the more 

common Aeolian mode (example 7). Also note that the second movement ends on a 

clarion A at ppp. The third movement is in much the same style as the first, also with a 

tremolo line, though with greater harmonic and rhythmic complexity (example 8). The 

highest pitch is a written G♯6. 
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Example 5: Pierre Wissmer, Sonatine pour Clarinette Si♭et Piano, Score, 1941 
(Photocopy), Bibliothèque de la Conservatoire de Musique de Genève: Geneva, 

Switzerland, Mvmt. I, mm. 22-37.  

 
 
 
 
 

Example 6: Pierre Wissmer, Sonatine pour Clarinette Si♭et Piano, Score, 1941 
(Photocopy), Bibliothèque de la Conservatoire de Musique de Genève: Geneva, 

Switzerland, Mvmt. I, mm. 59-66. 
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Example 7: Pierre Wissmer, Sonatine pour Clarinette Si♭et Piano, Score, 1941 
(Photocopy), Bibliothèque de la Conservatoire de Musique de Genève: Geneva, 

Switzerland, Mvmt. II, mm. 33-37.  

 

Example 8: Pierre Wissmer, Sonatine pour Clarinette Si♭et Piano, Score, 1941 
(Photocopy), Bibliothèque de la Conservatoire de Musique de Genève: Geneva, 

Switzerland, Mvmt. III, mm. 65-84.   

 

 

Sight Reading Piece 

 Ernest Ansermet, mentioned earlier in this chapter as a champion of Wissmer’s 

music, titled the clarinet sight reading piece for 1941 simply Morceau de Lecture pour la 
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Clarinette (en La). In French, lecture literally means “reading.” Titles often include 

lecture à vue which means “sight reading.”  

Ansermet clearly intended to challenge the reader with this piece. The work is in 

an ABAC form, lent-vif-lent-vif. The slow sections are in four flats for the clarinetist with 

multiple accidentals, double flats, and a brief whole-tone passage that does not appear 

to be so at first glance. In the first of the two fast sections there are four different time 

signatures which change frequently, pervasive syncopations with rests on down beats, 

and much rhythmic variation including hemiola. In the second of the two fast sections, 

Ansermet stays in 4
2  but writes with many of the above mentioned characteristics that 

will make sight reading a challenge, as seen in example 9. The highest pitch is an A♭6 

which ends the piece.  

Example 9: Ernest Ansermet, Morceau de Lecture pour la Clarinette en La, Score, 1941 
(Photocopy). Bibliothèque de la Conservatoire de Musique de Genève: Geneva, 

Switzerland, mm. 36-46. 

 

 

Winner 

 No clarinet winners were named in 1941. 
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CHAPTER 5 

1942: PETITE SONATE POUR CLARINETTE ET PIANO OP. 37 
BY PAUL MÜLLER-ZÜRICH 

 
 Originally born Paul Müller on 19 June 1898 in Zürich, he added Zürich to his last 

name to prevent confusion with other Müllers. Müller-Zürich died on 21 July 1993 in 

Lucerne. He is considered one of the major Swiss composers who was highly influential 

on his contemporaries and who, after being deeply rooted in Romanticism, turned to 

contrapuntal techniques such as Baroque canonic.14 He studied at the Züruch 

Conservatory for two years as a young man (1917-19), then in Paris and Berlin before 

returning to Zürich in 1927 as a lecturer in theory and as a teacher of composition and 

conducting until his retirement in 1969.15 

 Though Müller-Zürich did incorporate many compositional techniques from 

Baroque composers, particularly Monteverdi and Purcell, the Petite Sonate is more 

Romantic in its style and in its scope, except that it has only two movements. The first 

movement begins with a marking of allegro moderato and fluctuates many times 

through agitatos and tranquillos before ending molto tranquillo, setting up the vivace e 

capriccioso second movement.  

 Ensemble precision may be a challenge in the first movement, not only because 

of the varying tempi, but also because of Müller-Zürich’s compositional style. The 

clarinet melodies are full of moving lines punctuated by sustained note durations and 

ties. These longer notes are most often accompanied by rhythmic motives and imitative 

moving lines in the piano. 

                                                 
14 Fritz Muggler and Chris Walton, “Müller-Zürich, Paul” Grove Music Online, ed. L. Macy, (Accessed 2 

August 2009) <http://www.grovemusic.com>. 
15 Ibid. 



 18 

Example 10: Paul Müller-Zürich, Petite Sonate pour Clarinette et Piano (Geneva, 
Switzerland: Édition Henn, 1942), Mvmt I, mm. 45-54.  

 

 Angular moving lines and rapid, improvisational flourishes characterize most of 

the first movement, usually under ties. Tempo selection is crucial because choosing too 

slow a tempo will undermine the integrity of the opening of the movement, marked 

allegro moderato, but choosing too quick a tempo might cause an unassailable 

technical feat once the nineteenth measure arrives. However, though no marking is 

made, the departure from the style described and illustrated above might mean that 

some freedom for the clarinetist was intended (example 11). 
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Example 11: Paul Müller-Zürich, Petite Sonate pour Clarinette et Piano (Geneva, 
Switzerland: Édition Henn, 1942), Mvmt. I, mm. 18-24. 

 

 The second movement is a vivace e capriccioso that changes meter, rhythm and 

instrumental style rather than tempo and mood, though the practice of filling in the 

clarinetist’s sustained notes with movement in the piano is carried over. The greatest 

technical challenge of the second movement might be executing the rhythm, meter, and 

subdivision changes as well as the quick articulations in the dotted-rhythm and triplet 

passages (example 12). The high A at rehearsal letter ‘F’ is the highest of the piece and 

occurs in the second movement only.  
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Example 12: Paul Müller-Zürich, Petite Sonate pour Clarinette et Piano (Geneva, 
Switzerland: Édition Henn, 1942), Mvmt. II, mm. 53-64. 

 

 The following examples show the original ending of the second movement 

(example 13) and the composer’s corrections made subsequently (example 14). When 

performed, the corrected version should be used.16 

Example 13: Paul Müller-Zürich, Petite Sonate pour Clarinette et Piano (Geneva, 
Switzerland: Édition Henn, 1942). Mvmt. II, final measures.  

 

                                                 
16 Jacques Tchamkerten, Responsable de la Bibliothèque de la Conservatoire de Musique de Genève, 

made it clear that the hand written version is the correction in a note enclosed with the 
photocopied manuscript. 
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Example 14: Paul Müller-Zürich, Petite Sonate pour Clarinette et Piano (Geneva, 
Switzerland: Édition Henn, 1942). Mvmt. II, final measures. 

 

 
Sight Reading 

 
 René Gerber’s Piéce pour Clarinette et Piano is the least challenging of the sight 

reading pieces so far both in regard to the reading difficulty and the technical facility 

required. The brief work is lyrical and almost entirely sostenuto with only a few 

measures containing repeated articulations. However, Gerber uses continuous 

harmonic and textural changes in the accompaniment that set the relatively simple-

looking clarinet part in a more expressive setting than might be expected at first glance.  
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If the first sight reading piece of 1939 by Vuataz required the competitor to play 

rapid passages at sight, and Ansermet’s piece in 1941 required the competitor to 

decipher much information quickly at sight, then Gerber’s piece requires the competitor 

to play beautifully at sight. Besides the need to play expressively, Gerber exposes the 

weaker ‘throat tones’ of the clarinet in a setting of slurred octaves accompanied by 

diatonic consonances in the piano (example 15).  

Example 15: René Gerber, Pièce pour Clarinette et Piano, Score, 1942 (Photocopy) 
Bibliothèque de la Conservatoire de Musique de Genève,  

Geneva, Switzerland, mm. 7-12. 

 

 

Winner 

 Bernard Bellay was the only winner in1942. According to Lynda Baker in an 

online review of a recording by Fabio Di-Casola (1990 prize winner), Bellay was the 

principal clarinetist for the Suisse Romande Orchestre in 1935 when he pronounced 
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René Gerber’s Prelude and Fugue on the Name of BACH unplayable.17 Baker also 

claims that the piece is now “a great solo piece for young clarinetists as an introduction 

to twentieth century music.” Further information about Bernard Bellay was not available. 

 

                                                 
17 <http://www.musicweb-international.com/classrev/2007/Oct07/Casola_mgbctsm103.htm> 
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CHAPTER 6 

1945: ÉGLOGUE POUR CLARINETTE ET PIANO 
BY BERNARD REICHEL 

 
 Born on 3 August 1901 in Neuchâtel, Switzerland, Bernard Reichel studied 

piano, organ and composition at the Basel Conservatory and settled in Geneva in 1925 

as a church organist and music teacher. He spent his latter years near Lausanne in 

Lutry where he died on 10 December 1992. The entire body of Reichel’s works can be 

found at the University of Lausanne Library. He was awarded the Prix de la Musique by 

the city of Geneva in 1971.18 Though he does not have an entry in the New Grove 

Dictionary of Music and Musicians, it is fortunate that an association was created in 

1988 named l’Association Bernard Reichel with the purpose of promoting, publishing 

and disseminating his works. The association has a website that is mostly in French, but 

which provides a brief biography in English and German as well. An interesting 

anecdote on that website says that he “also wrote comic books (in the spirit of Rodolphe 

Töpffer) depicting musicians’ adventures.”19 

 Églogue is French for eclogue; a rarely used musical title describing a piece that 

has a pastoral nature, style or quality. An eclogue typically is in binary form, as is 

Reichel’s piece, though his has a coda that brings back a transformed version of the 

opening phrases.  

 The first section is quite slow at ♩=58 and is marked trés tranquillement, et 

comme en plein air which literally means “very tranquilly and in a full manner,” but 

comme plein air can be translated as “as though outdoors” which makes more sense in 

the setting of a pastoral piece. The writing is not technically challenging, but Reichel 
                                                 
18 <http://www.bernardreichel.ch/>  
19 Ibid. 

http://www.bernardreichel.ch/
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begins with three long phrases, one nearly seven measures in length, requiring a 

combination of lung capacity and efficient use of air.  

Example 16: Bernard Reichel, Églogue pour Clarinette et Piano (Geneva: Imprimerie 
des Éditions Henn, 1945), mm. 1-9. 

 

The second section is marked un peu plus allant and is in 8
9  with subdivisions of 

the beat from three to eight. While there are a couple of awkward passages in terms of 

finger dexterity, the greatest challenge of the second section is probably the rhythmic 

variation in subdivisions within the pastoral, singing style. Another challenge, for the 

less accomplished player perhaps, will be some large leaps across registers. Because 

of the relatively low demands on finger dexterity, the rare use of large register-crossing 

leaps, and the fact that Reichel does not compose for the clarinet beyond the written 

F♯6, this piece is an excellent choice for the student who needs improvement especially 

in varying rhythmic subdivisions, but also in making smooth and graceful register 

changes in a pastoral style. Many of these qualities of the piece’s second section can 

be seen in the following example. 
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Example 17: Bernard Reichel, Églogue pour Clarinette et Piano (Geneva: Imprimerie 
des Éditions Henn, 1945), mm. 69-82.  

 

 

Sight Reading 

 Rudolf Wittelsbach’s sight reading piece for 1945 is similarly entitled Églogue 

pour Clarinette en Si♭et Piano and is in all ways the least challenging of the clarinet 

sight reading pieces written for CIEM. Marked modèrè and at only 34 measures in 

length, there are no technically challenging passages either for the fingers or in terms of 

rhythmic complexity. The piece changes meter, but only from 4
4  to 4

3  and back, with 

one measure of 4
5 , and is composed entirely of quarter, eighth, and sixteenth notes 

with only a few dotted quarter and dotted eighth notes.  

The one passage in which Wittelsbach may have tried to challenge the sight 

reader comes at the end of the 4
5  measure which is near the end of the piece. Here, a 

syncopation at the sixteenth-note level occurs unexpectedly, and it seems as though 

this might have been intentional, after attempting to lure the sight reader into a sense of 

overconfidence.  
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Example 18: Rudolf Wittelsbach, Églogue pour Clarinette en Si♭et Piano, 1945 
(Photocopy), Bibliothèque de la Conservatoire de Musique de Genève, Geneva, 

Switzerland, mm. 31-34. 

 

 

Winner 

 Bernard Bellay won second prize in 1942 and 1945, and is the only clarinetist to 

be a prize winner more than once (see chapter 5). 

  

 

 

 

 

 

 



 28 

CHAPTER 7 
 

1947: CAPRICCIO FOR SOLO CLARINET IN A 
BY HEINRICH SUTERMEISTER 

 
 Sutermeister was born 12 August 1910 and lived until 16 March 1995. A student 

of Carl Orff, he originally studied in the humanities before becoming a student at the 

Munich Akadamie der Tonkunst from 1932-1934. He returned to Switzerland in 1934, 

and after a position as an opera coach, he turned his attention towards composition, 

settling near Lake Geneva in Vaux-sur-Morges.20  

 By far the most well known and most performed work for the clarinet 

commissioned by CIEM, Heinrich Sutermeister’s Capriccio is also the only piece for 

clarinet solo without accompaniment. Although the piece is considered standard 

repertoire by most students and performers, it is surprisingly rarely recorded. In a 

conversation that took place on 12 August 2007 with Max Nyffeler, Eduard Brunner 

says, “It’s probably the most-often played clarinet piece by a Swiss composer…and 

today it’s played by every clarinet pupil…It’s astonishing that there’s no recording of it at 

all.”21 Brunner must have been unaware of the recording by David Howard made in 

199422 and the recording by Heinz Hofer23 on LP, presumably recorded well before 

Brunner’s 2007 conversation though no date is listed on that recording.  

                                                 
20 Erik Levi, “Sutermeister, Heinrich,” Grove Music Online, ed. L. Macy, (Accessed 2 June 2009) 

<http://www.grovemusic.com>. 
21 Eduard Brunner, Schweizer Werke für Klarinette, Various composers: Eduard Brunner, clarinet with 

Christian Brunner, cello and Adrian Oetiker, piano, (liner notes) Migros-Genossenschafts-Bund, 
MGB CTS-M 108, 2007. 

22 David Howard, Capriccio: Mid-Century Music for Clarinet, Various composers: David Howard, clarinet 
with Zita Carno, piano, Centaur: CRC 2201, 1994. 

23 Heinz Hofer, Klarinettenmusik von Schweizer Komponisten. Heinrich Sutermeister: Capriccio für 
Klarinette Solo, et al., Heinz Hofer, clarinet and bass clarinet; Anne de Dadelsen, piano; Jecklin 
556, no year listed. 
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 Perhaps as surprising as the sparse attention given to the piece by recording 

artists is the similar rarity with which a recording of the Capriccio appears in university 

libraries. A search for a recording of the piece in the music libraries of Indiana University 

and Florida State, for example, do not show that they own a recording. The University of 

North Texas Music Library owns one recording; the one by David Howard. A search of 

several other music school libraries found that the David Howard recording is the most 

commonly owned. A recording by Luigi Zimmitti was released electronically on 25 

March 2009 and is available on iTunes and other websites such as Amazon.com and 

Rhapsody.com. Zimmitti’s website calls the ‘album’ that includes the Sutermeister one 

of his “self production works.”24 

 When recorded, players tend to take what some might call a safe approach to the 

piece, playing what is clearly written with only modest amounts of rubato. In live 

performances however, the Capriccio often receives a more liberal treatment; the 

performer taking greater liberties with what Sutermeister has penned. The markings in 

the score are copious and exacting, and while this may lead a performer to believe that 

a more literal rendering of the work is appropriate. However, if played too literally, the 

phrases, melodies and motives that return, considered along with their construction, will 

result in a less than engaging experience for the listener. Instead, the greatest care 

should be taken to present the piece with a sense of ceaseless curiosity and exploration 

in order to avoid a drab performance marked by a lack of personality made evident by 

phrases repeated exactly as played previously. 

 While the piece has been called virtuosic by some and is referred to as a pupil’s 

piece by others, it is a remarkably challenging piece not because of its tricky passage 
                                                 
24 <http://www.luigizimmitti.it>  
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work, its rapidly changing meters and moods, or its formal construction, but because of 

the combination of these. Although it is important to take great care in preparing and 

crafting the phrases and sections with their sometimes sudden changes in mood and 

tone, it is imperative to a quality performance to step back and view the piece as a 

whole, making careful choices about modifying and developing the piece as it is 

performed. According to the composer it should “be performed with much humor and in 

an improvisatory manner.”25  

 For example, at the micro level, the meter change from the quarter note basis to 

a pair of 8
6  measures (mm. 88 and 90) should be played so that the listener can be 

aware of the changes (example 19), while on the larger, macro level, the return of the 

opening material at measure 159 should be performed somewhat differently on its 

return (examples 20 and 21). 

Example 19: Heinrich Sutermeister, Capriccio for Solo Clarinet in A (London: Schott, 
1947), mm. 78-93.  

 

                                                 
25 Gillespie, James, Solos for Unaccompanied Clarinet: An Annotated Bibliography of Published Works, 

Detroit Studies in Music Bibliography—28 (Detroit: Information Coordinators, 1973), 67. 
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Example 20: Heinrich Sutermeister, Capriccio for Solo Clarinet in A (London: Schott, 
1947), mm. 1-9. 

 

Example 21. Heinrich Sutermeister, Capriccio for Solo Clarinet in A (London: Schott, 
1947), mm. 159-167. 

 

 

Sight Reading 

 Walther Geiser was born 16 May 1897 and died 6 March 1993. He was a 

composer, conductor, violist and music teacher who lived in Basel for most of his life. 

He was an active member of the Schweizerischer Tonkünstlerverein (Swiss Association 

of Musicians) and won the composer’s prize of the association in 1962.  

Geiser’s Danza Notturna pour Clarinette en La et Piano Op. 36a appears on a 

handbill for a series of chamber music concerts in Wettingen, Switzerland in 2003 as 

Danza Notturna Op. 36a für Saxophon und Klavier (1947).26 It is unclear whether the 

piece was originally written for clarinet, for saxophone, or was composed for both. The 

range is somewhat limited for a clarinet work, the highest pitch being a written D6, 
                                                 
26 <http://www.wettinger-kammerkonzerte.ch/wkk2002/html2002/klang-wochenende.pdf> 
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which might indicate that Geiser had originally written the piece for saxophone or that at 

least he had the saxophone in mind. Also, the piece is for A clarinet, so the clarinet’s 

lowest written pitch of E would transpose to the alto saxophone’s lowest written pitch of 

B♭. 

The Danza Notturna opens with a brief flourish over a sustained chord that sets 

up the allegretto lento at measure six. Geiser gives no tempo or expressive indication at 

the beginning aside from the accel. and rit. molto in measures two and four respectively. 

Markings of grazioso later in the piece occur over faster subdivisions and the prevalent 

lyricism elsewhere, however, suggests an espressivo, grazioso approach to the opening 

bars.  

Once the allegretto lento begins, marked ♪=138, the piece remains primarily at 

the eighth note level and mixes meters of 8
5 , 8

6 , and 4
3 . The style is mostly lyrical and 

sustained with only 4 of the 68 measures containing staccato. Except for two six-

measure sections of fast subdivisions, the challenge to the sight reader lies in 

negotiating dotted rhythms and ties over bar lines which are scored against piano 

rhythms that are syncopated and often obscure the placement of the written downbeat.  

 

Winners 

 The winners in 1947 were Henri Druart, First Prize, and Raffaele Masella, 

Second Prize. Henri Druart was born 14 November 1919 and no record of his death 

could be found. Information about Druart’s life is scarce, but he is listed among the 

teachers of Phillipe Cuper. Raffaele Masella was a Canadian cabinetmaker and 

woodcarver besides being a clarinetist. He was born 12 March 1865 and was 82 years 
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old when he won in 1947. Masella taught clarinet at the Conservatoire de Musique de 

Québec and died 31 December 1952. 
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CHAPTER 8 

1950: PETIT CONCERT POUR CLARINETTE EN LA ET ORCHESTRE À CORDES  
BY JEAN BINET 

 
 Binet’s Petit Concert is one of the most appealing clarinet works commissioned 

by CIEM. The melodies are wonderfully crafted and suit the A clarinet very well. The 

sections of the piece balance and complement each other nicely, and Binet exploits 

many of the clarinet’s best qualities with a skillful mastery. For example, the phrases of 

the lyrical sections bring out the better qualities of the ranges in which they are written.  

It was written for clarinet in A with string orchestra but published as an edition for 

clarinet and piano. The piano reduction was written by the composer, works very well 

and sounds as though the piece was not originally conceived for a string orchestra 

accompaniment. The orchestral parts have not been published and are housed in the 

Bibliothèque de la Conservatoire de Musique de Genève. Binet dedicated the piece to 

Leon Hoogstoël, a clarinetist in the Orchestre de la Suisse Romande from 1919-1959, 

which literally translates to the “Orchestra of French-Speaking Switzerland.”27 

 Jean Binet was born in Geneva on 17 October 1893 and died ten years after 

composing the Petit Concert on 24 February 1960. He came to the United States in 

1919 and studied with Ernest Bloch who had arrived in America in 1916. Though Bloch 

is usually considered an American composer, he was born in Geneva also, in 1880. 

Together they founded the Dalcroze Rhythmic School in New York and the Cleveland 

Institute of Music in 1920.28  

                                                 
27 <http://www.ville-ge.ch/en/media/pdf/medaille_ge.pdf> 
28 Pierre Meylan and Jacques Tchamkerten, “Binet, Jean,” Grove Music Online, ed. L. Macy, (Accessed 3 

January 2010) <http://www.grovemusic.com>. 
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Binet’s music was influenced by French impressionism and, according to Pierre 

Meylan and Jacques Tchamkerten, Dalcrozian rhythm.29 While one can hear a 

connection to French impressionism in his music, and to some extent in the Petit 

Concert, it is difficult to know what the authors meant in saying that his music was 

influenced by Dalcroze, whose methods were primarily formed for music education, not 

composition.  

The Petit Concert is tonal, as were all of Binet’s works. It is made of three short 

sections which could be considered movements if not for their brevity. The first section 

is in 4
2  and is dominated by running sixteenth and eighth notes. The phrases in this 

section are all slurred and present challenges in repeated register changes as well as 

some lyrical playing up to G6 (examples 22 and 23). 

Example 22: Jean Binet, Petit Concert pour Clarinette at Orchestre a Cordes (Edition 
pour Clarinette et Piano) (Geneva, Switzerland: Édition Henn 1950), mm 1-11. 

 

Example 23: Jean Binet, Petit Concert pour Clarinette at Orchestre a Cordes (Edition 
pour Clarinette et Piano) (Geneva, Switzerland: Édition Henn 1950), mm 44-47. 

 

 The second section is a lyrical andante tranquillo of a pastoral style that focuses 

on the lower end of the chalumeau register. A quick, nine-measure animando in 4
2  time 

                                                 
29 Ibid. 
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leads to an extended cadenza that transitions to the vivo, ma non troppo third section 

that ends the piece.  

The cadenza contains some very interesting melodic material that seems to be a 

kind of compositional acknowledgement of Sutermeister’s work from 1947, the previous 

piece commissioned for clarinet by CIEM (chapter 7). Example 24 shows the opening of 

Sutermeister’s Capriccio, and example 25 shows a portion of the cadenza from Binet’s 

Petit Concert. Notice the descending half-steps as pick-ups to measures 1, 2, 6, and 7 

in example 24 and the similar half-step pick-ups to measures 3, 4, 5, 8, 10, and 12 in 

example 25. 

Example 24: Heinrich Sutermeister, Capriccio for Solo Clarinet in A (London: Schott, 
1947), mm. 1-9.  

 

Example 25: Jean Binet, Petit Concert pour Clarinette at Orchestre a Cordes (Geneva, 
Switzerland: Édition Henn, 1950), mm. 124-138. 

 

 Of all of the works commissioned by CIEM, the Petit Concert is perhaps the most 

woefully neglected pieces in the clarinet repertoire. The writing is excellent, charming, 

and very inventive within its tonal harmonies. At approximately six minutes, the Petit 
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Concert would make an excellent addition to the program of any clarinetist preparing a 

recital.  

 

Sight Reading 

The first sight reading piece for the composition to be published is Alphonse 

Roy’s Sérénade pour Clarinette Si♭et Piano. It is a brief work with little rhythmic or 

metric complexity, remaining in 4
2  and 4

3  throughout. The clarinet writing is mostly 

idiomatic while the piano part is fairly sparse and lacking in intricacy. The primary 

challenge in sight reading this piece would be to convincingly present the piece as a 

whole. The relative simplicity of both parts is apparent in example 26. 

Example 26: Alphonse Roy, Sérénade pour Clarinette Si♭et Piano (Geneva, 
Switzerland: Éditions du Siècle Musical, 1950), mm 17-30.  
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Why the Sérénade was the first sight reading piece to be published, or why it was 

published at all, is puzzling. The piece is unremarkable, brief, lacking in contrast, and 

would be at best a bland choice for a recital program.  

 

Winners 

The winners in 1950 were Paul-Jacques Lambert and Gilbert Voisin who one first 

and second prizes, respectively, and both unanimously. An exhaustive search did not 

provide information about Lambert, but Voisin seems to have become far more well-

known. He was a student of Louis Cahuzac and an early teacher of Philippe Cuper. 

According to Pamela Weston, after winning the competition, “He did not pursue the path 

of a soloist but became principal clarinet in both the Toulouse Orchestra and the Radio 

Orchestra at Lille. He was a good and enthusiastic musician who fired the imagination 

of the young boy [Cuper] and became in all truth a second father to him.”30 

 

 

                                                 
30 Pamela Weston, Clarinet Virtuosi of Today (Hertfordshire, England: Egon Publishers, 1989), 74. 
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CHAPTER 9 

1953: ÉGLOGUE POUR CLARINETTE IN SI BÉMOL ET PIANO 
BY JEAN APOTHÉLOZ 

 
 Jean Apothéloz does not appear in the Grove Dictionary of Music and Musicians, 

but does appear on a French website of his family’s genealogy31. Born 12 May 1900 in 

Switzerland, he studied music with Alexandre Denéréaz and Aloys Fornerod. But his 

studies went well beyond music. According to the website he painted more than 500 

paintings, including portraits, still-lifes and landscapes. Among other things, he also 

taught science in Lausanne from 1932-1946. He died 10 July 1965. 

 Églogue is French for eclogue; a rarely used musical title describing a piece that 

has a pastoral nature, style or quality. The term though has had many different 

definitions and uses. It has been used in reference to pastoral poems that could be 

monologues or dialogues between shepherds and was first applied to piano pieces 

early in the 19th century by Tomášek.32  

 Apothéloz’s Églogue is far less pastoral than the one by Bernard Reichel in 1945. 

It opens with a short, 3-measure statement by the clarinet and piano followed by a 10-

measure, clarinet-solo cadenza passage which should sound improvised if played well. 

It is marked cadenza a piacere and is full of widely-varying subdivisions (example 27), 

indicating the improvisational quality called for by the writing.  

 

 

 

                                                 
31 <http://www.apotheloz.com/apotheloz-genealogie.htm> 
32 Maurice J.E. Brown and Kenneth L. Hamilton, “Eclogue,” Grove Music Online, ed. L. Macy, (Accessed 

14 May 2010) <http://www.grovemusic.com>. 
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Example 27: Jean Apothéloz, Églogue pour Clarinette en Si bémol et Piano (Geneva, 
Switzerland: Édition Henn), 1953, mm 8-14. 

 

 This piece presents significant challenges to the clarinetist, to the pianist, and 

more so to the clarinetist and pianist as a duo. The Églogue is sonata-like in its 

composition. The clarinet and piano parts are equally difficult and of equal musical 

import to the overall piece. The virtuosic demands are greater for the clarinetist, but the 

intricacy and complexity of the piano part make it likewise daunting.  

 There are many varying textures and sonorities as Apothéloz explores novel 

combinations of register and harmony between the two instruments. There are also 

several changes in style, from the improvisational opening, to an expressive 8
9  with 

numerous changes in expressive markings and tempo. Then comes a rigid allegro 4
3  

and a relaxed allegro moderato which is followed by an allegro vivo in 8
6  that seems 

headed to a flashy end. Instead, a dolce e molto ritenuto and then a marking of leggiero 

finish the piece quietly and tranquilly. With a good chemistry between clarinetist and 
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pianist, and adequate rehearsal time; this is a rewarding piece well worth considering 

for performance.  

 

Sight Reading 

 Raffaele d’Alessandro was born and died on March 17 of the years 1911 and 

1959. He studied composition with Dupré, Paul Roës and Nadia Boulanger and “his 

eclectic style took elements from the varied musical currents of the time, but he retained 

a basis of sonata form and tonal harmony. He favoured driving rhythms and his writing 

is complex and compact.”33 His eclectic style, elements from music of the time, driving 

rhythms, and complex, compact writing are all evident in his Rondiletta pour Clarinette 

et Piano. 

 The Rondiletta is marked tempo di Rumba (♩=66/72), but the time signature is 8
4  

instead of 4
2  or 4

4 , which are more typical of Rumbas. The tempo is marked in terms of 

the quarter note, but the piece often feels more like it is in a fast four rather than a slow 

two. There are many clever and tricky variations in rhythmic subdivisions, beat 

placement and beat displacement. While the uniform style, tempo and meter might have 

given the sight reader some comfort, these rhythmic changes, combined with atypical 

rhythmic notation might have proven very difficult. Example 28 illustrates an instance of 

rhythmic notation that might seem confusing to players used to more idiomatic notation, 

e.g., dotted-eighth-rests instead of eighth and sixteenth rests. Example 29 shows some 

of the rhythmic counterpoint between the clarinet and piano parts.  

 

                                                 
33 Luise Marretta-Shär, “Alessandro, Raffaele d’,” Grove Music Online, ed. L. Macy, (Accessed 18 May 

2010) <http://www.grovemusic.com>. 



 42 

Example 28: Raffaele d’Alessandro, Rondiletta pour Clarinette et Piano, 1953 
(Photocopy), Bibliothèque de la Conservatoire de Musique de Genève, Geneva, 

Switzerland, mm. 66-77. 

 

Example 29: Raffaele d’Alessandro, Rondiletta pour Clarinette et Piano, 1953 
(Photocopy), Bibliothèque de la Conservatoire de Musique de Genève, Geneva, 

Switzerland, mm. 8-11. 

 

 

Winners 

The unanimously named second prize winner in 1953 was a German clarinetist 

named Toni Langen. André Pons was also awarded second prize and can be heard in a 

box-set of music conducted by Pierre Boulez (Erato: 4509-98496-2).  
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CHAPTER 10 

1957: SONATINE POUR CLARINETTE ET PIANO 
BY ROBERT SUTER 

 
 Robert Suter is a composer, a pianist, and also worked for several years as a 

music editor. As a pianist Suter also performed jazz in theaters and cabaret as well as 

improvising music for silent films. The bulk of his output is works for orchestra, choral 

and other vocal media, though he did write about a dozen chamber music pieces. Suter 

was born 30 January 1919. 

 Suter has been described as having an “undogmatic and independent attitude,” 

never belonging to a specific compositional school. However, “his encounter with Pierrot 

lunaire (Basle, 1937) was of such importance that free atonality influenced all of his 

creative work.”34 He was also introduced to Schoenberg’s 12-tone technique sometime 

in the 1950’s, and obviously prior to 1957 because this Sonatine employs the technique.  

 As can be seen in example 30, Suter begins with a 12-tone row that is 

bookended by half steps and is comprised internally by mostly major and minor thirds 

(or their sixth counterparts), along with one major second, one perfect fifth/fourth, and 

one tritone. The 3rd, 4th and 5th notes of the row also spell a major triad. The features of 

this row, whose matrix can be seen in example 31 (absolute pitch version) allows Suter 

to play with many tonal and consonant sonorities in this “atonal” work. 

 

 

 

                                                 
34 Anton Haefeli, “Suter, Rober,” Grove Music Online, ed. L. Macy, (Accessed 3 May 2010) 

<http://www.grovemusic.com>. 
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Example 30: Robert Suter, Sonatine pour Clarinette et Piano (Geneva, Switzerland: 
Édition Henn), 1957, mm. 1-4. 

 

Example 31: Matrix (absolute pitch version) of Robert Suter, Sonatine pour Clarinette et 
Piano (Geneva, Switzerland: Édition Henn), 1957, mm. 1-4. 

 

 The piano and clarinet parts are equal parts dependant and interdependent 

throughout this comparatively brief piece. Technically, the individual parts are not 

especially challenging. The chief challenge in performing the Sonatine will be the 

coordination of the two parts through frequent meter changes combined with disjunctive 

rhythms in both parts that often obscure the placement of the written downbeat.  
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Sight Reading 

 There was no sight reading piece in 1957. The next year the clarinet was a 

discipline for CIEM was 1960 and was the last year that involved sight reading for the 

clarinet competitions.  

 

Winner 

 Petkov Radev is a Russian clarinetist and has recorded an album with Maria 

Prinz (“Brahms, Poulenc, Martinů - Petkov Radev, Maria Prinz”: Gega New 

B000HKF4I6, 2001). 
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CHAPTER 11 

1960: PETITE FANTAISIE POUR CLARINETTE ET PIANO 
BY HERMANN HALLER 

 
 Hermann Haller was born 9 June 1914. He completed his composition studies 

with Nadia Boulanger and his piano studies with Czeslaw in Zürich. According to 

Muggler and Walton, “His music is in a clean and economical style. The harmony and 

animated rhythm of his early works show certain affinities with the Hindemith of the 

1930s; Haller’s forms and textures were influenced by the Baroque, as in the Concertino 

(1942) and the cantata Verkündigung (1943).”35 This assessment is congruent with the 

Petite Fantaisie in terms of rhythm and harmony, though the form of the fantasy is very 

free and bears little resemblance to forms from the Baroque period.  

 The first half of the piece changes moods, tempi, harmonies and texture often. It 

begins moderato, followed by molto lento, then an andante moderato, più andante, and 

finally a brief allegro transition to the allegro e deciso that comprises the second half of 

the Petite Fantaisie. Through the varying styles of the first half the piano often drops out 

for cadenza-like passages in the clarinet part. These passages are sometimes 

transitional and will require thoughtful planning in order to present a coherent and 

seamless series of passages leading to the allegro e deciso. 

 The allegro deciso is in cut-time with the half note at 76 beats per minute. While 

the meter is unchanging and the rhythms are almost entirely triplets, quarter and half 

notes, there are some substantial technical challenges for the clarinetist. One of these 

challenges is the large leaps and rapidly changing line directions at this quick tempo. 

Some of this can be seen here in example 32. 
                                                 
35 Fritz Muggler and Chris Walton, “Haller, Hermann,” Grove Music Online, ed. L. Macy, (Accessed 3 

March 2009) <http://www.grovemusic.com>. 
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Example 32: Hermann Haller, Petite Fanatasie pour Clarinette et Piano (Geneva, 
Switzerland: Édition Henn-Chapuis), 1960, mm. 144-149. 

 

 Overall, the two parts balance each other well in a sonata-like relationship. The 

influence of Hindemith can be heard, but the writing is very original and the unique form 

and clever compositional techniques make the piece charming and interesting. For the 

clarinetist searching for a very good piece that is rarely heard, this is an excellent 

choice.  

 

Sight Reading 

 Ernst Pfiffner’s Capriccio pour Clarinette et Piano is the second of two sight 

reading pieces from CIEM to be published. He was born 6 December 1922. The only 

available information about Pfiffner comes from a website dedicated to Swiss 

musicians: 

Following completion of his undergraduate studies in Disentis, Pfiffner studied 
philosophy and theology for several semesters (including in Fribourg). He studied 
music in Rome and in Basel (organ diploma under Eduard Müller). Between 1959 
and 1994 he held numerous teaching posts in Basel and Lucerne. From 1950 
until 1987 he was cantor, choirmaster and organist at St Michael's in Basel. 
Between 1960 and 1970 he was editor of the journal “Katholische Kirchenmusik.” 
From 1967 until 1987 he was director of the “Akademie für Schul- und 
Kirchenmusik, Luzern” (Academy of School and Church Music in Lucerne). He 
has lived in Basel since 1948.36 

                                                 
36 <http://www.musinfo.ch> (http://www.musinfo.ch/index.php?content=maske_personen&pers_id=43) 
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 The Capriccio is fairly homogenous in its texture and style and was clearly 

influenced by Hindemith and his contemporaries. The piece is about five minutes long in 

a compacted Rondo-like form of ABABA. The three allegro comodo sections are 

separated by two sections marked quasi lento. The form serves the musical material 

nicely. Pfiffner uses primarily simple beat subdivisions, continuously altering them as 

the melodic and harmonic material change. Examples 33 and 34 show the first theme 

as it is introduced and its variation upon its return. Also, these examples illustrate the 

pervasive style of the piece.  

Example 33: Ernst Pfiffner, Capriccio pour Clarinette et Piano (Geneva, Switzerland: 
Edition Henn-Chapuis), 1960 mm 1-6. 

 

Example 34: Ernst Pfiffner, Capriccio pour Clarinette et Piano (Geneva, Switzerland: 
Edition Henn-Chapuis), 1960 mm 38-43. 
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Winner 

 Peter Rieckhoff won first prize. He taught at Berlin’s Hochschule der Künste and 

at the Freiburg Musikhochschule. His students include Walter Seyfarth, Steven 

Williamson, and Alexander Bader. 
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CHAPTER 12 

1963: NO COMMISSIONED PIECE 

 It is unclear why no piece was commissioned for the 1963 competition and any 

records regarding which required piece was chosen for that year have not been 

available. It is possible that the competition was experiencing financial difficulties, 

though it was not until 1984 that a fire devastated the competition’s home, Victoria Hall, 

which was a significant setback for CIEM.37 

 

Winners 

 Giuseppe Garbarino and Michel Portal both won second prize. Garbarino is an 

Italian clarinetist and author of Metod per Clarinetto (Milano: Edizioni Suvini Zerboni, 

1979) which was translated into English by Reginald Smith Brindle (Boosey, 1979). The 

Metod per Clarinetto focuses on extended techniques such as multiple sonorities, 

microtones, tremolos and glissandos. The Metod is in many ways supplemental to 

Phillip Rehfeldt's New Directions for Clarinet of 1939. According to Niall O'Loughlin, “no 

clarinetist attempting the new techniques seriously and regularly should be without this 

volume. It does not always give definitive or universally applicable fingerings but, like its 

predecessors, it goes a long way towards finding them.”38  

 Michel Portal is a clarinetist, saxophonist and composer of French origin whose 

interests and talents are many. During the 1960s Portal was among the pioneers of the 

free jazz movement in France and performed standard jazz with many famous jazz 

musicians during his career. He is known as a virtuoso in many genres and according to 

                                                 
37 <http://vandenheuvel-orgelbouw.nl/instruments/geneve/Frameset_geneve.htm> 
38 Niall O’Loughlin “Review: Clarinet Sounds,” The Musical Times 121, no. 1648 (June 1980): 380-381. 
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Michel Laplace, “His playing is well represented on the recording Musiques de cinéma 

déjouées avec des amis jazzmen (1995, Label Bleu 6574).”39 

 

                                                 
39 Michel Laplace, “Portal, Michel,” Grove Music Online, ed. L. Macy, (Accessed 7 December 2009) 

<http://www.grovemusic.com>. 
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CHAPTER 13 

1967: DIVERTIMENTO POUR CLARINETTE ET PIANO 
BY MICHEL WIBLÉ 

 
 Michel Wiblé remains somewhat of a mystery in the musical world. He wrote two 

pieces for English Horn and orchestra40 and lectured in Geneva on 28 November 2009 

about Arthur Honegger’s music.41 Further information about Wiblé was not available. 

 The scarcity of information about Wiblé’s life and music is striking when one 

hears the Divertimento. Wiblé has a very unique style and uses harmony, melodic line 

and texture in very gifted ways and to great effect. In all, the work comes off very nicely 

in performance and is well worth the preparation required. 

The piece is in three parts with a substantial cadenza linking the second and third 

sections. The lento opening is marked dolce espr. for the clarinet. The melodies in the 

opening lento are utterly forgettable on their own, but coupled with the sonorities of the 

piano they become something entirely different. The effect is haunting and darkly 

beautiful. The challenge for the clarinetist is to color these tones and seemingly simple 

melodies to work with the piano sonorities. Otherwise the effect will sadly be lost. 

An allegro scherzando follows the opening lento. The melodic material here is at 

first characterized by large leaps in the clarinet and driving rhythms in the piano. The 

piano then shifts to sonorities similar to the opening, in a legato style, while the clarinet 

part weaves variations on the large intervallic leaps of the beginning of the allegro 

scherzando. Example 35 shows the opening of the allegro scherzando.  

 

 
                                                 
40 <http://en.wikipedia.org/wiki/English_horn_concerto> 
41 <http://acadmusge.ch/58/Nouvelles.html> 
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Example 35: Michel Wiblé, Divertimento pour Clarinette et Piano (Geneva, Switzerland: 
Édition Henn), 1967, mm 38-46. 

 

 The allegro scherzando is separated from the vivace section that ends the piece 

by a quasi cadenza in which Wiblé uses lower-register notes with double stems to 

connote the effect of two simultaneous lines (example 36). The vivace that drives the 

piece to its conclusion is dominated by triplet subdivisions of the eighth note (example 

37) in varying meters, retaining some of the characteristics of the allegro scherzando. 

Example 36: Michel Wiblé, Divertimento pour Clarinette et Piano (Geneva, Switzerland: 
Édition Henn), 1967, mm 14-150. 

 

Either Wiblé was working closely with a clarinetist, was a clarinetist, or simply 

knew the instrument very well. While much of the writing is very technically challenging, 

all of it is within reasonable, idiomatic technique. However, several occurrences of 

difficult passages in the Divertimento, in which Wiblé seems to be intentionally focusing 

on common problematic fingering combinations, lead one to believe Wiblé was very 
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knowledgeable about the instrument. Example 37 is one of several such occurrences, 

especially in the second system.  

Example 37: Michel Wiblé, Divertimento pour Clarinette et Piano (Geneva, Switzerland: 
Édition Henn), 1967, mm 155-163. 

 

 Technical challenges aside, the varying meters and beat placements, especially 

at moments of texture changes, make rehearsal preparation arduous if not intimidating. 

While the two parts fit together wonderfully and to great effect in performance, the 

pianist and clarinetist will need strong rhythmic sensibilities and a compatible musical 

rapport.  

 

Winner 

 Aurelian-Octav Popa won second prize (no first prize was awarded) and is a 

Romanian clarinetist who also won second prize in the 1966 Birmingham International 

Wind Competition.42 

  

 
 
 
 
 

                                                 
42 Nigel Fortune, “Notes from Britain,” The Musical Times 107, no. 1481 (July 1966): 614-617. 
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CHAPTER 14 
 

1972: ANSPIELUNGEN FÜR KLARINETTE IN B UND KLAVIER 
BY ARMIN SCHIBLER 

 
 Armin Schibler (20 November 1920-7 September 1986) was a Swiss composer 

who wrote 226 pieces in his lifetime and produced writings on literature, music theory, 

and music pedagogy.43 Around 1950 he began using the twelve-tone method but he 

was never entirely won over by it.44  

 Anspielungen, which means “allusions,” is the first of the clarinet pieces for CIEM 

to use free compositional techniques and some extended techniques for the clarinet, 

including glissando and flutter tongue. The piece is in six short movements: I—lento, 

rubato molto, II—allegro vivace, III—lento espressivo, IV—allegro molto, V—

improvisando lentamente, and VI—molto vivo. 

The music is often conversational between the two parts in the slow movements 

with the clarinet and piano taking turns or making a short statement during a held note 

in the other part, as in the first movement which is senza misura. Example 38 illustrates 

this relationship. 

 The score might appear daunting at first glance, but upon closer inspection it 

becomes clear that Schibler has taken great care to make the piece manageable for a 

clarinetist and pianist who are even marginally versed in nonstandard notation. The 

clarinet part contains copious piano cues that are well-placed and easy to read. There 

are, however, a few moments that place high technical demands on the clarinetist. 

Example 39 shows one of these. The tempo marking is ♪=132 or faster, which makes 

                                                 
43 <http://www.arminschibler.ch> 
44 Fritz Muggler and Chris Walton, “Schibler, Armin,” Grove Music Online, ed. L. Macy, (Accessed 2 April 

2010) <http://www.grovemusic.com>. 
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the sixtuplets very, very fast. (It works out to a rate of 792 notes per minute!) This 

pattern continues, with pitch changes, for two more measures (example 39).  

Example 38: Armin Schibler, Anspielungen für Klarinette in B und Klavier (Zürich, 
Switzerland: Edition Eulenberg, 1972): page 3, 1st and 2nd systems.  

 

Example 39 Armin Schibler, Anspielungen für Klarinette in B und Klavier (Zürich, 
Switzerland: Edition Eulenberg, 1972): page 3, 1st and 2nd systems, Mvmt. IV, mm 1-3. 
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Winners 

 Thomas Friedli won first prize and Michel Arrignon second prize. Friedli studied 

with Jacques Lancelot and became the jury president for the competition in 2007 before 

his accidental death in 2008 at the age of 61.45 He did a great deal of recording and 

won the “Gold Record” from the recording label Claves for his recording of the Mozart 

Concerto, K. 622.  

 Michel Arrignon earned a Premier Prix in 1966 at the Paris Conservatory and a 

Premier Prix in chamber music in 1968.46 He was born in western France and studied at 

the Conservatoire National Supérieur de Musique de Paris where he has taught since 

1989. He has also assisted in testing and development with Buffet Crampon since 1985. 

Among many other achievements and positions he has held, Arrignon also founded the 

Olivier Messiaen Quartet. 

 

 

                                                 
45 <http://www.20min.ch/ro/news/suisse/story/25614015> 
46 Charles Willett, “A Conversation with Michel Arrignon,” The Clarinet 16, no. 4 (July/August 1989): 32-

36. 
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CHAPTER 15 

1976: RÉCITATIF ET ALLEGRO POUR CLARINETTE EN SI♭ET PIANO  
BY HERMANN HALLER 

 

 Hermann Haller was born 9 June 1914 and began studying composition at the 

Zürich Conservatory in 1933 before finishing his compositional studies, as many of his 

contemporaries did, with Nadia Boulanger from 1938-1939.47 He was also 

commissioned to write the clarinet piece for the 1960 competition and is the only 

composer of a work for clarinet to have been commissioned twice by CIEM (see chapter 

11). 

 Haller’s Récitatif et Allegro is similar in form to his Petite Fantaisie which began 

with a series of short sections that contained many measures of cadenza-like, 

unaccompanied material. What is most different in the Récitatif et Allegro is the tonality. 

While the earlier work was mostly tonal, Haller begins the récitatif using a twelve-tone 

method as seen in example 40, and the matrix of which is shown in example 41 

(absolute pitch version).  

Example 40: Herman Haller, Récitatif et Allegro pour Clarinette in Si♭et Piano 
(Geneva, Switzerland: Édition Henn), 1976, mm. 1-3. 

 

 

 

 

                                                 
47 Fritz Muggler and Chris Walton, “Haller, Hermann,” Grove Music Online, ed. L. Macy, (Accessed 1 

June 2010) <http://www.grovemusic.com>. 
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Example 41: Matrix of Herman Haller, Récitatif et Allegro pour Clarinette in Si♭et Piano 
(Geneva, Switzerland: Édition Henn), 1976, mm. 1-3. 

 

Haller does not use the row and its inversions, retrogrades and retrograde 

inversions throughout the piece, however. As the récitatif unfolds and approaches the 

beginning of the allegro Haller begins to move away from the tone-rows and use more 

tonal sonorities and melodies. Throughout the rest of the piece Haller mixes his use of 

the rows with free tonality. Later in the allegro, after a ritardando, the opening tone-row 

theme returns with a varied rhythmic and melodic structure a tritone lower at P1 

(example 42). This mixture and the way in which Haller uses it gives the Récitatif et 

Allegro a distinctive overall sound and character. 
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Example 42: Herman Haller, Récitatif et Allegro pour Clarinette in Si♭et Piano 
(Geneva, Switzerland: Édition Henn), 1976, mm. 105-108. 

 

 

Winner 

 No first prize was awarded in clarinet in 1976, but Christian Peignier won second 

prize. Peignier is currently the deputy director and teaches clarinet at the Conservatoire 

à Rayonnement Régional in Besançon in eastern France.48 

 

 

 

 
 
 
 
 

                                                 
48 <http://www.besancon.fr/index.php?p=433&art_id=3134>  

http://www.besancon.fr/index.php?p=433&art_id=3134
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CHAPTER 16 
 

1979: CONTR’AIRE POUR CLARINETTE EN SI♭ET PIANO 
BY HANS ULRICH LEHMANN 

 
 Contr’aire is an interesting title; as spelled, the word does not exist in the French 

language. Contraire in French means opposite, against or adverse. If the apostrophe is 

replacing an “e,” then the title might be separated into contre (against) and aire. Air is 

the French word for aria. So it seems that Lehmann has used a little word play in the 

title, because Contr’aire can be reasonably described as the opposite of an aria. 

 Lehmann uses nontraditional notation throughout the piece. There are no bar 

lines, no time signatures, and indications of tempi are given in terms of seconds, often 

coupled with verbal descriptors. There are multiple symbols and signs specific to the 

piece, including “feathered beams”, indicating accelerando and ritardando within 

beamed sets of notes. The list Lehmann includes in the score is shown in example 44. 

 The piece is published as two identical scores. The nature of the composition 

makes this necessary because both performers must be aware at all times of the 

musical activity of the other. Within a system Lehmann often uses vertical lines on a 

staff between the clarinet and piano parts to indicate a temporal alignment between the 

two parts. Much of what has been described can be seen in example 43. 

 The clarinet part dominates the musical activity in this piece. The piano part is far 

sparser and plays a supporting role more than accompanimental one. For the clarinetist 

who does not prefer to play above written G6 or A6, it should be known that Lehmann 

has written a passage of up to 30 seconds that ascends to a written C7 (example 45).  
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Example 43: Hans Ulrich Lehmann, Contr’aire pour Clarinette en Si♭et Piano (Geneva, 
Switzerland: Édition Henn, 1979) pg. 3, first system. 

 

Example 44: Hans Ulrich Lehmann, Contr’aire pour Clarinette en Si♭et Piano (Geneva, 
Switzerland: Édition Henn, 1979) pg. 3, first system. 
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Example 45: Hans Ulrich Lehmann, Contr’aire pour Clarinette en Si♭et Piano (Geneva, 
Switzerland: Édition Henn, 1979) pg. 8, first and second systems. 

 

 

Winners 

 Nothart Müller and Paul Lamaze each one second prize in 1979, first named and 

second named, respectively. No first prize was awarded. Müller is currently principal 

clarinetist with the North German Radio Symphony Orchestra. Lamaze plays 

E♭clarinet with the Basel Symphony Orchestra (Sinfonieorchester Basel). 
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The jury consisted of Stanley Pope (then president), Yona Ettlinger, Giuseppe 

Garbarino, Robert Gugolz, Rudolf Kelterborn, and Jacques Lancelot. Repertoire for the 

competition included many pieces besides the required piece. Unaccompanied 

repertoire was chosen from Sutermeister’s Capriccio, Stravinsky’s Three Pieces, 

Escher’s Sonata, Rivier’s Les Trois S, and Dennissov’s Sonata. Repertoire for clarinet 

and piano included Schumann’s Fantasy Pieces, the first movement of Brahms’ Sonata 

No. 2, the first movement of Saint-Saëns’ Sonata, the Five Dance Preludes by 

Lutoslawski, Benjamin’s Le Tombeau de Ravel, and Berg’s Four Pieces.49  

 

  

                                                 
49 Jean-Marie Paul, “The Geneva International Competition for Musical Performers, Sept. 12-26, 1979—a 

report,” The Clarinet 7, no. 3 (Spring,1980): 25. 
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CHAPTER 17 
 

1986: EMANATIONS POUR CLARINETTE ET PIANO 
BY FRITZ VOEGELIN 

 
 Voegelin was born in Zürich 19 September 1943 and is a conductor, composer 

and violinist. Among his composition teachers was Robert Suter, who composed 

Sonatine pour Clarinette et Piano for the 1957 competition (chapter 10). In his article on 

Voegelin, Jean-Pierre Amann writes about the composer with a certain reverence and a 

literary tone: 

Not only has his knowledge of the orchestral repertory influenced his 
orchestration, but it has also conferred upon him a humanist vision that reflects a 
broad view of the human condition. The great dramas of contemporary life are 
often visible just beneath the surface of his works. Voegelin’s music is born from 
a need to say something meaningful, rather than from a need to compose. His 
quartet, 4 Szenen, in homage to Fritz Zorn’s book Mars, was composed in less 
than a fortnight, as if it was a pain that needed urgently to be expurgated. This 
proximity to experience and to creation confers on Voegelin’s works a feeling of 
the unexpected.50 

 
Emanations may not rise to the level of being characteristic of “the great dramas 

of contemporary life,” but Voegelin’s compositional style in this piece seems to support 

the claim that his music is “born from a need to say something meaningful.” The 

published version is a copy of the manuscript in the composer’s hand. The care 

Voegelin takes in his musical penmanship is laudable and gives the performer a more 

intimate look at the piece’s conception and intent. The way the music is situated on the 

page and the penmanship of the composer seem to contribute to the expressive 

qualities of the notation. 

Emanations is dedicated to Thomas Friedli who won the 1972 competition. It is in 

four untitled movements, each with its own unique character and each equally difficult to 
                                                 
50 Jean-Pierre Amann, “Voegelin, Fritz,” Grove Music Online, ed. L. Macy, (Accessed 3 June 2010) 

<http://www.grovemusic.com>. 
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describe verbally. The first two movements are marked rather slowly with quarter notes 

around 50-60 beats per minute, but the second movement contains far more instances 

of “beats” containing a dozen or more notes. The third movement is fast and short, 

marked ♩=144, and is the most rigid of the four in terms of tempo and performers’ 

liberties. The fourth movement is very busy in both parts, with an abundance of fast 

subdivisions, grace-notes, trills, and complex, rapidly changing rhythms.  

In all, the piece will demand much rehearsal time and perhaps more individual 

preparation time. This is a piece that requires the performer to do far more than learn 

the part. It requires careful study of the score and a strong commitment to collaboration 

between the clarinetist and pianist. For the clarinetist though, one of the most important 

performance considerations may be the fact that the second movement is written for 

E♭clarinet. This movement is just as demanding as the other three and will demand a 

clarinetist with very strong E♭clarinet proficiency. Also, the upper range rises to a 

written F♯6. 

For a better understanding of the nature of this piece two full pages of the score 

are provided in examples 46 and 47; page one (the first page of the first movement) and 

page six (the second page of the second movement for E♭clarinet). These examples 

are provided to support and illustrate the points made about the musical manuscript in 

the author’s hand. 
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Example 46: Fritz Voegelin, Emanations pour Clarinette et Piano (Manuscript Copy, 
1986), (Bulle, Switzerland: Editions Bim, 1992) 1. 
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Example 47: Fritz Voegelin, Emanations pour Clarinette et Piano (Manuscript Copy, 
1986), (Bulle, Switzerland: Editions Bim, 1992) 6.  
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Winners 

No first prize was awarded for clarinet in 1986. Anna-Maija Korsimaa won 

Second Prize. Jean-Claude Falietti and Gérard Schlotz both won Third Prize equal. 

Anna-Maija Korsimaa is currently associate principal clarinetist with the Helsinki 

Philharmonic Orchestra. Jean-Claude Falietti is professor of clarinet at the 

Conservatoire Municipal de Musique d'Orly and at l'Ecole Nationale de Musique du 

Raincy. Gérard Schlotz plays for the Sinfonie Orchester Biel. 
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CHAPTER 18 

1990: NO COMMISSIONED PIECE 

The competition suffered financial and, perhaps other types of difficulties for 

many years of the last two decades of the twentieth century. It is likely that this is the 

cause for a lack of a commissioned work (see chapter 2). 

Fabio Di Càsola won first prize and was the first clarinetist to do so in 18 years 

since Thomas Friedli won in 1972. He was 23 when he won and the accomplishment 

launched his career. Shortly after winning he was receiving invitations from international 

festivals around the world and has played solo clarinet with several orchestras including 

the Zurich Tonhalle Orchestra, the Basel Symphony Orchestra, the Orchestra della 

Svizzera Italiana, and the Lausanne Chamber Orchestra.51  

Evgeny Petrov won second prize. Since 1994 he has been clarinet professor for 

the Central Special Music School of the Moscow Conservatoire. He toured Japan in 

1991 and 1994 and has also toured in France, Germany, Mexico, Bulgaria, the USA, 

Denmark, Greece, Switzerland, and Czecho-Slovakia.52  

 Alessandro Carbonare won third prize and is one of the most successful 

competitors in international competitions. Besides winning CIEM in 1990, he has also 

won in Prague, Toulon, Duino, Munich and Paris.53 He also records frequently, has 

released no less than 18 albums, and gives master classes all over the world. 

Carbonare was principal clarinetist with the Orchestre National de France in Paris for 15 

years and has performed as principal clarinetist with the Santa Cecilia Orchestra in 

                                                 
51 <http://www.dicasola.com> 
52 <http://www.classical.ru/e/PetrovEvgeny/bio.html> 
53 <http://www.carbonare.com> 
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Rome since 2003. An interview with Carbonare can be found in the February—March 

1998 issue of The Clarinet (vol. 25, no. 2, 64-65). 
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CHAPTER 19 

1997: NO COMMISSIONED PIECE 

As in 1990 and 1963, there was no commissioned piece in 1997. See chapter 

two. Martin Fröst won first prize, Igor Begelmen, second prize, and Nicolas Fargeix, 

third prize. 

Martin Fröst is enjoying an excellent career, increasingly in demand as a soloist, 

chamber player and recording artist. His accomplishments are many. Currently he is the 

Artistic Director of the Vinterfest in Mora, Sweden, and has recently been appointed 

Artistic Director of the International Chamber Music Festival in Stavanger, Norway.54 He 

records exclusively for BIS Records and has released 17 albums for that label. 

Igor Begelmen is an active recitalist, chamber musician and has soloed with the I 

Musici de Montreal, the Houston Symphony, the Orchestra of St. Luke's, the Boston 

Classical Orchestra, L'Orchestre de la Suisse Romande, Sinfonia Celestis, and the 

Astral and Chappaqua Chamber Orchestras.55 He also won top prize at the first Carl 

Nielsen International Clarinet Competition in Denmark in 1997. Begelman is currently on 

the faculty of the North Carolina School for the Arts. 

In 1996 Nicolas Fargeix won First Prize from the Conservatoire National 

Supérieur de Musique de Paris (CNSM), and has been involved in various musical 

activities since his accomplishment in Geneva. Among those activities is his 

membership in TM+, a prominent French ensemble dedicated to contemporary and 

classical music.56  

                                                 
54 <http://www.martinfrost.se> 
55 <http://www.igorbegelman.com> 
56 <http://www.tmplus.org/fr/lensemble/musiciens/nicolas-fargeix-clarinettiste> 
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The nine-member jury for clarinet was André Zumbach (president), Béla Kovács, 

Seiji Yokokawa, Hans Ulrich Lehmann (chapter 16), Michel Lethiec, Antony Morf, Peter 

Schidl, Michael Simm, and Vladimir Sokolov. The prizes for first, second, and third 

places were 15,000, 10,000 and 8,000 Swiss francs.57 

 

 

                                                 
57 “Clarinotes,” The Clarinet 25, no. 2 (February/March 1998): 12. 
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CHAPTER 20 

2007: SIX PIÈCES POUR CLARINETTE ET ALTO 
BY SERGIO MENOZZI 

 Sergio Menozzi is the first and only clarinetist/composer to be commissioned by 

CIEM. He studied clarinet with Thomas Friedli, the first prize winner of 1972, at the 

Conservatoire de Musique de Genève. He has shown interest in creative, experimental 

and improvised music, and in 1989 he formed a duo with Swiss percussionist Ivano 

Torre to explore these kinds of music. In 1992 he founded the quintet Musique d'Urt 

which also explores innovative ways of making music.58 

 The writing in these six pieces for clarinet and viola show Menozzi’s excellent 

grasp of the clarinet. From his placement of accents in different registers to his use of 

pitch placement of tremolos and his more technical writing; all is very well suited to the 

instrument. 

The piece is published as a single performance score with separate, unbound 

pages. It could just as well have been commissioned for a viola competition because 

the parts are of equal difficulty and musical importance. The parts are highly 

independent rhythmically and are often juxtaposed in a way that has one instrument is 

changing pitch on nearly every subdivision of a beat. The movements are untitled, 

marked only with indications of tempi, and there are no expressive markings at all. 

The first movement is not metered and is marked ♩~30 (♪~60). Menozzi explores 

many register combinations, sonorities and textures. The ranges of the two instruments 

are also tested in both extremes with the clarinet part rising to its highest pitch of the 

piece, a written B♭6. Example 48 illustrates these melodic ranges.  

                                                 
58 <http://www.musinfo.ch/index.php?content=maske_personen&pers_id=35&setLanguage=en> 
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Example 48: Sergio Menozzi, Six Pièces pour Clarinette et Alto (Geneva, Switzerland: 
Editions Papillon, 2007) pg. 4, systems 3 and 4.  

 

 The second movement is in 16
5  and is marked  so that it is ‘in one’ at 60 

beats per minute. At only 30 measures in length this movement is very brief, lasting 

exactly 30 seconds. The rhythmic juxtapositions mentioned earlier occur here in 

interesting ways, requiring a solid sense of tempo and steadfast independence from 

both players. The first two systems of this movement are given in the following example. 

Example 49: Sergio Menozzi, Six Pièces pour Clarinette et Alto (Geneva, Switzerland: 
Editions Papillon, 2007) pg. 5, systems 1 and 2.  

 
  

The third movement is also very brief. It is marked ♩=40 and is only 14 measures 

long containing in all just 48 beats. As with all the movements of this piece, the best way 
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to understand to understand its qualities is visual. Example 50 is the whole of the third 

movement. 

Example 50: Sergio Menozzi, Six Pièces pour Clarinette et Alto (Geneva, Switzerland: 
Editions Papillon, 2007) pg. 5, systems 1 and 2, Mvmt. III. 

 

The fourth movement is in 4
3  marked ♩=60 but is fast due to the 32nd –note 

subdivisions. When the parts are not playing unison rhythms the clarinet and viola 
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alternate playing longer note durations while the other repeats a pitch in staccato 32nd –

notes, as shown in example 51. 

Example 51: Example 50: Sergio Menozzi, Six Pièces pour Clarinette et Alto (Geneva, 
Switzerland: Editions Papillon, 2007) pg. 10, systems 2, 3, and 4.  

 

 

Movement five is the longest of the slower movements. It is marked just as 

movement three was, ♩=40, but is more than twice as long. The melodic material is very 

similar to the third movement, though now it is written in 16th rather than 8th notes. 

Compare example 52 to the third movement shown in example 50. 
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Example 52: Sergio Menozzi, Six Pièces pour Clarinette et Alto (Geneva, Switzerland: 
Editions Papillon, 2007) pg. 12, systems 1 and 2. 

 

The sixth movement may require three or four stands for performance. It is seven 

pages long and although the viola part is marked tournez subito (turn quickly) at the end 

of the third page of the movement, it is the only page that allows enough time for a 

player to turn, so lining out the seven loose-leaf pages will be best. There are many 

meter changes including 8
9 , 8

7 , 8
6 , 8

5 , and 4
3 , and the material here draws in part on 

material from movements two and four.  

Rehearsal time can be minimized if the recitalist, whether it is the clarinetist or 

the violist, is able to make decisions regarding the lack of expressive markings. Should 

any portions of the slower movements be played espressivo? Should there be any 

agitato, tranquillo, etc.? Should the performers choose to read the page very literally or 

should they choose to edit the piece to their taste? These questions and questions like 

them will need to be addressed well before performance, and possibly before rehearsal.  
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Winners 

Shirley Brill won second prize, and Valentin Uryupin and Uriel Vanchestein each 

won third prize equal. Shirley Brill has soloed with several orchestras and has been a 

prominent performer at many conventions. She released a CD in 2008 as a soloist with 

l’Orchestre de Chambre de Genève which features works by Weber and Baermann on 

the PanClassics label (PC 10 209). Brill is dedicated to new music and to expanding the 

repertoire of the clarinet. She has worked with young composers to premiere their works 

and has transcribed existing music including Janáček and Mozart violin sonatas.59 

Valentin Uryupin has also won the Beijing International Clarinet Competition 

(北京国际音乐比赛) in 2009. For more information on that competition, Yamamoto 

Masaharu has written about it from his perspective as an adjudicator in the March 2010 

issue of The Clarinet (vol. 37 no. 2). Uryupin is an active recitalist and chamber 

musician from Moscow. 

Uriel Vanchestein is regularly invited to give recitals and master classes at 

various conventions and festivals throughout the world. According to his website, “Mr. 

Vanchestein is also an active composer. Several of his works have been performed 

internationally including his Clarinet Duet, Duo for Violin and Viola, Sonatina for Clarinet 

and Piano, and his Requiem for Choir and Viola, with which he made his conducting 

debut.”60 

 

 

 

                                                 
59 <http://www.shirleybrill.com> 
60 <http://urielvanchestein.com> 
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CHAPTER 21 

CONCLUSION 

The Concours International d’Exécution Musicale de Genève (Geneva 

International Music Competition), or CIEM, has produced fifteen commissioned works 

by Swiss composers. Many of these are virtually unknown in the clarinet world, and, for 

some of these pieces more than others, that is unfortunate. Sutermeister’s Capriccio 

from the 1947 competition is the exception, and though it is often on the stand of the 

clarinet pupil it is less often found on a recital program and has been rarely recorded 

compared to its popularity (see chapter 7). 

It is hoped that this document will be of use to clarinetists searching for unique 

recital literature and that the information and critical analysis herein will prove useful for 

those considering these pieces for performance. The purpose of this document was 

also to document the contributions of CIEM to the clarinet literature. These contributions 

are significant and clarinetists should examine these pieces and include them in their 

performances and their teaching.



 81 

APPENDIX A 

COMMISSIONED CLARINET PIECES FOR THE CONCOURS INTERNATIONAL 

D’EXÉCUTION MUSICALE DE GENÈVE  

(INCLUDING SIGHTREADING PIECES)
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Year Clarinet Composer Title Genre Publisher 

1939 B♭ Henri Gagnebin Andante et 
Allegro With accompaniment Leduc 

1939* B♭ Roger Vuataz Passacaille With accompaniment Manuscript 
1941 B♭ Pierre Wissmer Sonatine With accompaniment Manuscript 

1941* A Ernest Ansermet Morceau de 
Lecture  With accompaniment Manuscript 

1942 B♭ Paul Müller-
Zürich 

Petite Sonate 
op 37 With accompaniment Henn 

1942* B♭ René Gerber Pièce  With accompaniment Manuscript 
1945 B♭ Bernard Reichel Églogue With accompaniment Henn 

1945* B♭ Rudolf 
Wittelsbach Églogue With accompaniment Manuscript 

1947 A Heinrich 
Sutermeister Capriccio Solo Schott 

1947* A Walther Geiser Danza 
Notturna With accompaniment Manuscript 

1950 A Jean Binet Petit Concert With string orchestra 
(piano reduction) Henn 

1950* B♭ Alphonse Roy Sérénade With accompaniment Siècle 
Musical 

1953 B♭ Jean Apotheloz Églogue With accompaniment Henn 

1953* B♭ Raffaele 
d’Alessandro Rondiletta With accompaniment Manuscript 

1957 B♭ Robert Suter Sonatine With accompaniment Henn 
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1960 B♭ Hermann 
Haller Petite Fantasie With 

accompaniment Henn 

1960* B♭ Ernst 
Pfiffner Capriccio With 

accompaniment Henn 

1967 B♭ Michel 
Wible Divertimento With 

accompaniment Henn 

1972 B♭ Armin 
Schibler Anspielungen With 

accompaniment 

Kunzelmann 
(available now: 
Eulenburg) 

1976 B♭ Hermann 
Haller 

Récitatif et 
Allegro 

With 
accompaniment Henn 

1979 B♭ HansUlrich 
Lehmann Contr'aire With 

accompaniment Henn 

1986 B♭/E♭ Fritz 
Voegelin Émanations With 

accompaniment 
Bim (manuscript 
edition) 

2007 B♭ Serge 
Menozzi 

Six pièces, pour 
clarinette et alto With viola  Editions Papillon 

 
*Sight reading piece 
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APPENDIX B 
 

CLARINET PRIZE WINNERS
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Year Discipline Prizewinners Country Prize 
1939 Clarinet Robert Gugolz Switzerland 1st Prize  
1942 Clarinet Bernard Bellay Switzerland 2nd Prize  
1945 Clarinet Bernard Bellay Switzerland 2nd Prize  
1947 Clarinet Henri Druart France 1st Prize  
1947 Clarinet Raffaele Masella Canada 2nd Prize  

1950 Clarinet Paul-Jacques 
Lambert France 1st Prize unanimously 

1950 Clarinet Gilbert Voisin France 2nd Prize unanimously 
1953 Clarinet André Pons France 2nd Prize  
1957 Clarinet Petkov Radev Bulgaria 1st Prize  
1960 Clarinet Peter Rieckhoff Germany 1st Prize  

1963 Clarinet Michel Portal France 2nd Prize unanimously 1st 
named 

1963 Clarinet Giuseppe Garbarino Italy 2nd Prize unanimously 2nd 
named 

1967 Clarinet Aurelian-Octav Popa Romania 2nd Prize  
1972 Clarinet Thomas Friedli Switzerland 1st Prize  
1972 Clarinet Michel Arrignon France 2nd Prize  
1976 Clarinet Christian Peignier France 2nd Prize  
1979 Clarinet Nothart Müller Germany 2nd Prize 1st named 
1979 Clarinet Paul Lamaze France 2nd Prize 2nd named 
1986 Clarinet Anna-Maija Korsimaa Finland 2nd Prize  
1986 Clarinet Jean-Claude Falietti France 3rd Prize equal 
1986 Clarinet Gérard Schlotz Switzerland 3rd Prize equal 
1990 Clarinet Fabio Di-Casola Switzerland 1st Prize  
1990 Clarinet Evgeny Petrov Russia 2nd Prize  

1990 Clarinet Alessandro 
Carbonare Italy 3rd Prize  

1997 Clarinet Martin Fröst Sweden 1st Prize  

1997 Clarinet Igor Begelman United 
States 2nd Prize  

1997 Clarinet Nicolas Fargeix France 3rd Prize  
2007 Clarinet Shirley Brill Israel 2nd Prize  
2007 Clarinet Uriel Vanchestein Canada 3rd Prize equal 
2007 Clarinet Valentin Uryupin Russia 3rd Prize equal 
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APPENDIX C 

COMMISSIONED PIECES FOR THE  

CONCOURS INTERNATIONAL D’EXÉCUTION MUSICALE DE GENÈVE 

(ALPHABETICAL BY DISCIPLINE)
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Year Discipline Composer Title Genre Publisher 

1939 Bassoon Jean Binet Pièce de 
Concert 

With 
accompaniment Henn 

1943 Bassoon Louis Piantoni Pastorale et 
Rondeau 

With 
accompaniment Manuscript 

1949 Bassoon 
André-
François 
Marescotti 

Giboulées With 
accompaniment Jean Jobert 

1953 Bassoon Otmar Nussio Variation sur un 
air de Pergolèse 

With 
accompaniment Universal 

1957 Bassoon Jean Binet 
Variations sur 
un Chant de 
Noël 

With 
accompaniment Henn 

1961 Bassoon 
Julien-
François 
Zbinden 

Ballade With 
accompaniment 

Breitkopf & 
Härtel 

1967 Bassoon Rudolf 
Kelterborn 

Moments 
Musicaux 

With 
accompaniment Henn 

1974 Bassoon Pierre 
Wissmer Dialogue With 

accompaniment 
Musicales 
Transatlant 

1980 Bassoon Robert Suter De l'un à l'autre With 
accompaniment Henn 

1940 Cello Willy 
Burkhard 

Etude 
Concertante 

With 
accompaniment Ms. 

1975 Cello Jost Meier Suite 
Concertante 

With 
accompaniment Henn 

2008 Cello Gérard 
Zinsstag 

Hommage à 
Charles Racine   

1939 Clarinet Henri 
Gagnebin 

Andante et 
Allegro 

With 
accompaniment Leduc 

1941 Clarinet Pierre 
Wissmer Sonatine With 

accompaniment Manuscript 

1942 Clarinet Paul Müller-
Zürich 

Petite Sonate 
op. 37 

With 
accompaniment Henn 
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1945 Clarinet Bernard 
Reichel Églogue With 

accompaniment Henn 

1947 Clarinet Heinrich 
Sutermeister Capriccio Solo Schott 

1950 Clarinet Jean Binet Petit Concert With 
accompaniment Henn 

1953 Clarinet Jean 
Apotheloz Églogue With 

accompaniment Henn 

1957 Clarinet Robert Suter Sonatine With 
accompaniment Henn 

1960 Clarinet Hermann 
Haller Petite Fantaisie With 

accompaniment Henn 

1967 Clarinet Michel Wible Divertimento With 
accompaniment Henn 

1972 Clarinet Armin 
Schibler Anspielungen With 

accompaniment Kunzelmann 

1976 Clarinet Hermann 
Haller 

Récitatif et 
Allegro 

With 
accompaniment Henn 

1979 Clarinet Hans Ulrich 
Lehmann Contr'aire With 

accompaniment Henn 

1986 Clarinet Fritz Voegelin Émanations With 
accompaniment Manuscript 

2007 Clarinet Serge 
Menozzi 

Six pièces, pour 
Clarinette et 
Alto 

With viola 
accompaniment  

Editions 
Papillon 

1994 Conducting William Blank Nachtmusik Orchestra Manuscript 

1994 Conducting Eric 
Gaudibert Jardins d'Est Orchestra Papillon 

1994 Conducting Jost Meier A l'origine Orchestra BIM 
1994 Conducting Renzo Rota Coulour-frame Orchestra Manuscript 
1994 Conducting Balz Trümpy Nachtgesang Orchestra Hug 
1994 Conducting Fritz Voegelin Ecstatic Prelude Orchestra BIM 

1939 Flute Frank Martin Ballade With 
accompaniment Universal 

1941 Flute Werner 
Wehrli Sonate With 

accompaniment Manuscript 

1942 Flute Jean 
Duperier 

Mouvement 
Concertant 

With 
accompaniment Manuscript 

1943 Flute René Gerber Ballet With 
accompaniment Amadeus 
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1944 Flute André Pepin Impromptu With 
accompaniment Leduc Co 

1945 Flute Jean Binet Kaval With 
accompaniment Henn 

 
1946 

 
Flute 

 
Pierre Segond 

 
Introduction et 
Rondo 

 
With 
accompaniment 

 
Henn 

1948 Flute Robert 
Oboussier Pavane et Gaillarde With 

accompaniment Henn 

1951 Flute Bernard 
Reichel Sonata Breve With 

accompaniment Henn 

1954 Flute 
Julien-
François 
Zbinden 

Fantaisie op. 22 With 
accompaniment 

Breitkopf & 
Härtel 

1958 Flute Alphonse Roy Divertissement With 
accompaniment Henn 

1961 Flute Otmar Nussio Virtuosismi With 
accompaniment 

Ahn & 
Simrock 

1966 Flute Pierre Metral Varianti With 
accompaniment Henn 

1969 Flute Martin Wendel Capriccio op. 25 With 
accompaniment 

Breitkopf & 
Härtel 

1973 Flute Paul Müller-
Zürich Capriccio op. 75 With 

accompaniment Eulenberg 

1978 Flute Didier Godel Fantaisie With 
accompaniment Henn 

1941 Harp 
André-
François 
Marescotti 

Mouvement Solo Jean Jobert 

1964 Harp Armin Schibler Fantaisie 
concertante op. 79 

With 
accompaniment Kunzelmann 

1986 Harp 
Julien-
François 
Zbinden 

Trois Esquisses 
japonaises op. 72 Solo Gérard 

Billaudot 

1997 Harp Eric Gaudibert Voce Voci Solo Papillon 

1940 Horn Walther Geiser Allegro Concertante 
op. 29a 

With 
accompaniment Manuscript 

1942 Horn Huldreich 
Georg Früh 

Chanson et 
Gaillarde 

With 
accompaniment Manuscript 
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1945 Horn Willy Burkhard Romance With 
accompaniment Bärenreiter 

1948 Horn Conrad Beck Intermezzo With 
accompaniment Heugel 

1951 Horn Karl Heinrich 
David Duo With 

accompaniment Manuscript 

 
1956 

 
Horn 

 
Armin Schibler 

 
Prologue, invocation 
et danse op. 47 

 
With 
accompaniment 

 
Ahn & 
Simrock 

1960 Horn Roger Vuataz Thrène (Chant 
Funèbre) op. 58 No 7 

With 
accompaniment Henn 

1965 Horn Hermann 
Haller Novelletta With 

accompaniment 
Sirius 
Verlag 

1971 Horn Carlo Florindo 
Semini Invenzioni With 

accompaniment Curci 

1976 Horn Erik Szekely Rhodaraies With 
accompaniment Henn 

1985 Horn Josef 
Haselbach Paraphrases With 

accompaniment Hug 

2004 Horn Eric Gaudibert Pour Orphée Solo Papillon 

1939 Oboe Joseph 
Lauber 

Capriccio Alla 
camera 

With 
accompaniment Manuscript 

1941 Oboe Louis Piantoni Prélude et Danses With 
accompaniment Manuscript 

1944 Oboe Charles Chaix Choral With 
accompaniment 

Siècle 
Musical 

1946 Oboe Henri 
Gagnebin Danse Montagnarde With 

accompaniment Henn 

1949 Oboe Walther 
Geiser Sonatine op. 38 With 

accompaniment Bärenreiter 

1952 Oboe Walther 
Geiser 

Tema con variazioni 
op. 42 

With 
accompaniment Hug 

1956 Oboe Michel Wible Intermède With 
accompaniment Henn 

1959 Oboe Hans Haug Elégie Pastorale With 
accompaniment Henn 
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1963 Oboe Peter Mieg Variations op. 62 With 
accompaniment Henn 

1968 Oboe Otmar 
Nussio 

Improvisi su due 
Spunti 

With 
accompaniment Henn 

1971 Oboe Roger 
Vuataz 

Plaintes et 
Ramages 

With 
accompaniment Henn 

1977 Oboe Pierre Metral Soliloques With 
accompaniment Guilys 

1982 Oboe Heinz 
Holliger 

Studie II für 
Oboe solo Solo Schott 

 
1940 

 
Organ 

 
Alexandre 
Mottu 

 
Prélude et Choral 

 
With 
accompaniment 

 
Henn 

1972 Percussion Jean Balissat Concertino With 
accompaniment Henn 

1982 Percussion HansUlrich 
Lehmann 

Stroiking for one 
percussionist Solo Gravis 

2002 Percussion Heinz 
Holliger Mamounia Solo Schott 

1939 Piano 
André-
François 
Marescotti 

Fantasque Solo Jean Jobert 

1940 Piano Walter Lang Capriccio op. 36 Solo Hug 

2001 Piano William 
Blank Après cris Piano Papillon 

1941 Saxophone Roger 
Vuataz 

Impromptu op. 
58 no. 4 

With 
accompaniment Henn 

1970 Saxophone Michel Wible Ballade With 
accompaniment Henn 

1983 Saxophone Jacques 
Wildberger Portrait With 

accompaniment Universal 

1943 String 
Bass 

Joseph 
Lauber 

Fantaisie de 
concert 

With 
accompaniment Ms. 

1969 String 
Bass 

Julien-
François 
Zbinden 

Hommage à 
Jean-Sébastien 
Bach op. 44 

Solo Breitkopf & 
Härtel 

1978 String 
Bass 

Caspar 
Diethelm 

Tangram 
Fantasie op. 149 

With 
accompaniment Kunzelmann 

1983 String 
Bass 

Andreas 
Pflüger Capriccio Solo Plural 
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2006 String 
Quartet 

Nicolas 
Bolens 

Tempus Fugit 
ème Quatuor à 
Cordes 

String Quartet Papillon 

1940 Trombone Frank Martin Ballade With 
accompaniment Universal 

1944 Trombone Hans Haug Improvisation With 
accompaniment Manuscript 

1958 Trombone Rolf Looser 

Variationen 
Ffantasie über 
ein Eigenes 
Choral hema 

With 
accompaniment Henn 

1966 Trombone Ernst Hess Capriccio With 
accompaniment Helbling 

1973 Trombone Jean Perrin Introduction et 
Allegro op. 30 

With 
accompaniment 

Gérard 
Billaudot 

1979 Trombone Edward 
Staempfli 

Récitatif et 
Incantation 

With 
accompaniment Henn 

1988 Trombone William Blank Esquisse With 
accompaniment BIM 

1998 Trombone 
Julien-
François 
Zbinden 

Triptyque 
Trombone et 
orchestre à 
cordes 

Bim 

1940 Trumpet Roger Vuataz 
Nocturne 
Héroïque op. 58 
No 3 

With 
accompaniment Henn 

1943 Trumpet Robert 
Oboussier Entrada With 

accompaniment 
M. & P. 
Foetisch 

1947 Trumpet Arthur 
Honegger Intrada With 

accompaniment Salabert 

1950 Trumpet Heinrich 
Sutermeister 

Gavotte de 
concert 

With 
accompaniment 

Scherzando 
Uitgave 

1955 Trumpet Otmar Nussio Impromptu With 
accompaniment 

Ahn & 
Simrock 

1959 Trumpet Pierre 
Wissmer Concertino With 

accompaniment Henn 

1964 Trumpet 
Julien-
François 
Zbinden 

Prélude, fugue et 
postlude op. 39 

With 
accompaniment 

Breitkopf & 
Härtel 

1968 Trumpet Jean Balissat Introduction et 
Marche 

With 
accompaniment Henn 
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1975 Trumpet Conrad Beck Facetten With 
accompaniment Schott 

1981 Trumpet Eric Gaudibert Light With 
accompaniment Henn 

1987 Trumpet Hans Haug Concertino With 
accompaniment BIM 

1977 Viola Paul Müller-
Zürich 

Duo 
Concertant 

With 
accompaniment Kunzelmann 

2005 Viola Ulrich Gasser Bel Air Viola et piano SME 

1939 Violin Emile Jaques-
Dalcroze Caprice With 

accompaniment Manuscript 

1940 Violin Aloys 
Fornerod 

Sur un Air 
Bourguignon 

With 
accompaniment Manuscript 

1976 Violin 
André-
François 
Marescotti 

Ballade With 
accompaniment Jean Jobert 

1980 Vocal 
Quartet 

 
François 
Delor 

 
Musique 
Nocturne 

With 
accompaniment 

 
Henn 

1962 Woodwind 
Quintet Robert Suter Quatre Etudes Solo Henn 
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APPENDIX D 

PROGRAM FOR THE 2007 CLARINET COMPETITION
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Programme 

Each candidate may choose the order in which he wishes to perform his programme.  

Preliminary - part 1: (about 7 min.) 

• a) I. Stravinsky : Trois pièces pour clarinettes (1919) to be interpreted from memory  
• b) C. Nielsen : 2 extracts from the Clarinet Concerto Op. 57 (1928) from memory 

without piano accompaniment. (from 16 after 7 to Tempo I. / from 30 to 33)  

Preliminary - part 2 (max. 40 candidates) - 10 min 

• R. Schumann : Fantasiestücke in A minor Op. 73 to be interpreted from memory. With 
piano accompaniment, but without previous rehearsal. (The « Soiréestücke » version 
is not allowed)  

Récital I (max. 18 candidates) - max. 30 min 

• a) J. Brahms : Sonata in F minor Op. 120/1 or Sonata in E flat Major Op. 120/2  
• b) Compulsory piece  

Récital II (max 8 candidates) - max. 60 min 

• a) C. M. von Weber : Concerto n° 1 in F minor or Concerto n°2 in E flat Major Op.74 
(1811, J118), both to be interpreted from memory  

• b) C. Debussy : Rhapsody, to be interpreted from memory  
• c) 20th Century, choice of one of the following pieces:  

o L. Berio : Sequenza  
o F. Donatoni : Clair I + II  
o M. Jarell : Assonances  
o P. Boulez : Domaines (Originaux et Miroir)  
o P. Dusapin : If  
o B. Mantovani : Bug  
o K. Fujie : 3 Pieces for clarinet solo (Editions Zen-On)  

• d) B. Bartok : Contrastes Sz 111 for clarinet, violin and piano  

Final (3 candidates) 

• W. A. Mozart : Concerto for clarinet and orchestra in A Major KV 622 (1791), to be 
interpreted from memory  

L'Orchestre de Chambre de Genève  

Direction : Howard Griffiths  
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