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INTRODUCTION

The purpose of this thesis is to show through the
presentation and analysis of suthoritative information,
together with opinilons draﬁn from the information and
analyses, how the clarinet grew in its function as a meumber
of the symphony orchestra, Very little material has been
presented heretofore concerning the development of woodwind
instruments in the symphonic field, and it is hoped that the
material in this thesis will constitute a contribution to
this fleld.

The period covered in the thesis 1s from the time of
Mozart and Haydn (latter eighteenth century) te the period
of Rimsky~-Korsakov (latter nineteenth century).

The results of this investigetion are presentsd in six
main gections: (1) History of the Clarinet, (2) Period of
Mozart and Haydn, (3) Hineteenth century, first quarter,

(L) Nineteenth century, second quarter, (5) Wagnerian Period,

(6) Period from Brahms to Rimsky-Korsakov,

iii



TABLE OF CONTENTS

INTRODUCTION ¢ ¢ 4 o ¢ v ¢ @ o & & « &

LIST OF I

Chapter
1.

11,

II1.

1v.

VI.

LLUSTRATIONS .+ « v o« o « « &

THE HISTORY OF THE CLARINET .
Nineteenth Century Clarinet
PERIOD OF HAYDN AND MOZART .

Haydn

WINETEENTH CENTURYt FIRST QUARTER

Ludwig van Beethoven
Franz Schubert
Carl Maria von Weber

NINETEENTH: CENTURY: SECOND QUARTER

Heetor Berliosz
Felix Mendelssohn
Robert Schumann
WAGNERIAN PERIOD .+ + + « + &

Franz Liszt

-

L]

PERIOD FROM BRAHHS TO RIMSKY~KORSAKOV

. 7
Anton Dvorak
Peter Ilyteh Tschaikovsky
Anton Bruckner
C€sar Franck
Nicolli Rimsky-Korsakov
Summary and Conclusions

}BIBLI OGRAPHY . - - » - » L] ] - . L] . L3

iv

Page
iii

28

52

78

/0w

120

127

171



LIST OF ILLUSTRATIONS

Figure Page

1. Chalumeau Fingering . « « « o o o o & & s « s « 7

o

2. Clarioll v o v « « o 4 & 4 4 s 4 e w4 w e e
3. "Break" Register (1690) . . ¢ v v + v ¢ ¢« « « « . 10
e Diatonic SEAle .+ « ¢ & « « + o s 4 e e e 0 o« .. 12
~ E. Low Notes of First Clarinet . .+ « « + « « « « o «» 13
6. Fundamental Tones for First Clarinet . . . . « . 1l
7. Fingering Chart--First Clarinet . . . . . . « . + 15
8, PFingering Chart--Eisel (1738) . .+ . . « « « + + + 106
9. Fingering Chart--Five-Keyed Clarinet . . . . . . 20

10. Strauss, Ein Heldenleben .+ + « « s s o o o » «» o« 26

1l. Heglsters of the Clarinet . . + +« + + + o + « ¢« « 32

12, HMozart, Szmghon% Nos 3 (K. 18), First Movement,
Heasures 19«26 I S S L Y T T S S T D Y ) 32

13. Mozart, Symphony No. 3 (K. 18), Fourth Movement,

I\?ﬁe asures Lot 5 @ 'Y r @ . a . Tt 1] . - . *« » . 3&

1y, Hozart, Parisﬁgymphony (K.

297), First Movement,
Measures 15=10 « « .

L4 L] i . L4 - - - - L4 L 36

15, Mozart, Paris Symphony (K. 297), First Movement,
M@B.SUI'QS 18 "‘1 3 « ® e« s ® s & ® L . . . » - 37

16, lMozart, Haffner Symphony (K. 385), First Move-
ment, HEABUDPES 20=23 « o « o « o« « » o x » o« 38

17. Wozart, Haffner Symphony (K. 385), Fourth Move-

S —————

Iﬂent, Measures 207"’ 10 s 5 ¢ & ° 2 T & ® & & = 39



Figure Page

18, Mozart, E Flat Symghon% (K. 5&3), First Move-
ment, Measures 12 e b }

19. Mozart, E Flat Symphony (K. Si3}, First Hove
ment “Weasures 173=178 . .« « o . e v e o+ L2

20. Mozart, E Flat Symphon (h. 5&3), "irst Move-
ment , Heasures EE 55 . o L3

21, Mozart, G Minor Symphony (K. 550), Pourth Hove=-
ment, lfeasures 20L-203 . . O T Y

22, Mozart, E Flat Symphony (K. 543), Third Movement,
Measures 45*A8 « & % s & & % % e 2 e e s = & us

23. Haydn, Symphony Ne, 101, Clock, Fourth Movement,
Measures 233“?36 A % 4 e 6 4 N 2 & e 2 epr v ® u?

2. Haydn, London Symphony in D Minor, Second Move='
ment, Measures lo=-i . v e e e s e e s s s LB

25, Beethoven, Symphony No. 6, Pastoral, Fourth Move-
ment, Messures 36:13 e & 5 e w & w ® & » & 55

26, Beethoven, Symphony No, 3, Eroica, First Move-
ment, Measures 83=80 « « + + s ¢ ¢« v o o + + + 56

27. Beethoven, Symphony No. 7, Third Movement,
Meaﬂuresw%iﬁ:gi% ¢ o + 8 s B B % & 2 s & ¢ & 0 57
28, Beethoven, Szyghenﬁ No. ;, nrcica, Fourth Move=
mﬂnt’ Measures d:EB “ o & o + 8 & s o & 58

29, Beethoven, Symphony No. 3, Eroica, Fourth love~
memt, Heasures 373 37 + & e e & " & &+ * & @ 60

30. Beethoven, SFmghonX No. L, First Movement,

V4
Measures o ™ * 8 4 % & e = & & & 4 % & s » & ol

31. Beethoven, Symphony No. l, Fourth lovement,
Veasures 3 L L7 o o o 2 6 o 8 o o o & & o o 62

32. Beethoven, Szgﬁhonx No. 5, Second Movement,

Measures 13 ‘137 I I I T I 63

33, Beethoven, Symphony No. 6, Pastoral, First
Movement, NMeasures 4O0=-UBE + + « « « « « o « o 65

vi



Figure

37.
38.
39.
Lo.
hi,
L2,
34
bl

Lé.
L7
L8.

Beethoven, ngghong.gg. 1, Fourth Movement,
Measures 409*@12 L L T I S

Beethoven, Symphony No. &, Second Movement,
Hensures 13 -13& e 4 e & 5 B ¥V &+ 8 B s & »

Beethovéh3‘8 mphony No. §, Pourth Movement,
Heasures 29 '3 2 P R Y T T

Beethoven, S%%Ehonglgg. 6, second Wovement,
HMeaosures - « & o e & ¥ B 4 2 & & v 8 e »

Schubert, Unfinished Symphony, First Movement,
Measures 13*19 # ¢ % 8 s 8 ® & 2 2 e 6 & &

Schubert, Unfinished Symphony, Firet Movement,
Measures 38‘&1 L L I R I

Schubert, Unfinished Symphony, Second Movement,
Measures Z?ﬁ'éé; ¢ e e e & % e + & &« @« & o

Weber, Dle Frelschitz, Overture,
measur@s 2)‘36 e & o &+ o » 2 & ® & & w* 82 " e

Weber, Die Freischiltz, Overture,
Measu!"es 9{3“'103 .« o * . . . e 0 . s LI T

Berlioz, Fantastlec Symphony, First Movement,
Measures 29“30 ¢ & & & B2 & & e & e & a4 » & e

Berlioz, Fantastlic Swyumphony, Mirst Moveuent,
Teagures 120=125 o o« ¢ ¢ o o o o & o 4 o o

Berlloz, Fantestlic Swymphony, First lovement,
Messures 151“??3 e s ¥ e s ¥ 2 ® s e v & s 8

Berlioz, Fantmstic Symphony, Flret Movement,
MQEBUTQS 23&5"'21;.2 . . . O ' - - . » » . . - »

Berlioz, Fantastic Symphony, Third Novement,
Measures 119'126 3 . O » O O 'y » P O . - . 8

Berlioz, Fantastic Symphony, Third Movement,
Measures 1@0"163 e = . e » o . . « o s e # o

vii

Page
66
67
68
69
71
72
73
75
76

80

82
83
8L

86



Flgure Page

Lo, Berlioz, Fantastic Symphony, Fourth Hovement,
R’:Baﬁuras l@l.{.“lﬁ)a S 4 4 & % e ¢ & 4 5 & € & 87

0. Berlioz, Fantastic Symphony, Fifth Movement,
Measure [ o 2 %2 & % & &€ ® ¥ 8§ & e & & € ¥ » 88

51. Berlioz, Fantastic Symphony, Fifth Novement,
Yeasures 51-2& e % 8 s @ ¥ & 4 5 8 B & s 2 8 90

52. Berlioz, Fantaatic Symphony, Fifth NMovement,
HMeasures &O*hgna « & * ¥ 8 £ ¥ 8 A& % = 5 v s 91

53, Berlioz, Pantastic Symphony, Fifth Movement,
Heasures E;*;ﬁ ¥ s % 2 % s & B+ & & & « 4 = 92

Slie  Berlioz, Momodrame, "Lelio ou le retour a la
Vie’" Larghetto .« « o 4 o = s ¢ ¢+ o » 5 o o 9“

58. Merdelssohn, Symphony No. 3, Scotch, Second
Movement, Me&sured B=12 .« « « o o o o o o & 96

56, lendelssohn, Symphony No. 3, Secotch, Second
Movement, 16asures 29=35 s o » « o o « ¢ & » 97

57, Mendelssohn, Symphony No. 3, Scotch, First

Movement, Heasures 220=230 « + % s » + o o o a7

£8. Hendelssohn, Symphony No. L., Italian, First
Movement, Meaguras T:S & 4 8 E w s 8 & & » 98

59. Mendelssohn, Midsummer Night's Dream, Scherzo,
Measures 131“133 T ¢\o » s v 0 99

60+ Schumann, Symphony Ho. 1, First Mevemént,
Measures 190“ 92 T T T TR T 100

61. Schumann, Sz%ghon% No« 1, Fourth Movement,
Measures w100 4 4 o ¢ 4 = w2 s 4 5 s e e 102

62, Schumann, ngghonx No. L, First Movement,
NMeasures - « 8w & s + 8 mE % %2 ¥ e s = % 103

63. Sechumann, Symphony No. L, First Movement,
Me&suras 07“‘08 s 8 s 8 2 € B 5 B 2 B & A % th

vili



Flgure Page

6y, Wagner, Lohengrin, Act II, Scene 2,

Meaguras‘l‘ e 85 8 & 8 s & e & & & 5 s & & & 107

65, Wagner, Die Walkllre, Aet II, Lento,
Heasurses bl"b} e v & 2 % & 8 P s 2w & s v & 108

66. Wagner, Tristan and Isolde, Act I, Scene 2,
Meagures 31“3u N I T T R T T S S S S S 109

67, Wagner, G8tterdimmerung, Act II, Scene 1,
Meagupﬂs 3?*&1 $ & & 8 &2 s 8 et e % ¥ e & * » 110

68, Wagner, Siegfried, Act III, Scene 3,
Measures 103- 06 « % 8 8 B % 8 & & W e e s @ 111

69, Wagner, Siegfried.Idvyll, Measures 148-153 . . . 112

70, Wagner,«Tannhﬁusef, Overture, Measures 1-5 . . 113

71, VWagner, Tannhﬁuser% Overture,
Meagures 112‘115 I R I I R I llu

72. Wagner, GBtterddmmerung, Act III, Scene 3,
Heasures 210=212 + o« « o « o & & o o s 5 s 115

73, Waegner, Die Meistersinger, Prelude,
measures badi 7 TR TR T S S T W S T S N A A 116

7h. ‘Wagner, Dle Melstersinger, Prelude,
Weagures )1* )2 4 ® A4 8 & & 8 e &= % 4 ¥ 116

75. Wagner, Die Heistersinger, Act II, Scene 1,
Missly, Mensures 23«2l « « o » ¢ o + s s « s 119

76, Liszt, Orpheus, Messures 136-137 . . . . « . . 121

77. Liszt, Ce gu'on entend sur la montagne,
Measures *67; ¢ & & & & 4 w m & & 5 €« * » 122

78, Liszt, Ce gu'on entend sur la montagne,
Measures 7 “7&8 s B2 & & & & & ® s+ € & o o 2 123

79, Liszt, Les Preludes, Measures 251-254 . . . . ., 12k

B80. Liszt, Orpheus, Measures L=7 .+ « « « » » o « » 125

ix



Flgure

81.
82.

83,

37.
68,
89.
90.
91.
92.
93,
9l

954

Brehms, Symphony No. 3,
Measures [3=70 + «

Brahms, Symphony Ne. 3,
Measures 19=23 . . .

Brahms, Symphony No. 2,
Measures 73«75 + « o

Brahms, Symphony No. 2,
Measures Tl~%& . o e
Brghms, Symphony No. 1,
Measures 130-139 . .,

Brahms, 3 hony HNo. 2,
Measures 350=352 o .

Brahms, 3ymphony No. 3,
Measures 39~ﬁ2 « o »

Brahms, Symphony No. 1,
MQ&SUPSS 1"' .« s & »

Bruckner,

First Moveument,

[ ] - - * * * L .

Third Movement,

L] * - . L4 ] L L]

Second Movement,

L4 » . L} L L] * .

Fourth Movement,

L4 L - [ L3 » . .

Fourth Movement,

* * * L] * L4 . L]

¥First Movement,

] L] L] . » » - L4

Third Moveument,

» L LJ L] L4 L] L] -

Third Movement,

[ ] L » » = * L] *

»

*

[}

-

Flirst Movement,

Bruckner, Sz?ghong No. L,
Mﬁasul"es 13"‘“ 16 « & ¢ e & & = * @

Fourth MHovement,

Syuphony HNo. 7,
Neasures 20-2 « & 3 % e 8w * 6 % o 4

First Movement,

Bruckner, Symphony No. 8,
Iﬁe asures - & e 8 & 4 s & s e«

Second Movement,

Bruckner, Sy%ﬁhonIANo. 8,
Meagures “lgnnoq-oq--i
Third Movement,

Bruckner, Symphony No. G,
Measures L4Y=~ P L T T T T S T

Franck, Sx@ghon% in D Minor, Second Movement,

Measures - 5 . .

L - - * - % - .

»

L 3

»

*

.

Franck, Symphony 1n D Minor, Second Movement,

Measures

71"'177‘5 $ o e 8 6 ¥ 5 &2 6 2 N 4

Page

128
129
130
131
132
133

13k

| 135

137

138

139

| 140

141

143



Figure

96,

97+

98,

99
100,
101.
102,
103,
10k.
105,
106,
107.
108,
109.

110.

Franck, Symphony in D Minor, Third ¥ovement,

Measures 71‘&40!"!0!!

Franck, Symphony ir D Minor, Third Moveument,

Moasures LLL=10ll « o « & o« « & s o &

Pranck, Symphony in D Minor, Third Movement,

Measures 3303011

L4 * » L] L] - L] - 4

Franck, Symphony in D Minor, Flrst Movemeni,

Measures 1-6-5 * & 5 3 & ® 8 & ¥ e

A
Dvorak, Symphony No. 5, First Movement,
"H”jﬁgLﬁ

Measures.'é.....'....,

Dvorak, Symphony No. 5, First Wovement,
Heagures =10 % e & B 8 e 5 e &

Dvordk, Sxmghon% o, £, Third Hovement,
esgures L2 s & 4 « % & ¢ & % = 2

. 4 ‘
Dvorak, sgmghon% No. 5, Pourth Movement,

o

leasurses "‘l;.;c-ntqntal'«

Tachalikovsky, Symphony Hg. é, Second
Hovement, Heasures 33=30 ¢« « « « » &

Tschalkovslky, Symphony No. &, Second
Movement, Messures 320- 3§é e v e e e

Tschaikovsky, Symphony No. é, First
Movement, Measures 23-27 . e s e e

Tschalkovsky, Symphony Ho, g First
Movement, Measures 1§f~l [P

Tachalkovsky, Symphony No. o, First
Movement, Measures 109=111 « + + 4+

Tschalkovsky, Symphony No. 6, Third
Movement, Measures 320=327 « o o o« »

Rimsky~Korsakov, 3cheherazade, First
Movement, Measures 100-~109 ., . + + &

xi

Page

5

157
158
159
160

163



Filgure Page

11l. BRimsky-Korsakov, Scheherazade, First
Movement, Measures 230=230 ¢« + 4 o« « o o« « . 16L

112, Rimsky-Korsakov, 3cheherazade, First .
Hovement, Measures 200-200 « +« « » « » s + 2 « 105

113, Rimsky-Horsakov, Scheherazade, Third
Movement, Measures 20=22 + + » « s « » o « « o 166

x1li



CHAPTER I
THE HISTORY OF THE CLARINET

In order that the material in this thesls may be more
clearly understood and the problems investigated with more
comprehension on the part of the reader, a brief history of
the technicsal aspects of the development of the clarlnet 1s
presented,

The clerinet,

e +« « 8n orchestral wood-wind instrument, consists of

an end~blown c¢ylindrical plpe made of wood or ebonite

(recently also of metal) with a charsecteristic mouth~

piece (beak), which looks as 1f it were pinched to form

a sherp edge at the top, and which has a single reeg

(nade from a thin piece of cane) fixed to its back.

in discussing the type of reed used on the clarinet we
find that there are two basically different types of reeds,
namely the "idiophonie" and the "heterophonic" reeds.? As
the "idiophonic" reed is usnually made of metal and is capable
of producing only one piteh, it would not be applicable to
the elarinet. The "heterophonic" reed, (a reed that "ls made

of a lisht and soft substance, usually cane, and 1s capable

of producing a wide range of pltches, but only if it is

1y, Apel, "Clarinet Family, I," iarvard Dictionary of
MUSiC’ Ps 1510

21bid., "Reed, I," p. 631,

oA a——

1



attached to pipe, the length of which determines the plieh
of the sound")3 1s the reed that is used on the clarinet,
"Heterophonic" reeds are of two varleties, il.e., "single"
resds (clarinet, saxophone) and "double" reeds (oboe, bas-
soon). In the single reed instruments there is only one
reed which vibrates against a slot of the pipes; in,tﬁa doublé
reed instruments there are two reeds, separabted by a slight
opening, which vibrate against each other.h Another dig~
tinction is thet between "free" and "beating" reeds, In the
cage of the "rree" reed, such as is used in the hsarmonium,
the reeds wove outslide and ingide of & slct Just wide enoupgh
to let the reed pass Treely; in the case of the "beating"®
reed, used chiefly in the organ, the opening of the slot 1is
somewhat smaller than the reed so that 1t "beats" agalnst
the frames of the slot.g Thus, the reed of the clarinet is
classified as a "heterophoniec single-beating reed,"
Originally the single reed was merely a flexible tongue
cut from the side of a hollow reed pipe, one end being at=-

tached and ths other free to vibrate, It was used as early

BIbidi, p. 632, hibid,, “reed, II," ps 632,

Slbida



as the beglnning of the third millennium B.C. in Egypt,
where 1t nay have eriginated,é
Double vpipes, or canes, (two canes a foot long) arve
3t1ll played by low=caste mmsicians of the Orient. These
canes were slued and tied alongside each other and were pro-
vided with finger-holes {(l., 5, or & in each cane). A smaller
cane was inserted in the top of sach of the larger ones. In
the smaller cane the breath hole was made by cutting a three-
slded slit into the cans {orming a rsctangular tongue, the
fourth uncut =side allowing the reed to vibrate because of the
elasticity of the material.7 Galpin stetes that,
1t seems certaln that one kind, at any rate, of the
ancient Greek "Aulos" (a pipe so wrongly called a flute)
employed thls form of reed; for Theophrastus in the
fourth ecentury B.«C., describes the making of sueh reeds

in hig Historia Plantarum and distinctly asserts jhat
the knob of the natural reed was left at one end.'

The mouthplsece of the forsrunners of the clarinet
(instruments with single reeds) originally was part of the
cane used In the making of the reed., The pleces of cane
were cut to form the resd and the mouthpiece abt the sgame

time, as just described.

s

bF, We Galpin, A Textbook of European lMuslical Ihstruw

'meﬂtﬂ, pt 185;

TC. Sachs, The History of Musical Insbtruments,
pPps 91-92.

8Ga1pin, ope cit., p. 186,




Pouble pipes of the sawme cshape have bsen found in the

Ggyptlan tombs of the Uirst century B.C., and Jachs states
that this instrument was the same sz bhe Type used in

2700 B,C0,; he concludeg that this type of instrument has ree=
mained unchanged f{or about five thouzand years¢9 Theses
double insbtruments with single reeds, or varlations ¢of them,
were alse found in India and China. 7The Indian instrument
of two pipes had a neck with the reed enclosed, s cavity

belng formed when the neck was ingerted into the mouth. In

a

China, the double plipe had the ends coversd with caps of OXe

horn, one on the ouber end formling the bell, snd the other

forming: an alr chmuber zo the player had to hold the cap in
his mouth while playings The reed was inclosed in tho aire
chamber so that the lips did not touch the reed.

Throughout the ifiddle Ages the single-beating reed
appears to have been chiefly confined {0 peasant folke.
It 1s still commonly Tound on the hornpipes and bagpipe
"Chanters”" of the Greek Islands and shows 1tself, not
only on the "Lsuneddas" of Sardinia (a triple pipe),
the "Alboquea® of the Basques, the "Brielda" and
"Galeika" of Russia (the latter a double pipe), the
"Puda" of Poland and the "Plva® of Delambtia, but on the
old=world "Pibgorn"” of Wales and the "Stock-horn" of
2eotland, where the plpe lg found in the double form,
In Italy 1t appears in the popular "trumpets" made at
Florentine falrs, and 1In "rgnee it was known as the
"Chalumesu," & word derived lor the Latin “ealamellus,
g litsle iged,“ or from the Greek "calameulos, 2 pipe
of reed."

- : :
9Sacha, ope cite, Do 920 10¢a1pin, ope cit., p. 186,



Schwartz states that the Greeks creabted the “chalumeau‘v and
that 1t migrated to Persia and India, then to the Britigh
Isles {(Cornwall, Wales, and Ireland) in the form of the
11
pibeorn, or pipehorn. However, Forsyth refutes Schwartz
in saying that,
the FPibeorn, Swegelhorn, or Hornpipé cannot be taken
into account as the ancestor of the clarinet for,
although it had a single beating reed, this was always
encloged in a hollow horn or bone a% that the player's
lips did not touch the reed itselfl, 2
The "chalumeau" is by now generally conceded to bz the
direct ancestor of the clarinet. This instrument was defined

by Walther in 1732, in his Musikalisches Lexlcon, as belng

a {a) shawm (schallmey), a shepherd's pipe {(Schifer-pfeiffe};
{b) the pipe of a bagpipes; (c) a small wind instrument with
seven holes; (d) & smell box~wood wind instrument with seven -

13

holes on top, one underneath, and two brass keys. Although
(¢) and (d) seem applicable, there 1s no mention of the |
single-reed, an element that is vital in the establishment
of the ancestry of the clarinet. Not until 1767 in the

Encycelopedie by Diderot and Alembert is the "chalumeau” de-

pleted as an instrument having "a oylindrical bore and a

llﬁ. We Schwertz, The 3tory of Musical Instruments,
P 111.
1

zc. Forsyth, Orchestration, p. 251 1.

IBCarse, Musical Wind Instruments, p. 148 luIbid.




Although Sachs stabtes that this Instrument exlisted asg a

15 o
"+ and Carse

"Polk shawm of inferior rank in medieval times
states that the chalumeau is "not to be confused with the
'schalmel! or shawms to which the bassoons and obeces owe
thelr parentage,“lé both Carsel7 and Fcraythls indicate that
the word "shawm," or "schalmei,"” (schalmey) is & term that
was used very loosely in deseribing any reed instrument,
single or double, Forsyth attributes thls looseness in
terminology to the probablility of the similarity of sound in
8ll of these instrumentsy "if the dirference in tone-colour
had been very marked, thisg looseness of nomenclature would
probably not have existed.”lg

A gimilar instrument, bub now wisth one key on the upper
side, i1s described as the "chalumeau" in Reynvean's
Jusiikeal Konst-Woordenbook, published at Amsterdam in

795, ond a chart 1s supplied whégh shows the instruument
and the Tingerings of its scale.® :

2
Although Carse 1 offers no explanation concerning the two

ataves shown in the following example, the chalumeau is here

lsﬁachs, ops ¢it.; ppe 91=92,

160arae, History of Orchestration, P 173.

170&?3@, Mugical Wind Instruments, pp. 149-150,
18

EOCarae,-Musical Wind Instruments, pe. 149.
21 "
Ibida, pe 33k, #lhe

W —————

Forsyth, ops. cit., p. 251. 191bidu




presumably in the key of A, with 1ts notes given‘on the top
staff and the concert pitch given on the bottom staffs The
black figures (*) indicate the holes to be closed, and the
oval-shaped flgures (o) indicate the holes to be left opens
The last four examples (enclosed in the double bar) of fine
gerings of notes indicate the cross-fingeringsza‘to be em=
ployed in attalning the desired notess The letter (L) is
used for the fingers of thaflaft hand, and the letter (R) 1s
used for the fingers of thé.right hande

-Fig. le.==Chalumeau fingering

22Thn ralsing of one finger while lowering another
instead of the normal procedure of lowering or raising
fingers singularly or together.

{ I | N . e



This instrument was a cylindrical reed-pipe about a.foot
long and had six finger-holes on the upper side and a thumbe
hole underneath. The top was stopped with a cork, and a
slit was cut in the top of the pipe to form & reeds The
scale was f' to f'! (see Figure 1, pe 7), with the possi-

. billity of adding g'' with the opening of a closed tone=hole.
Thls is the first clear description of the "chalumeau."

The neme "eclarinet" (earlier, "clarionet") appears to

be & diminutive of "clarion" (a now obsolete narrow-bored
trumpet used in the seventeenth and eighteenth centuries)

which the clarinet gradually displaced (see Fig. 2).

Fige 2+4==Clarion

The timbre of the hlgh tones of these two lnstruments

was very similar.

23

Although Apel ~ states that Walther (1732) was the first

to mention the clarinet, Carse states that according to

Dopplemayer's Historische Nachricht von den Nirherpischen
Mathematicls und Kfinstlern (1730), Denner "invented" the

clarinet and improved the "chalumeau," "and this information

23Apel, ops clte, Po 1530




has been forwarded by Walther /Musikalisches Lexicon?/ in

1732, by Fisel /fusikus Autodldakios?/ in 1738, and by Majer

/[Teu erBrfmeter Musik-Sasl?/ in l?@l."gu

81r John Hawkins has caused some confusibn with his
statement (1776) that Johann Christoph Demner (1655-1707),
a flute maker in Hlirnberg,

is sald to have greatly lmproved the "chalumeau," an

instrument resewmbling the Hautboy, and described by

Mersenmus /16367 and Kircher /165073 and to have been

the inventor of another instrument, which neither gf

them do so rmech as mention, namely, the clarinet,2
Carse explains the fact that Mersenns could not have known
about the clarinet when he shows that Mersenne died in 1648,
and Denner, "the inventor,” was not borm until 1655«26

Since then the information has been handed down from
book to book until finally the informaebion that the clarinet
wag an improvement of the "chalumeau" was added,

Although the name "echalumeau" contimied to be used in

0pera,27 these parts were presumably written for the clari-

net.

2QCarse, Musieal Wind Instruments, p. 151.

4
2)Sir John Hawkins, Seneral History of the Science and
Practice of Music, IV, 24T,

Zécarse, Higtory of Orchestration, p. 17,

Examples of this are: Keiser's "Croesus"™ (1710),
Bononcini'ts "Turno Aricino {e. 1710), and Hasse's "La Virtu
appietdella Croce™ (1737).
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The estimated date that Denner started wor&iné on the
"chalumeau" (1690) is supplied by nineteenth century writers,
and the main discovery credited to Denner was the making of
another hole in the "chalumeau" thereby causing it to "over-
blow," This was done by the addition of a key mechanism, the
railsing of which caused the instrument to proceaa to the next
register. This key also served to bridge the gap that would

have exlsted 1n the diatonlc serles (see Fig. 3).28

Fige 3+=="Break" reglster (1690)

It was not until after the bridging of this "break" in reg-
isters that the name "clarinet" could be applie& to the
"chalumeau," since the similarity to the'trquQL ("elarion")
could not have been established without proceeding across

280arso. lusical Wind Instruments, p. 151.
p
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the "break" into the higher register. This additional key
mechanism was called a “"speaker key."zg

The fact that, {with the addltion of the extra hole and
key mechanism), the clarinet would "overblow" largely solved
the problem of overcoming the "yreak" of reglsters that had
arisen in the improvement of the "chalumesu." Other wood-
wind instruments sound an octave hlgher when "overblown"
(going into the next register), bubt the fact that the clari-
net, or "chalumeau," was classed as a "atopped pipe“BO
aceounts for the overblowing of the twelfth instead of the
octave. This problem in acoustics, overcoming the "break"
in registers, probably cauged the delay of the development

of the clarinet for quite some timse,

29

Although some of the present day clarinetists refer
to this key as the "octave" key, thls term ls lncorrect. if
the clarinet completed the "break" of registers at the oc-
tave, as in the case of the oboe and flute, then the term
"ootave” key would be correct; however, since the clarinetbt
completes the "break" of registers at the twelfth, a term
such as "reglster" key, or even the older term, "apeaker”
key is preferable.

BO"Open pipes” are open at thelr lower end. "If a pipe
of the same length ls closed at the lower end {stopped plpel,
its fundamentsl is an octave lower than in the open pipe and
in addition, the odd-numbered partials only above this
fundamental are obtainable . . . . Hind Instruments with a
eylindrical bore usually anct as stopped pipes, slthough they
are not actually stopped at the lower end. The most impor-
tant instrument of this class 1s the clarinet which is_sald
to 'overblow at the fifth! (correctly, at the tenth) [should
read ‘twelfthlz, while the instruments with a conoidal bore
(oboes, horns, etc.) overblow at the octave,”" (Apel, Harvard
Dictionary of Musie, p. 817).
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Johann Christoph Denner's first clarinet (1690-1700)
was probably made from boxwood, with ivory ferrules (circular
bands used to protect the bell and strengthen the joints)
and brass keys. Denner gave the clarinet the shape of the
oboe, using wooden tubes cut into several joints with a
separate bell. The mouthpiece was probably made from wood
or any other hard material.- The‘reed was placed on the top
of the mouthpiece, and was elther tied or bound with string
to keep it in place.31

The tube of this instrument was pierced with eight
finger-holes; six of these lay in line on the top, and a
hole for the left thumb was bored on the under-side. These

seven holes produced the diatonlc scale of g to g':

Fige Le.=--Diatonic scale

The eighth hole, consisting of two holes c%?ae together,
was placed at the lower end (covered with the right little

finger). This presumably brought the diatonic scale down to

313&3113, Op. E.LE" PP« ,+10-1_|.11.
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low f when closed (Figure 5a). "No doubt an f# would be
fortheoming when only one of the twin~holes was cloaed“32

(Figure 5b).

Fige S.==Low notes of first clarinet

The first clarinet also had two keys located above the
finger holes. One key was on the upper side; and when this
key was ralsed, the fundamental scale was carried up to a'.
This key was opened by the use of the first finger of the

left hand. The second key was located directly opposite the

first key. When this under-key was opened by the use of the
left thumb, the fundamental dlatonic scale was cérried up to
b'. This second key also served as the "gpeaker? key and

allowed the instrument to proceed on up the diatonlc scale.

32Garse, Musical Wind Instruments, p. 152.
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Thus the serles of fundamental tones for the firét clarinet

33

was f to b':

Flg. bO.=-=Fundamental tones for first clarinet

Then the diatonic scale could progress up to c¢''! by opening
the "speaker" key, compressing the wind stream, and repeat-
ing the fingering used from f to f', The tones f# and the
"overblown" c#' are questlionable on the fingering of this
instrument. The most definite statement found concerning

these notes was the one made by Carse, quoted on page 13

(footnote 32).

33Ibid.
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Presumably a fingering chart for this instrument would

resemble the following 1llustratlon:
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Pige Te==Fingering chart-first clarinet

In 1720, Johann Denner, J. C. Denner's son, in order to
facilitate the overblowing of the register, moved the b' key
("speaker") key up nearer the mouthplece and decreased the
size of the hole closed by this keye. This made the key sound
b flat' instead of b'.Bh

BhCarae (Musical Wind Instruments, pe. 153) states that
Johenn Denner, at the same time he decreased the size of the
b' natural hole to make b flat', lined the b flat' key with
& smell brass tube which projected up into the bore of the
clarinet with the object of preventing moisture from coming
through the hole. Sachs (History of Musical Instruments, p.
L1l) gives eredit for this innovation te Simiot, stating
that Simiot included the metal tube when he moved the b flat
hole to the front of the instrument (1808).
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The timbre of this instrument was closer to that of an
oboe rather than that of a clarinet. The smooth rear surface
of the mouthplece was shorter and narrower, and the reed was
smaller. The small reed made the formant35 higher, and the
tone lighter and more penetrating. The inverted mouthpiece.

36

made the tone more shrill.

The fingering chart of this instrument was provided by

Eisel in 1738 in his Musikus Autodidaktos (see Figure 8).37

) f_J.
v ‘ X .,._ : .-.{I-:;w_'—_._ -:'__-‘;.i&"‘- — '.
Spakerp # & » & 4 2 6 oo o 6 e 8 ° 006 Pé 00 b 45 BHED
A'Keye ? @ @ @ ® 6 ¢ 90 ¢ ¢« s g ¢# © © 99 * o9 & 0 840,
be 9 © « @ ¢ @ @ ¢ o ® ©C 0 O ©9 ¢ @ o= 2 g9 gge¢
I v & @ e 0 @ o v ® & 5 4 0 0 OO © § s » F e g o *p
1 @ 9 € 8 ® 4 ¢ o 0 © 4 ©O p e ¢ g ® ™ o = "o GO o
3 e @ e ® ¢ " g 0 ¢ ©0 O 0O &6 @ a © ® e s »se o e sooa0n
'@ * ¢ » ¢ 0 #pO© 0O 0o 96 * et s ¢ o9 e 3339
Q"‘ * O 0 3 cpo © © 9 p 0 0 O e ee o¢fFf w7 TO OO0 O
3¢ ¢ O 9 3 O 000 0 © (0 0 00 Ve wvo 0¢ o0 9°0Q 00 o
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Fige B.==Fingering chart, Eisel (1738)

35% characteristic partials/whichflie within an abso=
lutely fixed range of rather narrow limits, regardless of the

higher or lower pitch of the fundamental." (Apel, op. cit.,
"Timbre, 1," p. 748).

365achs, opes cite., po 412,

3?Carae, Musical Wind Instruments, p. 335, #5.
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Carse calls attention to the fact thabt Elsel lists the fine
gorings for a' and b flat'! as being the same. Although the
fact that these notes "should be Iingered slike seems ine
correct, yet in his text Elsel distinetly saya that it is
&o;"BS

Although Sache states that the b' natural that was re-
placed by the b flat! was moved to the lower @art of the
clarinet by Johann Denner in 3.?’}2‘(),3{9 end Galpin states that
the younger Denner "affixed an open bell to the lower end
about 1720, and on it placed a long key for b' natural or

nls0

later inventilons

e natural, Carse treats thisg invention as a separate and

While it is quite likely that this key made its appear-
ance in the first half of the sipghteenth century, there
is no evidence to support the suggestion that thils in=-
novetion dates from as early as 1720, or that 1t was
initiated by one of Dsnner's sons. As neither Eisel
(1738) nor Hajer (1741) described any but the two~keved
clarinet, and Diderot and Alembert 1llustrate only a
two-keyed instrument in the Encyeclopedis”published in
1767, it seems unlikely that the addition of_ the third
key could have been made as early as 1720,"41

It seems logleal to presume that i Johann Denner had added
the b' natural key at the same time that he added the b flat!

key (1720),’Eisel would surely have known aboul 1%, for he

381pid., p. 153.

39
4

Sachs, ops cit«, po L12. uOGalpin, Ops cite, po 187.

Carse, Musical ¥ind Instruments, pps 153-15l.
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deuocnstrated hls knowledge of the innovation of the b flat!
key by including the fingering for this note in his chart
(see Pigure 8, p. 10).

Some examples of three-keyed clarinets by Kelmer, Lind-
ner, Sherer, Walch, Triften and Kenlgsperger are included in
the collections at Berlin, Brussels, Salzburg, ifuniech, and
Mirnberg, but there are no fingering-charts provided for the
three~keyed clarinet.hg

Thus, during the first part of the eighteenth century
three things were accomplished concerning the development of
the clarinet: (1) the "speaker" key was moved closer to the
mouthpiece facilitating the accomplishment of the "break" of
the instrument; (2) the note b flat' was added; and, (3) the
fundamental range of the instrument was extended to low e.
Ag & result of this last aﬁcomplishment, the Tundamental
scale of the clarinet was from low e to b flat', and the
elarinet now possessed an overblown scale from b! on up to
ct!'! with some virtuosos playing a "fifth or sixth higher
than the given compa&s."hS

The fourth key to be put on the clarinet was the g# key.
This key wes operated by the little Tinger of the right hand,

and was invented by Barthold Fritz of Brunswick somewhsre

kzcarse, Musical Wind Instruments, pe. 15k,

hBIbid;, p. 153, See post Fig. 9, p. 20.
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around the middle of the eighteenth a@ntury¢bh' A fingering
chart and an illustration of the four-keyed clarinet was

supplied by Diderot iIn a supplement to his Encyelopedies

(1776).h5

By about 1780 the [# key had made 1ts appearance. This
kev was a closed key on the left side of the clarinet, and
the little finger of the left hand was used in manipulsting
it.ué

the note c#! was obtained.

B3y "overblowing® this note (using the "speaker" key),

This five-keyed clarinet was the one used by Mozart,
Eaydn, and Beethoven in their compositions. Its main handi-
cap, the lack of chromatic tones, could not be overcome wlth-
out an elaborate system of "cross-fingering" (see footnote
22). Because the ¢ sharp key was not invented until the
latter part of the century, thls key and i1ils overblown coune-

terpert, g/'', wers not possible except by cross~lingering,

' ,

4hGalpin, {4 Textbook of European lMusical Instruments,
p. 188), pgives the date as belng aboub 1750, and Carse
{Musical ¥Wind Instruments, p. 155), confirms thls approxi-
mations Ulric Daubeny (Orchestral Wind Insbtruments, p. £57),
states that the date was 1700, and that the gi and fy keys
were added at the sgame blme.

g
u’Carse, pusical Wind Instruments, p. 154

hélbidn
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The five keys of this instrument (numbered below) and the

holes to be closed were arranged as follows:

(1 and 2) Two long keys (e and f#); played with left
little finger.

(3) sShort key at the lower end: played with 1llttle
finger of right hand. Small hole above (3).
Three holes for right Cingers.

Three holes for left fingers. ,
Hole at back to be closed by lelft thumb.

(4) Above this hole on the upper side was a short key
(a); played with first finger of left hand.

(5) Underneath and directly opposite (L) was the b

flat! !,"speaker“ xey)3 played with thumb of left
h&ndo,"‘

The fingering chart for this instrument would in all

probabllity look like the followlng:

-
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Pige 9==Fingering chart-iive-keyed clarinet

hTCarse, History of Orchestration, ppe 176=177.
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The timbre of this instrument 1s baalcally the same as
which 1s described earlier (see pp. 15-1H),
This Cive-keyed clarinet was made in the following keys:

P, % (rarely), E flat and D} the normal siges were in

L8

flat, and A, and more rarely in low G and Be
The followlng tutors were written for this instrument:

Ce 1780-1?82...Vanderha~en {Paris)

ce 1800¢sessn.."Compleat Instructions” (London)
1803.....,..Backhofen (Leipzig)
1811cvec oo . FrBhlich (Bonn)
1813........Antolinl (Milan) L9

cs 1820........"Clarinet Preceptor” (London)

This five-keyed clarinet wag usually made 1n slx pieces,

namelys:

{a) The ebony mouthpiece; rather narrow, with a "table"
for & short reed which was tiled on, and might be
placed either sgainst the upper or the lower lip.

{b) The barrelj varying in length, for tunlng purposes.

(¢} The upper-mxddle—pieca' with three fingsr-holes
and two keys mounted in wooden rings or blocks.

(d) The lower-middle~plece; with three right-hand
finger~holes.

(e} The lowsr piece; with the right little finger-hole
and the three keys mounted in a wooden bulge which
went right around tpg tubé.

(£} The expanding bell.”

"he material used in the construction of the clarinet

et this time was still boxwood, with bone or ivory ferrules.

AgCarse, Mugical »ind Instruments, ps 155
50

hglbid', pt 1b6i - Ibidﬂ’ P l)5¢
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The keys were gquare and made of brass, and leather was used
as pads., There were also instruments made of ivory or ebony,
fitted with silver Zeys and ferruIQSagl \

Intonation apparently was a mabtter ol wminor concern abt
this bimej Burney (in 1772) stated, "I know it is nabtural to
those insbtruments to be out of tune."ga

According to Carss,53 the range of the clarinet had in-
creased to d'!'t!, e''f, and f''' by the end of the elghteenth
century, The lowest note of the Instrument was reputedly
low ¢, the notes downward being added by Stadler of Vienna
{according to Koch in 1302); however, Carse states that no
such instrument with this range has ever been found.gu

The sixth key c#' made its appearance around 1709 due
to the efforts ol either Stadler or Lefevra.gs This key was
placed between the third finger-hole of the left hand and
the first finger-hole of the right hand and was operated by

uaing the 1little finger of the left hand.

Nineteenth Century Clarinet
The elarinet underwent lts most radical change during
the first half of the nineteenth century. In 1808 (see foot-

note 3&), simiot moved the b flat' hole around to the front

- — ——
Sl1pid,, pps 155-156.  ~2Ibid., p. 157

[
)BIbid., p. 156, Euibid.

g
S)Galpin, op. cit., p. 188,
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of the instrument, retaining the key [lor this note in the
rear of the clarinﬁt.sé The resson [or this was the same as
that for adding the metal tube-it served as an ald in pre-
venting the clogging of the hole by the sallva,.

By 1810, Iwan Miller (1786-185ly) was making thirteen=
keyed clarinets in the city of Pari@aS7 This clarinet of
Miller's formed the basis for the modern clarinet of today.
Mﬁller corrected the lat quality of the b' natural and made
possible all chromatic notes by adding the following keys to
accomplish this: e, £, f#, gf, b flat, b, e#', e flat!, 7',
fi#r, g#t, at, and b flat';58 He replaced the pileces of
leather, used in the keys to cover the holes, with stuffed
pads.sg

he thirbeen-keyed clarinets of about 1825~1835 were
8t111 made of boxwood with lvory f&rrulesf Some of the
changes that began to take place, however, werae:

1., The joint between the lower-middle-plece and bhe

lower plece was abolished, and the two pleces

became one.

Séﬁaohs, op. clit., p« 41l Galpin, (A Textbook of
Furcopean Musical Instruments, ps 188), glves credit for this
innovation to Wehl (Cs 1B8L5G) s

5
ETE‘;EQK‘S}’Vth’ OPo cites Do 252. )SSﬂchQ, OpP« Oitt, Pe 14-135

590arse, tusical Wind Instruments, Pp. 160,




2, The new keys were mounted on blocks}i or ii there
were too many blocks, brass saddles were useds

3+ Round-cover keys replsced the square~covered keys,
and some of the holes were metal-lined,

i+ The mouthpiece increased slightly abt the tip, and
metal ligatures replaced {somewhat) the tying of
the reed %o the mouthplece,

Be A slight increase wes made in the width of the

cylindrical part of the bore and at the Lop of the

bollojoint,éo

t. Bollers were put on the longer keys to facilitate
movement from key to key {(invented by Janssen in
1823)a61

After 1839, some of the Boehm flute mechanisms were
adopted for use on the clarinet, The DBoehm system clarinst
introduced by Klosf and Buffet in 18,2 greatly increased the
facility with which the instrument could be played. By
duplicating the keys for e, f, and f#, these notes can be
played by either the right or the left little finger. As
this new system invelved re~learning the fingerings for the

clarinet, many of the old Buropean clarinetists refused %o

601b1d-, Pe 1590

61

Sachs, op. git., p. Ll



switeh from the fundamental Miller system {(with extra keys
added to improve faclility), or the clarinet invented by
Klbert of Brusaels {(ec. 1866).62

Other originetors of different systems weret L, A, Buf=-
fet Jeune {(Paris, 1839); H. B. Klos& (Peris, 1843); Lefedbre
(Paris, 1846); and R, Mollenhauer {fulda, 186?).63

About 1867, Buffet, in an attempt to eliminmte the
necessity of using two clerinets (B flat, A), invented a
clarinet that supposedly tuned to either plitch, However,
this clarinet wasg not succ@aaful;éh

Although the boxwood clarinet lingered for some btime
after the mid-century merk, the newer clarinets were belng
made of 8 much harder subsbance, cocuswood, and the clarinet
of the nineteenth century gradually tock on the look of the
clarinet of today.

Clarinets were made of mebal {brasg) asg early as 1918
and later the mateorial was changed to gheetl metal.és

Ad, Sax presented slaborately fitted clarinets from

around 1838 to 18423 however, his instruments were so come

. 66
plicated that few of the leusding clarinetists asccepted them.

b2, s wr ot ,

Zbarae, Musical Wind Instrumenbs, pe 103,
p :
03,

Sachs, op. clt., p. 4.
ol |

iﬂaubeny, Orchestral Wind Instruments, P 6G
63:: ’a LA s 7, -

Carge, Musilcal Wind Instruments, p. 101.
66

Ibide, pe 162

e —-
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Klos€ wrote a tutor for his new clarinet, and the
English translation (1873) brought about the discarding of
the older types of clarinets and the adoption of the new
Boehm type of clarinet.67

Many different sizes of clarinets were produced during
the nineteenth century, Instruments in high A flat were
used in German, Austrian, and Spanish military bands, but
usually the instruments pitched higher than the high E flat
instrument were never prominent to any degree. The C clari-
net is now obsolete; however; the clarinets in A, B flat, and
even the high E flat, which 1s still used in military bands
and occasionally in concert orchestras (see Figure 10), seem

to be well established, and it appears that their future 1s

Secure.

Fig. 10.==Strauss, Ein Heldenleben, (1898)

p

67Ibida’ Pe 165.
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Clarinets are now made of elither Afrlcan blackwood,
cocugwood, ebonite, or metal.ég The mouthplece, formerly,
made of ebony, is now made oubt of ebonite, zlass, or metal.
The tip of the mouthplece is now broader, anduthe space
between the tip of the mouthpiece and the tip of the reed is
mich greater, Both of these modifications produce a richer
tone quality.

Clarinets of other slzes, i.6., the alto-tenor (latter
elghteenth century) and the bass (1772), were not attempted
until around the time of the invention of the four or five-
keyed clarinet (1780). 1In the alto-tenor group, clarinets
have been made in the keys of A flet, G, P, and E flat; two
distinet btypes of thls kind of clarinet are the "clarinette
dlamour" (latter eighteenth century) and the basset-horn
(1770)s Of the bass group, there have been instruments
whose plteh was an octave below that of the soprano clerinet,
the Bathyphon (1839) in low C, a contra-bass clarinet in
E flat (1842~18l16) that is pitched an octave below the alto
in ¥ flat, and a contra-bass in B flat (1890), sounding an

octave below the regularly employed bass clarinet in B flat.ég

681bid., pe 166,

690arse, Muglcal Wind Instruments, p. 166,




CHAPTER II
PERIOD OF BAYDN AND WMOZART

Although the first clarinet part, as such, 1s reputedly

found in é mass by Faber in 1720,1

and clarinet parts had
been written in operas for some tlme (see below), the adop=
tion of the clarinet by the symphony orchestra was very slow
until the last quarter of the eighteenth century. Gossec
eleims to have written clarinet parts in 1757, and to have
uged them in performances of symphonies by Stamitz st the
"Conecert Spirituels" in Paris in 1755.2 Carse believes that
these clarinet parts were in 21l probability either "added"”
parts or parts doubling the oboe.

The earlieat parts written for the clarinet were in

opera scores. One of the earllest examples of this usage is

found in the opera, Antaxerxes, by Arune (1762); and Gluck,

although in the Vienna version of his opera, Orfeo, (1762),

he indicated parts for "chalumeau," used the clarinet in C

3

in the Paris version of Orfec (1774)+” Johann Christian Bach

Carse, Imsical Wind Instruments, pe 15LTs

arse, Oistory of Orchestration, p. 100.

BH, %. Schwartz, The Story of Muasical Instruments, pe120.,

28
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indicated parts for clarinet {(in B flat and D) in his London
production of Orione in 1763'h

Some of the first symphony orchestras that used the
clarinet during this and later periods were: London Symphony
Orchestra (176l), the orchestra of La Pouplifre in Paris
(1762), and the German orchestras of Koblenz, Mayence,
Pressburg, Rogensburg, and Ansbach during 1782 and 1783, and
Berlin (1767).°

Clarinets during this period hed the same function as
oboes. When the clarinets were used in the scoring, the
oboes were usually dropped from the orchestraj; an example of

this can be found in Mozart's Symphony Ne. 3 in E flat

(Ko 18), whieh will be discussed later. DBurney {Present

State of Music in Germany, 1772), mentions a clarinet "which

serves as & hautboy" in & Brussels orehestra.é Diderot and

Alembert, in their Encyclopedie” (1767), mention the "Clarie

nette, sorte de hautbaiai"7 It can be seen from these
examples that the funetion of the clarinet durlng the latter

eighteenth century was the same as that of the oboej also,

4=

Tobide.

N

ACarse, History of Orchestration, ps 179

£

3 " . "
Carse, The Orchestra of the XVIIIth Century, p. 3D.

"1bid., p. 128,
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during this period the prinecipal clarinetists were primarily
oboists.8 Whenever both oboes and clarinets are found in
the scores, the part of the oboe 1s the more prominent.g
Such was the status of the clarinet during the tims of Wolf=-
gang Amadeus Mozart (1756-1791) and Joseph Haydn (1732-1809).

Although Haydn was writing symphonies before the time
of Mozart, he dld not atbempt much use of the clarinet until
Mozart's later years and after the latter's death. For thia
reason the influence and use of the clarinet by Mozart will
be treated in advance of that of Haydn.

As has been stated before, this was a perilod of inse-
curity for the clarinet, and the lack of players of the
Instrument influenced more than one composer in scoring for
this instrument., It was left to Mozart to be the first to
both appreciate the clarinet and maske repeated attempts to
use it:

The possibilities of coloring increases as new
instruments came into use, and the c¢larinet was at onece
gppreciated by mozart} who may be sald to have made R%e
first systematic attempts at specifliec tone coloring.,
Apparently the first use of the clarinet in the symphony

erchestra by HMozart is his Sywphony No, 3 in E flat, (ﬁ. lﬁ),

written in London, l?éﬁ,ll in which he uses two B flat

8. o 9 .
Ibid., p. 128, Carse, Orchestrstion, p. 180,

10 .
W, J« Henderson, The Orchestra and Orchestral Muslc,

p. 121,
11

Carse, The Orchestra of the XVIIIth Century, p. 129.
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clarinets, bassoon, two horns in E flat and strings. This
ls an instance where the clarinets replace the oboes. The
clarinet was avallable in London because of its use in the
operatlic productions of Arne and Johann Christian Bach,
being given at this time.

Thls symphony, sccording to Carse,lz 1s not really one
of Mozart's symphonles, but rather it is a symphony of Abel's,
(Symphony No. 6, Op. V11)., Saint-Folx confirms this stating:

How 1 have discovered that this particulsr sywphony in

E flat-written moreover on the same paper as the exer=-

cise of which I have just spoken /referring to Symphony

Lge 2 which Saint-Folx_claims 1s an exerclse given to

Wolfgang by hls father/~-is none other than a symphony

by the German /Camba/ virtuoso asnd composer Karl Pried=-

rich Abel (172E-1787), published by the_latter some

years later in his collsctions, opus 7.

However, this symphony 1s listed In the KOchel Verzeichnislu

as one of Mozart's works, and it will be treated as such in
the discussion to follow.

In Symphony No. 3 (XK. 18), the clarinet is nearly always
uged in the upper range of the Instrument. At this polnt an
1llustration of the three registers of the clarinet may be
helpful:

Ibide.

13Georgea de Saint~Folx, The Sywphonies of Hozart, p. 7.

‘ "

l“chgcnologisch-thematisch@s Verzelchnis s8mtlicher
Torwerke wolfpang Amade Jozarts, edited by Alfred Einsteln,
Pe 33,
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‘ﬁig..ll.--ﬂegisters of the clarinet

Mozart nearly always avoids the use of the chalumeau reg-
ister of the clarinet, especially in his rirst symphonies.
An example of the use of the clarinet in the orchestra with

this instrumentation (two clarinets, bassoon, corni in E

flat, and strings) is shownt

(v
L]
N

5
.iféb — =4

Figs 12.--Mozart, Symphony No. 3 (K. 18), first
movement, measures 19-20,
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In the first single four bars of Figure 13, the clarinet
begine with the melody agalnst & single contrapuntal part
for sclo bassoonj no other instruments are used in the pasg-~
age until we reach the second four barg of the example.

Here the melody is continued by the clarinets in thirds with
the horns entering to assume sustained tones of the harmony.

This example shows the typical method used by Mozart in
writing for the clarinet in his earllier works. The clarinets
are usually written in thirds, or sixths as were all the
woodwinds of this ﬁime,lg and very rarely had "soli" pas~
sages. TPFigure 13 shows one of the exceptions in this case,
as the instrument was usually confined to tuttl passages and
sustaining or background parts, as found in the "Progto"
movemen®t of this same symphony.

The clarinets were ususlly alloted the third and fifth
of the chord in tutti passages, were always used in inner
voices, and were kept as close as possible to the root of
the chord, in baekground passages. (See ante Fig. 12, p. 32,
Flgs 13, ps 34).

_A more mature Nozart wrote for the clarinet 1ln the

Symphony No. 31 (Peris) in B, (K. 297). This is really

15For an example of this note the oboe part in Haydn's
Farewell Symphony (1772}, first movement, measures 75=080.
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where the clarinet gets its start in the symphony orchestra,
Not muech is done in the way of solo passages for the clari-
net, but a good deal of doubling is allotted to it, and it

is treated as one of the accepted instruments of the orches=-

tra. (See post Figure 15, p. 37)s

i

!
1
M

H_ b _1 1 F 1 1 N -

- e =
34

e

|
il

SETEE =SS =
Basso
-t e o o e e S

Plg. 13e.-=Mozart, Symphony No. 3 (K. 18), fourth
movement, measures 1-&. {

Although 1t has been said by muumerous suthors that NMoz-
art became Interested in the clarinet as a result of his
visit to the orchestra at Mannheim in 1777-78, Re had already
encountered them in London in 176l (see ante p. 31), He was
so exclited by the presence of the clarinet in the Mannheim

orchestra that he wrote, in a letter to hls father: "Ah, if we
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only had elarinets also! You cannot imagine what a wonders
fal effect a symphony with flutes, obees, and clarinets
makes."l Saint=Foix has this to say about the influence of
Mannhelin oa Mozari:
« « « he remains struck in particular by the admirable
instrumental ensemble, by the timbres and thelr effects}
especially we can say that the clarinet was revealed to
Mozart during his stay at Mannheim, and that he was then
granted a prophetic glimpse of the marvelous resources
it was to offer him in the future.
Hozart's use of the winds in this symphony somewhatb

resembles his use of the winds in the I flat Symphony

(Ke 18); he still seems unsure just what to do with the
clarinet. The parts glven to the clarinet in the tutti pas-

sages of the Paris Symphony (g. 231) are of practically the

seme type as those in the earlier works: (1) the clarinets
are still arranged in thirds or sixzxthaj (2) they sustain on
the inner voices in thirds or sixths3 (3) the parts given
them are simple; and (k) they are frequently doubled with
the basgoons and other inner-voice instruments. An example

of such a tuttl passage is shown in Figure 1li:

16,

W, J. Turner, Nozart, The Man and His Works,
Pe 230#

1
7s;aint-}voix, op. elte, DPs 63-6l.
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Fige lls==Mozart, Paris Symphony (X. 297),
first movement, measures 15-10,

An unusual contrapuntal effect is shown 1n fhe first
movement in which the violins begin a scale pasﬁage; after
two bars the passage 1s taken over by the bassoon and the
basses. Two bars later the clarinet and viola have the mel=
odys. This passage illustrates several phases of the clari-
net: (1) an early contrapuntel part for this instrument;

(2) an example of doubling with the viola; and (3) an
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unusual scale passage for the time (1??8):18
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Fig.-iE.--Moz;;t, Symphony, (K. 291),3
%%BLE%3,

first movement, measures

18A1though the f# key was invented c¢. 1750, it was not
used to any extent until around 1780. This use by Mozart
would possibly be one of the first attempts to increase the
key scope of the instrument.
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In the second movement of this symphony the clarinet 1is
omitted, but in the third movement (the last) 1t returns and
conforms to the examples already given.

The Haffner Symphony (K. 385) affords two illustrations
of doublings. In Figure 16 we see the clarinets 1n octaves
while doubling the counter-melody with the rest of the wood-

winds:

Tomp: o e - {
= — E==——c==!
£ g o 1., ou. .0

Fige 16.=--Mozart, Symphony, (K. 385), first movement,
measures 20«23,



39

In the second example from this symphony, a tuttl section
from the fourth movement shows the clarinets doubling the
flutes in the wood-wind section as well as re-enforcing the

strings. The clarinets are once again doubled in thirds:
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Fige 17e.=-Mozart, Symphony, (K. 385), fourth movement,
measures 207=210.
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In the last two symphonles that ilozart wrobte in which
ne used the clarinets, he umakes nearly every use of the
instrument that was possible during this tims. These two
symphonies, Ho. 39 in B flat (£. 343), and No. 4O in G minor
(Ke 550), were written in the summer of 1708, along with the
Jupiter (K. 551), which did not use clarinetss. As these two
symphonieg were written within a month of each other, they
may well be studied simmltaneouslys

In the first of these two, the E flat Symphony (X. SL3),

Mozart uses the clarinets and diépenses with the oboes. In
the original verslon of the G minor Mozart did not use the
clarinet, but later he revised the oboe parts and added the
clarinet parts.
The clarinet emerged as an instrument of melody and
solo passages during this period of Mozartt!s writings 1llusg-
trations of the use of legato tonguing, of "soli" phrases,
and ol the parts of the chord glven to the clarinet are shown
in the first movement of thles symphony. (See Fig, 108).
Contrapuntal effects are numerous in these two sym-
phonies, especlally the one in F flat. In the flrst movement
of the E flat, Hozart employs the clarinet and bassoon in a

canon with the flute and violins. (See Fig. 19).
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Fige 18,==Mogart, E flat S*gmphong (K. 543),.
first movement, measures 1l2i-12C, ‘



Fige 19.-=Mozart, E flat Symphony (K. 5L3),
first movement, measures 173-170.
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An example of the growth of the clarinet in the orches-
tra of this time can be found in the same symphony where

Nozart employs the following sklps:

| Andarte ,ﬁ_, .St . b
o () BT, ;

|

Fige 20.-=lozart, E flat gxpghonx (Ke 543),

second movement, measures 0b=0

Another illustration of Mozart's more advanced orches-
tral writing for the instrument is seen in the G minor where
the clarinet is alloted the solo chromatic phrase introducing

a theme 1n the second subject:



L
. Iﬁgu 8334 g~
a@’ ey T T j/_"
-y —
el #
| - L R &

w
il

s —

Vin3
= =

e |
e —

L.

— —
; ﬂ = gt s'_

fourtgigsvgié;;Toggzgﬁr%sgég%§2§sj fon (E. EEQ)’
Mozart's most outstanding passage for clariﬁets can be
found in the trio of the Minuet of the E flat Symphony.
This 1llustration is quite exceptional. Not only is the
clarinet used as a sole instrument in this instance, but the
entire orchestra serves merely as an accompaniment for the

clarinet, an exceptional use of the clarinet in this periliod,



Moreover, in the arpegglo accompaniment of the second clarie
net, extensive use ls made of the chalumeau register--rarely

employed until a generatlon later (Weber).
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Fige 22.--Mozart, E flat Symphony (K. 54i3),
third movement, measures [G=]0,

Mozart wrote no clarinet parts for his lasﬁ)aymphony,

No. 41 (Jupiter) in C (K. 551). Grove offers an explanation
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of this In saying:

The ordinary explanation is probably the true one;
namely, that belng attached to a small court, he
seldom had et his disposel a full band of instru-
mentalists.,

Haydn
Jogeph Haydn did not do very much in the way of devel~
oping the function of the clarinet. Henderson's description
of Haydn's use of the orchestre shows exactly the way in
which ilaydn used the varlous members of the orchestra:

Haydn's scoring shows a curious combination of Handel-
ian ideas with later developments. The Handelian plan
of" strengthening string perts with wind parts in unlison
seems to have taken some hold of Haydn, for he rarely
writes unsupported wood-wind pasgsages in his symphonies
« « » » He shows . . . weakness In writing for the
wood=wind in its Intermal velations. IHis clarinet
parts ugually double those c¢f the oboes or the flutes,
There is & pgreat deal of octave-writing, and he sgldom
cets more bthan three real parts in hls wood-wind.

A typical example as far as octave~wrlting is concerned

is found in the fourth movement of the Clock Symphony, Mg,

23, It should be noticed in thls example that Haydn uses
contrary motion in the wood-winds and strings; howsver, all
parts are doubled, so this is no deviation from the descrip-

tion of Henderson (see ante p. 12)., This also serves as an

19&. Grove, Dictionary of Muslc and iusgiclans, p» 5&4.

W. J. Henderson, op. cit., pp. 85=-806,
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example of the way Haydn treated the clarinets in the "tutti"

sections of his symphonies.
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Fige 23+.--Haydn, Symphony No. 101, (Clock),
fourth movement, measures 233=230,
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Haydn dropped the clarinets when he reached a Section
that required any facility on the instrument at all. Per-

haps one of the best examples of this 1s found in the London

Symphony in D minor.
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Fig. 2l,,--Haydn, London Symphony in D minor,
second movement, measures [2-45.
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In this ecxample Faydn excludes the clarinets in the sdale-
wise run ol thirty-second notes and wrote the clarinet's
part with the bassoons, horns, and trumpets.

As far ag other developments are concerned, Haydn
learned how to write for the clarinet from Hozart. Although
he had two clarinets st Eisenstadt, while in the employ of
Prince Esterhazy during the years of 1?76~17?8,Zl he rarely
employed them in the symphonles except in tuttil passages.aa

Jolles! description of Haydn's handling of the clarinets

1n Symphony No. 104 fits nearly every sltuastion in which

Haydn used the clarinst:

« » » put 1t 1s also noticeable that he writes very
little muslc of real distinctlon for the clarinets.
He still seems to regard them, like the trumpets as
something with which to make a blg noises. The Adagio
gives the emphatic call to attention in its first two
barsg, but in the tender gasaages which follow the
clarinets are discarded.23

This presumably illustrates the extent to which Haydn
used the clarinet. Fven Haydn was disappolnted over his use
of the wood-winds, for he 1llustrated this in his famous
atatement to Kalkbrenner:

I have only just learned in my old age how to use the

wind instruments, andzﬁow that I do understand them, I

met leave the world.

Carse quite ably summed up the use of the clarinet by

2 ipid,, p. 202, 221p1d., pe 13.
234, ¢. Colles, The Growth of lusle, Part II, p. 10k4.

¥
24 arse, The Orchestra of the XVIIIth Century, p.
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the wood-winds. Thus Haydn usually gives the [irst violins
the melody and the harmony to the second viclins, vioclas,
ete., while Mozart gave the melody to the violins in unison
or in oectaves, but let the wood-winds and the brass fill the
inner voicesazé

Henderson gives the plcture of the parts assigned in
the wood-wind section when he states:s

The old-fashlioned way was to employ the four pairs of

wood-wind instruments always in thirds and_sgixths. .
The clarinets filled in the middle voices.2(

201hid., p. 194.

27Henderson, op. cit., p. 87.



WINETEENTY CENTURY: TFIRST QUARTER

It was not until the very late eighteenth century
(Haydn) that the wood-wind group of the symphony orchestra
was Tinally staebllized., From that time forward most of the
symphonic works were scored for two flutes, two oboes, two
clarinets, and two bassoons, although additional instruments
were later added to this basic pattern of the wood-wind
Eroup.

The role of the clarinet in the orechestra is one of
wajor ilmportance during thls pericd. Although 1t was not
used extensively se a golo instrument untll later in the
nineteenth ﬁeﬁtury, its laportance as a permenent mewmber of
the symphony was shown by the different uses of this instru-
ment durlng this period,

The chief discovery concerning the tone ol the clarinet
during this perlod was its ablility to blend well with the
combinations of: (1) one elarinet, one bassoon, and two
horns; or (2) two flutes and two clarinets; and (3) In a
sreater nuaber of parts in various combinations with strings.

The usge of these combinations of instruments brought about

52
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the replacement of the obos as the chiel and leader of the

\ 1
wood~wind group.

Imdwlpg van Beethoven

The composer contrlibuting more to the development of
the clarinet than anyone else during thils period was Ludwig
van Besthoven (1770-1827).

Although Beethoven in his first two symphonies usually
emnployed the clarinet in close harmony with the other wood-
winds in the inner voices (see Fig. 25}, as did Haydn and
Mozart (see Chapter 1I, p. 50), he used 1t with greater
confidence and originality in his more mature works. Colles
cives a description of Beethoven's first clarinet parts:

1t i1s true that some of the limitatlons of older times

seem to cling sround him., He 1s rather fearful of let-

ting the clarinets spesk by themselves, and gometimes
he makes the wood-wind double each other and the strings
clumsi%y. These things serve to show his starting
point,

Carse adds to this in stating:

The handling of the wood-wind shows clearly that the

clarinet was hardly yvet reckoned the equal of either

the flute, oboe, or the bassoon. Beethoven's clarinets
at that time were harmony or tutti instruments only;

g1l the solo work goes to one or other of the remalning
wood-wind,

1Carse, History of Orchestration, p. 229.
2

H. C. Colles, The Growth of Music, Part II, p. 168,

BCaI’se, QO+« Citj’ B 232.



Thus, we see that Beethoven, in his first works, contributed
nothing to the funetion of the clarinet that had not been

accomplished during the time of Hozart and Haydn. However,

beginning with his Third Symphony {(Eroica), Beethoven begins
to free the clarinet from the confines of background and

tutti work exclusively,

In the Eroica No. 3 (1804), a solo clarinet is allowed
to take a share in the melodic phrases and essential
haruonies of some of the principal themes. After that
time clarinets get more extended solo paris, and in
smoother-toned blends with bassoons and horng to some
extent exclude the hitherto ubiquitous oboe.“

Since Beethoven used the clarinet in meny different
ways in hils symphonic works, and since his first works uti~
lized this instrument consistently in the astyle of Haydn and
Hozart, the examples selected are taken Ifrom his more mature
works in keeping with the title of the project undertaken.

Deethoven's use of the clarinet in the tuttl passages
is 1llustrated in the passage from Symphony No. & (Pastoral),
1808. 1In this passage the clarinets are doubling the oboe
an oboe an octave below, and it should be noted that they

still 2re relegated to the inner voices (third and fifth).

The clarinets are arranged in thirds:

hrIbici., pp. 232-33. (8ee post Flgs. 26, 28, 29).
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Fig. 25.=--Beethoven, Symphony No. & (Pastoral), fourth
movement , measures 136-139,
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An illustration of the wood-wind section with legato

tonguing may be found in Beethoven's Eroica No. 3 (1804):

3
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ial2

H*)

bR
D5

Figs 26.--Beethoven, Symphony No. 3, Eroica, first
movement , measures 83=86,
This illustration shows the wood-winds alone with the clari-
nets in sixths and bassoons in thirds forming the triad at
the beginning. The oboe then joins these two and assumes
the principal melody to be succeeded by the flute, whose
entry completes the wood-wind section. In this illustration
not only i1s the clarinet used in place of the obbe for the
prinecipal theme, but it is one of the first examples in
which the clarihet makes use of legato tonguing. Heretofore,
presumably the oboe would have started the soli)phrase, and

the clarinet would have played a minor role in the section.



Another interesting example of the tonguing phrases of
the wood-wind sectlion can be found in a staccato passage

from Symphony No. 7 (1813):

Figse 27+==-Beethoven, Symphony No. 7, third movement,
measures 214-17.
This example shows the wood-wind section in unison and
octaves; although it is in no way complicated as far as the
melodic line is concerned; 1t must have been falrly difficult
for the clarinetists. The reason for this, aside from the
problem of staccato tonguing in an allegretto pdssage, lies
in the leap from the clarinet's ¢! to e' flat, The clari-
nets of Beethoven's time had no alternate fingerings for the
¢! to e!' flat leap as do the clarinets of moder9 times; this
innovation came later with the lmprovements of Klosd (1842).
As this symphony (No., 7) was written in 1813, the clarie-

netists presumably used cross fingerings for this leap.



See fingering chart for five-=-keyed clarinet, Ch, 1 ye 20)
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effect can be found in the Eroilca:
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Fig. 28.--Beethoven, Symphony No. 3, Ercica, fourth
movement, measures LO-l3.



The wood-winds answering the strings is an i1llustration of
contrast. Here again the oboe has lost much of its earlier
prestige, and Beethoven favors the other members of the sec-
tion,

One of the most umasual and interesting uses of the
wood~wind section by Beethoven is found in the fourth move-
ment of the same symphony, (See Flg. 29). This passage
illustrates (1) doubling of the first clarinet and the obos;
(2) a "ehalumesu" arpeggio figuration in the second clarinet
with the cello, accompanying the oboe and irst clarinet;
(3) the rhythmic pattern of triplets and sixteenths between
the second clarinet and the bassoon; and (i) the horns alter-
nating with the bassoons in the sccompaniment, Another ex-
ample of the use of the "chalumeau" reglster of the clarinet
can be found in the same movement of this symphony in meas-
ures 365-70.

Interesting contrapuntal devices involving wood-winds &
are beglnning to present themselves in the music of Beethoven
beginning with the fourth symphony. (1807). One of the most
noteworthy of these devices 1s 1llustrated 1n the use of a
canon between the clarinet and the bassoon in the first

movement of Symphony No. L. (See Fig. 30)
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Plge 29+.--Beethoven, Symphony No. 3, Eroica, fourth
movement, measures 373-376,
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Fige 30,--Beethoven, Symphony lo. L, first movement
measures L1-46,
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This feature is unusual in two ways: (1) it infolvés only
two instruments of the wood=-wind section; and the canoniec
effect ls created by the use of the two instruments least
used in the solo function during this period. Until this
period it had been the common practice to use the body of
winds for the most part; and when a solo was calied for, 1t
usually went to the oboe or flute.

Perhaps Beethoven's "unique" use of the clarinets can

be found in his fourth symphony:
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Fige. 31l.--Beethoven, Symphony No. L, fourth
movement , measures 31l-17.
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This 1llustration 1is umisual in two ways: (1) 1t wés not
customary to use the clarinet as a solo instrument during
this period although Beethoven had done this previously (see
Fige 30); and (2) extensive use of the "chalumesu" register
(see Fig. 11, pe. 32) was not one of the characteristics of
Beethoven, The accompaniment furnished by the hofns and the
strings is one of the features of this period that is in the

first stapes of development at this time.

Figs 32+=-Beethoven, Symphony No. 5, second movement,
measures 134-37.
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Contrury motlion wlthin 2 scclbion is another feature

that 18 not charscterigtic of

¢t

his period, yet Beethoven's
use of contrary mction within the wood~wind section is
11lustrated 1in his Cifth symphony (1808). Clarirets in
thirds werk in contrary wotion to the flute and oboe in
thirds. Another interesting feature of this illustration

is the movement of the clarinets in the "break" register.

The "break" and the "chalumesu" registersg were to be avoided
as much as possible, for the clarinets were not yet perfected
to the stage that fecllity could be accomplished in crossing
the "break,"

Other devices, eumployed by Beethoven in using the clari-
net, are found in his sixth sywmphony. Again Beethoven doss
the nmasual in writing the bagsoon and clarinet in a duet
unaccompanled in the first two bars of the l1llustration,

(S‘ee Figc 33, pn‘é’g)o

-
“See ante Fipure 11, p. 32 for illustration of "break"
and "chalumeau" registers.
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33.--Beethoven hony No. 6, Pastoral, first
movement, measures éS

Here again we have the use of rhythmic contrast with the
bassoon playing four notes to the clarinet's alx.
Beethoven's use of the upper range ("eclarion") of the clari-
net should also be noted.,

A sextet, composed of clarinets, horns, and bassoons,
is illustrated in the trio of the fourth movement of the

seventh symphony. >
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Fige 3lj«=--Beethoven, Symphony No. 7, fourth
movement, measures [09-12,
The clarinets are scored in sixths, while the bassoons and
horns complete the inner voices. This is an illustration of

the blend of the tones of these instruments; it also serves
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as another illustration of the tendency to replace the oboe
as the dominating wood=wind instrument of this period.
One example of a speclal effect created by the clarinet

&

is 1llustrated in the sixth symphony (Pastoral):

!
!

B —

Figs 35.--Beethoven, Symphony lo. 6, second
movement , measures 131-32,
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In the Pastoral Symphony Beethoven selected the clarinet to

portray the call o

the cuckoo.

Another example of Beethoven's use of the clarinets in

an unusaal manner is the passage from the elghth symphony
(1814):
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Fig. 30.=-=-3Beethoven,

measures 298-302.




fes

s AT B e ekl el b N e A T o ey . sl 2 and s P
41 CGaALS PLalliS8slillo i-'af;uSn...L'C thne 11rst clarinet and oiae .'._r'st

bagsoon are doubled, with the second clarinet and the second

- e L . N T 2 M o 2 5 1= Ya 4 3 b . ST a v i |
bagssoon filling the 1lnner parts (in thirds) in unison. The

o b wne v st & v Yoo vy " B - 1 ) v waskrd 4 -
contrary motlon between the cellos and basses proviaes an

LAl

IREENY

iy | T——
A O S W S e .o T ™ 0 PN P

AT WL LS S T 7 A e

Fige 37.--Beethoven, Symphony lio. &, second movement,
measures 73=T77. ;

This example contains several features involving the
clarinet that were not characteristic of this perlod:
(1) the clarinet used as a solo instrument; (2)> sustains in

the "chalumeau" register (2nd clarinet); (3) grace notes in
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clarinet parts; (4) cross-fingering in the "elarino" regis=-
ter; (5) repeated notes (measure 7l); (6) staccato tonguing
in fast passages; (7) arpeggios in fast passeges; (8) cross-
ing the break in fast passapges; (9) occtave leaps (measure 706)
and {10} sustained trills.

In his ninth symphony Beethovenr made use of all three
types of clarinets employed at this time, the A, the B flat,
and the clarinet in ¢ (now obsolete)s, Presumably this was
done in an effort to cope with the lack of facility of the
B flat clarinet of that pariod in the relatively complex key
signatures and harmonies in this passage.

Beethoven's use of the c¢larinet may be summarized as
Tollows: (1) Although Beethoven used the clarinet primarily
in tuttis and inner volces during his earlier compositions,
his later compositions featured the clarinet in numerous
solo passages; (2) the clarinet, in later compositions was
commonly scored with bassoons, horns and strings; and (3)
this scoring of clarinets with bassoons and horns sxcluded,
somewhat, the use ol the oboe asz the most important member

of the wood-wind section.
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Franz Schubert

In the symphonic compositions of Franz Schubert (1797-
1828) the clarinet performs three functionsy (1) most often
it doubled another member of the wood-wind section; (2) less
frequently it was used contrapuntaelly; (3) sometimes it
serves as accompanist,

Apparently Schubert's chief interest in his symphoniec
compositions was the melodic line. An excellent 1llustration

of this is found in the Unfinlished Symphony:

LLLLI

|11l

LiLll

1Lt

LLLLL

Fig. 30,==Schubert, Unfinished Symphony, first
movement, measures 13-19.
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This unison passage with the oboe is another example of the
use of the break register of the clarinet. Before the 1lnno-
vations of Klosf (181;2)6 this passage presumably was played
by a system of cross-fingerings.7
An example of the clarinet doubling with the viola 1s

found in the syncopated accompaniment for the cello solo in

the first movement of the Unfinished Symphony:

All f'_fl;d_égi‘; ) — L~ -/:_\i\
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Flge 39«==Schubert, Unfinished Symphony, first
movement, measures 38-41,

: p;
6See ante Chapter I, pe. 2.

TSea ante Chapter I, pe« 7, (footnote 22),



The clarinets and the vliolas are scored in thirdé, £he first
clarinet and the first viola having the melody, and the sec~
ond clarinet and the second viola having the inner voice
(third of the chord), In the last bar of this example, the
fifth of the chord is eliminated, forecing this combination
of instruments to be scored in major sevenths. .

An illustration of the clarinet's use as both a solo
and a contrapuntal instrument is also found in the Unfinished

Sx@ghony:

Fige 40.=-=Schubert, Unfinished Symphony, s®cond
movement, measures 220-227.
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In this pilanigsimo passage, the return of the second subject,
the clarinet answers the oboe with the bLheme 1llustrated, th
then begins the canonic effect with the other two instru-
ments. The dynamic markings sre very luportant in this case
because the whole phrase is bullt on the conbrasts creabed

dynamically by the Instruments employed,

Carl Maria von Weber
Although Carl Haria von Weber (1786~1820) wrote two
symphonies, hie main contributions to the development of the
funetion of the clarinet are 1llustrated in the Overture to

the opera Die Freischlitz. The incluslon of Weber is juati-

fied not only because of his importance to the history of
orchestration in general, but also by the fact that the
overtures to hls operas do form a part of symphonic reper-
tolre.

An illustration of the use of the "chalumeau" register
is found in the opening bars of Die Freischiitz (1821):
The clarinets {pilenissimo) susbtain major sevenths with trem-
ole strings foming the inner volces for an F§ dlminished .
chord. The dynamie markings ald in giving this scoring a

gomewhat supernatural eflect.
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Flge lll.-=-Weber, Die Frelschiitz, Overture,
measures 25«30, h!




The solo for the clarinet is accompanled by horns for

one measure, then solely by tremolo strings:

Figs l2,--Weber, Die Freischiltz, Overture,

measures 90=103.
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This solo has several unusual features: (1) the clarinet is
used as a sustained solo voice; (2) it plays fortissimo; (3)
it sustains a b' flat--a difficult tone to sustain today,
and certalnly one that must have besen badly out of tune at
thils peried.s

From the foregolng illustrations it appears that during
the first guarter of the nineteenth century: (1) the clari-
net's place in the orchestra was assured; (2) the clarinet
was beginning to stand out as a solo instrument at the close
of the first quarter of the century; (3) clarinets were dis-
covered to blend well with the tones of bassoons, horns, and
strings; (l) combinations of clarinets and bassoons, or
clarinets, bassoons, and horns begen to replace some of the
soll passages heretofore amssigned to the oboe; (5) doublings
of flutes with clarinets replaced munerous doublings of the
oboe with flutes or other instruments; (6) the use of the
arpeggio passage in clarinet parts became more prominent;
(7) the elarinet was used more in conbrapuntal passages
during this periocd than before; (8) the tone color of the

"ehalumeau” register began to be appreciated.9

BSee ante Chapter I, p. 22,

QGarse, History of QOrchegtration, pp. 228~29,




CHAPTER IV
NINIDTEENTH CENTURY: SECQND QUARTER

Hector Berliosz

Orchestration during this period became more compli-
cated, chiefly through the efforts of Hector Berlioz (1803~
18639), The period of Berlioz's compositions, from about
1825 to 1862, coincided with the various improvements added
to the wood-wind instruments.

One of the major influences on Berliocz, in regard to
the wood-wind group, was the lmprovement of the key mecha-
nisms of the clarinet by Klos€ (1842). The new Boehm system,
applied to the clarinet, made possaible fingerings and scale
passages that had been practleally impossible until this
time., (Ses ante Chapter I, p. 24). Berlloz avalled himself
the use of these new keys and fingerings in his compositions
as will be illustrated in the following paragraphs,

Berlioz's asdmiration for the clarinet ls shown in a
passage from his Treatlise:

This beautiful soprano instrument, so ringing, sc rich

in penetrating accents, when employed in masses, « « .

geins, as a solo, in delicacy, fleeting "maances," and

mysterious btenderness, what it loses in force andé pow=
erful brilliancy « « « » It is the one of all the wind

78



79

instruments which can best breath? forth, swell,
diminish, and die away its sound,

Berlioz used the clarinet in many ways, always with regard
to the chief characteristic of his orchestration, tone color,
One of the characteristics of Berlioz's scoring for the
wood-wind section is his doubling of most of the solo pas-
gages with another member of the same section. An 1lluse

tratlon of this can be found in the Fantsstlec Symphony (1830),

In Fig. 43 the solo passage, involving the clarinet and the
oboe, 1ls an lllustration of the desire for brilliance; to
attain the deslired brilliance Berlioz‘doubles the "clarino”
reglster of the clarinet with the more penetrating reglster
of the oboe,

Another illustration of the doubling of the solo passages
is found in the same movement of the Fantastic, PFig. L.
It might be noted that while the clarinet and the flute are
doubling at the octave, the oboe is sustalning on the fifth

of the chord, This is another of Berliocz's brilliant effects.

lHector Berlioz, A Treatise on Modern Iﬁstrumentatien
and Orchestration, translated Dy HAary Gowden CLArKe, p. 108,
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Fige j3¢==Berlioz, Fantastic Symphony, fifgi__‘___

movement , measures 29=30.
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Fige llie==Berlioz, Fantastic Symphony, first
movement, measures 120-25,

A very umasual function is accorded the second clarinet

in the following illustration: >
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Fig. 45.==Berlioz, Fantastic Symphony, firat
movement, measures 151-53,

Before the time of Berlioz, it was somewhat rare for even
the first clarinet to be given a soloj; however, here we find
the second clarinet alone taking a subordinate fhemc, while

the flute and the flirst clarinet furnish the accompaniment.
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Another illustration of the use of the wood-wind sec-
tion in this symphony (Fantastic) 1s seen by examinatlon of

the following example:
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Fige l6.==Berlioz, Fantastic Symphony, first
movement, measures 238-42,

3
In this illustration the wood-winds are doubled in three

octaves, the flute in the first, the clarinet in the second,
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and the bassoon in the third octave. In earlief syﬁphonic
compositions prior to this period it was a common occurrence
when two instruments of the wood-wind family were doubled in
octaves; however, this duplication in three octaves is an
innovation that finds its beginning during the second quar=-
ter of the nineteenth century, particularly in tﬁe compo=-
sitions of Berlioz,

An umasual effect is created by Berlioz in his use of ¢

the clarinet in the third movement of the Fantastic Symphony:

Fige h?.--Berlioz, Fantastic Symphony, third

movement, measures 119-20,
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In this passage the clarinet has the solo with s dynamic
marking of "mf," The flute then plays & figuration, and the
clarinet returns with a repetitlon of the phrase marked
"prpp" and a side-nmarking of "echo." This melodic effect is
another of the innovations that owes its creation to Rerlioz.
The ensemble for this passage includes only clarinet, rluts,
and stringe untlil the last two bars oi the passage, Thils isg
an exemple of the contimation of the tendency to replace the
oboe as head of the wood-wind section, which began in the
flrst quarter of the nineteenth century.

Canonic imitation is illustrated in a passage from the

third movement of the Fantastic Symphony (see Fig. L0).

This theme from the recapitulation also serves to illustrate
the inecrease of faclllity in playing the clarinet,

The fourth movement of the Fantastlc Svmphony provides

an illustration that is rarely found even in the clarinet
parts of today (see Fig. 49). This passage is a re-statement
of the m@in theme {Leitmotiv) that ocecurs throughout the
symphony. The revolutionary feature of this passage is the
fact that the clarinet sclo Lls unaccompanied., DBerlioz was
generations ahead in his orchestratlion for solo Instruments,

especially in the cass ol the clarinet.
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Fige 8+==-Berlioz, Fantastic Symphony, third

movement, measures 160-03,
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Fige §9+==Berlioz, Fantastic S

movement, measures 16/ -
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One of Berlioz's most striking uses of the clarinet is

illustrated in the following passage:
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Fige 50+.==Berlioz, Fantastic Symphony, fifth
movement, measure 0,
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In this= phrase the clarinet {in C)} 1s used in contrary mo-
tion, by itself, with the following members of the orchestra:
four bassoons, four horns, three trombones, and one tuba,
Aside from the fact that the clarinet part is written in the
"ehalumeau" register, the passage 1ls msrked planissimo.
Thig 1a one of the most deceptive bits of orchestration that
Berliocz employs, for from examining the score alone there
might be some doubt as to whether the voice of the clarinet
would be heard or nat.2

Another passage from the same movement of the symphony
shows the clarinet stating the main theme {solo} to the
accompaniment of the tympanl and the bass-drum. As the title
of this movement is "Dream of a Witches' Sabbath" Berliosz
employed a very unusual bit of scoring 1in his attempt to
portray the title of this movement, (3ee Fig. Sl).

The addition of the E flat clarinet to the orchestra
comes in the fifth movement of this symphony, and Berlioz
immediately mekes use of this new instrument in a solo pas-

Sage.

2The ¢larinet part in this passage ls not heard in the
RCA Viector recording of the Symphonie Fantastique by the
Paris Conservastory Orchestra, Brunoc walter, conducting -
(12697-4, M622—ll¥.
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Fig. Cl.~=-Berlioz, Fantastic Symphony, fifth
movement, measures 21-2l.,

One of the first examples of Berlioz's use of grace notes

and trills is found in the following illustratidn (Flg. 52):
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Fig. S2.=-Berlioz, Fantastic Symphony, fifth
movement, measures hO-ﬁE

p

Beethoven used them prior to this, see ante Fig. 37, p. 69.

The accompaniment 1s carried by the C clarinet, on the tonie



of the chord, in the same rhythmic pattern used by the E flat
clarinet in the solo, The two oboes fill out the accompani-
ment, using the same rhythmie¢ pattern, on the third and
fifth of the chord.

An unusual passage for the wood-wind section is found

at the last of the fifth movement:
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Fige 53e~=-Berlioz, Fantastic Symphony, fifth
movement, measures [ 7-50,




93

It is of interest to note that: (1) the E flat eclarinet is
one note behind the plccolo in en illustration of canonle
imitation} (2) the plecolo is involved in a canon at the
sixth with the ¢ clarinet {one note behind); (3) the oboe
and the bassoon are moving chromatically in tenths; (li) the
flute and the piccolo are scored in octaves.

An exceptional treatment of the clarinet is found in
the passags In Fig, tli. This passage is best described in
Berlioz's own words:

In this case, in order to give to the sound of the

clarinet an accent as vague and remote as possible,

1 have caused the instrument to be enveloped 1in a

leather bag, which serves as a "mute." The mournful

murmur, and half-stifled sound of the solo, repeating

a melody previously heard in another movement, has al-

ways foreibly struck the hearers, This shadow of muslc

zives birth to sorrowful dejection, and provokee tears,
more than the most dolorous accents. It excites melans=
choly_as muech as the trewbling harmonics of the Aeollan

Harp.3

Characteristics of Berlioz's treatment of the clarinet
are: (1) doubling of its solos by ancther member of the wood-
. wind seetion or the strings; (2) alternate tonguing of notes
in fast passages; (3) the use of all three registers of the
clarinet; (L) extensive use of the arpeggio figure; (5) fre-

quent doubling in octaves with other wood-winds; {(6) more

BBerlioz, Instrumentation and Orchestration, p. 1lll.
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Fig. El.==Berlioz, Momodrame, "Lelio ou le retour
la vie," Larghetto.



complex harmonies in the wood-wind parts; (7) the use of the
E flat clarinet; (8) complexity of contrapuntal parts; {(9)
unusual treatment of the clarinet (used for supernatural
sffects, ete.

Innovations for the clarinet that were exploited by
Berlioz were: (1) use of the second clarinet as a soloist;
(2) extensive use of the trill in solos; (3) extensive use
of grace-notes in solo passages; (L) eclarinet solo unaccompa=-
nied; (5) use of the E flat clarinet; (6) muting the clari-

net.

Felix lendelssohn

The symphonles of Felix Mendelssohn (1809-1847) illus-
trate the continued development of the clarinet in several
ways. 1In Fig. 55 the clarinet 1s given the main theme to
an acecompaniment furnished by the strings. In this instance
the clarinet is employed in the "break" register. Wendel-
ssohn contimues to cross and re-cross the "break” throughout
the statement of the main theme by the clarinet.

Later during this same solo Kendelssohn makes use of
another innovation: In Fig. 56 Mendelssohn writes high D
for the clarinet against a return of the main theme in the
strings. Here Kendelssohn not only makes use of the "clar-

ino" register of the clericet, but he also has the clarinet
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crescendo and hold this note for five and a half bars. It
1s unmusual to find the clarinet playing these higher notes

in solo passages during this time.

Pig. 55.--Mendelssohné Sggphonz No. 3, Secotech (1842),

second movement, measures
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Fig. 56,-=-Mendelssohn, Symphony No. 3, Scotch,
second movement, measures 29-35.

The next 1llustration is also unusual for the periocd

.

under discussion (see Fig. 57)s. In this exampl& Mendelssohn
has the clarinets scored in the "chalumeau" register and in
ma jor sevenths with each other, Previously 1t had been a
common practice to score the clarinets in thirds or sixths
(but see the Schubert example of major seventh§>ante Fig. 39);
however, during this period, Mendelssohn and Berlioz added

more complex harmonies to thelr symphonles, forcing the

adoption of new methods of scoring the wood=wind.
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Fige 57e.==llendelssohn, Symphony No. 3, Scoteh,
first movement, measures 22,,-230,



Another use of the clarinet 1s found in the Italian

Symphony of Mendelssohn (1833):

Fig. 58.--Mendelssohn, Symphony No. 4, Italian,

first movement, measures l-5,

In this 1llustration the clarinets are given the root and
the fifth of the chord, rather than thirds or sixths. An
example of the clarinet as an accompanying instrument is
also shown; a characteristic of clarinet accompsniments in

Mendelssohn's symphonies 1s the use of repeated notes.
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Fige 59+=--Mendelssohn, Midsummer Night's Dream,
scherzo, measures 131-33,

According to Prout:
The difficulty here consists, not in the rapidity of
the movement, for the clarinet is capable of consider-
able execution, but in the fact that the passage lies
just in the "break" of the instrument, where the upper
series begins, and also that nearly every note below
the B has to be played with the thumb or first finger
of the left hand., If the passage had been written an
octavK higher it would have been comparatively qulte
easy. '

Grove algo refers to the complexity of the notes in this
passage "which are all bdbut unpl&yable."s

Mendelssohn's use of the clarinet is summarized as
follows: (1) it doubles with strings, flutes, horns, and
bassoons; (2) its parts are written in octaves, thirds,
fifths, and sixths; (3) it is used contrapuntally; (l) it is
used extensively in the "chalumeau" reglster; (5) it 1s fre-
quently used as an accompanying inatrumenﬁ; (6) 1t is used in
passages of repeated notes; (7) its fingeriags are more com-

plex; (8) it is used as a solo instrument.

b
P

hEben_ezer Prout, The Orchestra, I, 151.

5G. Grove, Dictionary of Music and Musicians, p. 5ll.
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Robert Schumann
Although Robert Schumann (1810-1856) reputedly did not
possess the skill in orchestration that most of the other
symphonists had, he nevertheless contributed, in some ways,

to the development of the function of the clarinet.

fllecco Vivace

Sl

LLLid

M
|

Fig. 60.--Schumann, Symphony No, 1, first
movement, measures 190-92,
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An example of his use of the clarinet is seen in Sechumann's
first symphony (1841), In this illustration the clarinet is
the soloist with two bassoons in thirds scting as the inner
volces, Aside from the fact that the clsrinet 1s playing in
the "clerino" regiéker, it should also be notieced that in
this Allegro passage the clarinet has two slurred notes and
then leaps a third to the next series of notes. At this
tempeo it is difficult even for the clarinetist of today.

The second and third measures of the example require the use
of eroas-fingerings in order Lo be performed.

The {ourith movement of thls same symphony illustrates
difficult loaps for the clarinet. In Fiz. 61 if this pas-
sage was not slurred, it would Lo somewhat easier for the
elarinetist; however, this leap would have been an uncertain
accomplishment for the clarinetist during the time of S
Schumann,

Another illustration of thig type is found in the fourth
symphony (revised 1851) Fig. 62, 1In this passage the clariw
nets are written in octaves and are also doubled with the
violas. Playing this octave leap would be even more diffi-
cult than the one in the previous illlustration (Fig. 61).
Whereas the férmer illustration involves 1lifting of only one
finger, the latter illustration involves lifting a mumber of
fingers simultaneously. The tempo of the passage would also

aérve to increase the burden on the clarinetist.
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Fig., 6l.--Schumann, Symphony No. 1, fourth movement,
measures 155-00.

L I
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hony No. L, first movement,

{a

Fig. 62,==Schumann,
measures 95=99,

Another feature of the music of Schumann is his use of

the double sharp. This is unusual because of tge avoidance,

on the part of the composers of the preceding period, of any
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complicated flngerings or accidentals., This 11lustration is
an example of the result of the development of the new key

mechanisms for the clarinet.

: hﬂll_lﬂ sum s_
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Fig.-éj.--Schuh;nn, ngéhbnx gg.'k,”first movement ,
measures 207-208,

Schumann's clarinet parts may be summarized as follows:
(1) they doubled flutes, bassoons, and horns; (2) they were
written in unison, octaves, thirds, and sixths with other
wood=-winds; (3) their solos were frequently doubied by
atrings or other wood-winds; (h) they included l%aps of
octaves or more; and (5) they were more complex due to addie-
tional key mechanisms.

General characteristics of the clarinet pagts of this
period are: (1) solos are frequently doubled with strings
or other wood-winds; (2) parts are more complex due to addi=-

tional key mechanisms; (3) parts are written in unison,



octaves, thirds, fifths, and sixths with other wood-winds;
(L) contrapuntsl parts ere more complex; (5) new instruments
are introduced (E flat clarinet); {6) all three registers of
the olarinet are usged; (7) harmonies In the wood-wlnd parts
are more cormplex; {(83) raranses of accompaniment are frequent;

(9) supernatural effeets ars created; and {10) arpegglo fig=-

ures are comnoll,



WAGNERIAY PERIOD

The influence of Richard Wagner (1813-1883) was felt,
not only in the field of opera, but also 1n nearly every

field of compositiont

Even in discussing the symphony it 1s with difficulty
that we avoid the simple classification of composersg as
pre-Yagnerian and post-Wagnerian, because after the
magic of Wagner's orchestration had worked itselfl out,

» « composers for the orchestra in whatever form had
at their disposal, if they chose to use it, & new in-
strument . . . . Wagner became . . . & force to be
obeyed or resisted, but impossible to lignore, and it
may even be argued that his influence was as powerful
on those who refused to succumb to him as on those who
hastened to signify their alleglance.l

Carse reflects Wagner's influence in stating:

. . . it canmot be disputed that, when he died in 1883,
Wagner left to all succeeding composers a legacy 1n the
form of an orchestral language made much more rich by
his own expansion of 1%s vocabulary, than by that which
he owed to elther his own immediate predecessors or his
contemporaries . . . .« It is impossible to suppose
that without the example of his work, orchestration
could have reached the stage of development at which
composers lound it towards the close of the nineteenth
century.2

Because of Wagner's far-reaching influence it would

IH. C. Colles, Oxford History of Music, VII, 281,

acarse, History of Orchestration, p. 281.

106
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seem lmpractical to omit a study of his compositions in
dealing with any phase of orchestration.
Wagner was one of the flrst composers to employ the new

instruments coming into the orchestra, among them the bass

olarinot:3

B

-

Moderato (17), measures 1-l,

Fig. GOlj,--Wagner, Lohengrin (1850), Act II, Scene 2,

In the above illustration, by employing the bass clarinet
(in B flat) and the English horn, Wagner has: (1) secured

& new variety of tone color by giving the melodd to the

3Laok of space prevents the reproduction of the full
Score.
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English horn and the bass clarinet in octaves and sustaining
the remaining wood-winds planissimo; and (2) written the bass

clarinet part in the bass clef to aveid the use of ledger
lines.

o ]
GV

2 - - WL —— w—
Fig. 65.=--Wagner, Die Walkiire (1870), Act II, Lento
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Wagner also re-arranged the order in which‘the instru-
ments appeared in the score. In order to place the lower
and higher parts closer together on the score, Wagner moves
the English horn from the side of the oboe, 1ts usual posi-
tlon, and places it below the clarinet; for a similar reason,
he places the bassoons and the bass clarinet belsw the horns.
In the above passage the melody 1s given to the clarinet and
horn in octaves and 1s imitated by the oboe and the English
horn, also in octaves. These, in turn, are imitated by the
bass clarinet, bassoons, and the second horn, while the
other wind lnstruments sustaln the harmonies. The following

is an 1llustration of Wagner's use of contrast:

& y i
- S e
e

o It B Sl R e, .
Pig. 66,--Wagner, Tristan and Isolde (1865), Act I,
Scene 2, measures 31-3l,

T
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Here the contrast is between the "pilanissimo" of the brass
and the "fortissimo" of the reeds. The B flat clarinets
sustain on the root and fifth of the chord (in the "chalu-
meau" register with the bass clarinet on the third and the
other woodwinds sustalning on the remaining voices of the
triad, resolving upon the entrance of the "pianissimo" brass.
Wagﬁer obtains many novel effects of tone coloring by

| using unusual combinations of instruments:

I.
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Weber (see ante Fige. L1, pe. 75) was the first to‘usé the
"shalumeau" register extensively, but in this passage Wagner
eclipses Weber in writing three clarinets and the bass clari-
net in full four-part harmony. As an added feature Wagner
merks the passage "decrescendo" together with the sustained
horn part and figurations in the strings.

One of Wagner's most beautiful effects ls shown 1n the

following example:

Fig. 68.--Wagner, Siegfried (1876), Aet III, Scene 3,
measures 103-100.
The clarinets in thirds, entirely unaccompanied, portray
Siegfried as he awakens Brﬂnnhilde.h

An example of Wagner's writing for a smaller combination

is found in Fig. 69.

hﬁ similar illustration is found in G8tterd#mmerung,
Act I, Scene 3.

p
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.-Wagnar, Siagfried Idzll (1870),

mBaEU£2§.1hg
Here we find the wood-wind in four-part harmony with the
clarinet playlng the melody. FPresumably, if the full body
of wocd~winds had been employed, this passage would have
been written for either two clarinets and two flutes or two
clarinets and twﬁ bassoons instead of the way 1t 1s written
(two clarinets, one flute, one balsoon); No doubt the su-
perior expressive power of the clarinet over thét of the
flute influenced Wagner's selection of the melodic instru-
ment., Other examples of similar scoring.for the wood-winds
can be found in the same, as well as the first, movement of
this work.

An illustration of the use of the “ehalumggu" reglister

is found in the Overture to Tannhluser (1845):
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Fige 704--Wagner, Tannh#user, Overture, mo;surea 1-5

In this "tenuto" passage the first clarinet and the first
horn double the melody, with the bassoons providing the bass
part, and the second clarinet and second horn p%oviding the
inner voices, In order to obtain the low e# (concert) in
the second clarinet part the A clarinet was substituted for
the clarinet in B flat; since the B flat clarinet's range
does not go this 1ow,‘1t would have been necessary to trans-
pose the low c# (concert) up an octave, which gguld have
spoiled the effect. Wagner makes ample use of the "chalu-

meau" register of the clarinet in scoring speclal effects.
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Wagner makes use not only of the "chalumeau" register

of the clarinet but of the othor two registers as well:

SFig. 7l.-=Wagner, Tdnnhauser, Overture, measures
112“" . "

i

This example illustrates: (1) Wagner's tendency to doudble
solo passages (in this case, clarinet and viola, clarinet

and oboe); (2) his use of the arpegglo; (3) his use of leaps
in the solo passage; (l) his attention to dynamdes in attain-
ing the desired effect; and (5) the most important, his use

of all registers of the clarinet.
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An example of one of the most deceptive of‘Wagner's

effects 1s found in the last act of G8tterddmmerung:

Fige 72.--Wagner, GBtterdéimerung, Act III, Scene 3
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This passage is scored in such a unique way that'thé ear
expects the trumpet to trill his G (second measure); however,
Wagner superimposes a unison trill by the clarinet and oboe
which replaces the trumpet tone and leaves the trumpet effect

to the two wood-wind instruments.

R
Figs 73+=-=Wagner, Die Meistersinger, Prelude,
mneasures 29..33'
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A contrapuntal i1llustration ils found in Die Melstep-

singer (1068): (See Fig. 73). This passage not only 1llus-

trates a cenon between the cboe, flute, and clarinet, but it

is 2lco an ihdicatlon that the clarinet was capeble of play-

ing on & par wlth the other members of the wood~wind section.
v

For an example of a Wagnerlan tuttl we again turn to

the Prelude to Die leistersincer (Pig. 7&). In this passage

he plecole and the first flute, in unlson, are doubled an
octave below by the gecond clarinet and the oboe, the other
wood~-winds sustain, doubling the horns, It should be noted
that the clarinet part i1s written in such a manner that it
continually crosses the "break" register. Owing to the im-
provement of the key mechanisms of the clarinet, Wagner was
able to utilize the complete resources of the clarinet,
An 1llustration of Wagner's use of praectically every

availeble resource of the clarinet is found in Aet II of Die

T————————

Meistersinger. {(See Fig. 75). Wagner used the clarinet in

quite a number of ways in this passage: (1) in syncopated
fignress (2) in all registers; (3) in complex rhythmic pat-
terns; (L) in trilling; (5) in grace note figures; (6) at
various dynamic levels; (7) in dilwinished arpegpics; (&) in

cross-{ingerings; and {3) in leaps of a major seventh,
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Tlpe==Wag

measures 15le



Fige 75¢=-Wagner, Die Meistersinger, Act II, Scene 1,
llssig, measures 23-2&._-_

Characteristic of Wagner's clarinet parts are the fol-
lowing featurest (1) he used the clarinet group alone in
different combinations on harmonie parts (Fig. 67); (2) in
long sustalned passages they usually double the horns, bas-
soons, or one of the clarinets (Figs 71); (3) their solos
were not long, but they were frequent (Figs. 71, 75); (L)
their solos were usually doubled by one of the other wood-
winds or the strings (Fige 71)3 (5) many different types of
combinations were used (Fig. 67, 69); (6) the bass clarinet
parts were written in the bass clef (Fig. 64); (7) they are
used in all registers (Figse. 70, 71); (8) they ;ers used in
léaps of thirds or more (Fige 71); (9) they werd used con-
trapuntally (Figs 73); (10) they were used in contrasts with
the brass (Figs. 66)3 (11) they were used for special effects
(Fig. 72)3 (12) their place on the score varied>(F1g. €5);
(13) they usually doubled other wood-winds ln tuttl passages
(Fige 7h); (1l.) they were used in unaccompanied duets
(Fige 68).
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Franz Liszt
Franz Liszt (1811-1886) was one of the first composers
to be influenced by Wagner:
Liszt's principles in orchestration followed those of
Wagner in that they were progresslve, richly coloured

and sonorous; to these he added a showy brilliance of
his own, and a somewhat periloys dependence on purely

superficlal orchestral effect.”
A clarinet solo from Orpheus (108L), one of Liszt's symphonic
poems, illustrates his desire for brilliance. There are
several features to consider in this example (Fig. 76): (1)
the two clarinets play the unison solo passage in the “"clar-
ino" register; (2) the viclin accompaniment is written in
broken cctaves; (3) one harp plays sixteenth-note arpeggics,
while the other harp plays glissandes; (L) the bassoons, vi-
olas, cellos, and basses move with the harmonic progressionj
(5) ruythmic contrast is 1llustrsted in measure~136, where

the clarinet plays the melodic phrase one beat later then

the sccompaniment,

5

Carse, History of Orchestration, p. 282.
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Pige. 76s==Liszt, Orpheus, measures 136-137

Another example of rhythmic contrast is found 1in Ce

qu'on entend sur le montagne (1848):
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measures 677«

The arpeggio accompaniment in this passage (Figs 77) is sup=
plied by the clarinet and the harp. The eighthenote trip=-
lets, played by the harp, and the quarter-note triplets,
supplied by the clarinet, together with the aol?o of the oboe,
illustrate Llszt's desire for effect in his orchestrations,
as well as the umusual doublings he employed.
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An interesting use of the "chalumeau" register 1s also

found in this same symphonic poem:

Fig. 78.--Lisat, Ce gu'on ogtg sur ls. ntagne,
measures TlL6-748.
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It should be noted that: (1) the clarinet and the bass
clarinet are doubled in octaves; (2) the notes of enchlin-
strument are to be heavlly accented; and (3) the passage is
unaccompanied, Unaccompanied clarinet passages were charace
teristic of Wagner's music (see ante FPig. 68, p. 111), and
thelir employment here 1s no doubt the result of ﬁagner'a
influence.

Another example 1llustrating the use of unaccompanied
wood-winds 1s found in Les Preludes (1850):
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This also shows the flute, the oboe, and the clarinet in
canonic imitatlon, the flute passage written an octave above

the solos of the oboe and the clarinet.

An interesting illustration of doublings is taken from
Orpheus:

Fige 00.--Liszt, Orpheus, measures l-7
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In thils passaze the flrst clarinet sustains an octave above
the bassoons, while the second clarinet doubles the first
flute and the horns at the octave; all these parts serve as
accompaniment for the harp solos |

The clarinet parts of Liszt have the followlng charac-
teristies: (1) they include all three reglsters of the
clarinet (Fig. 76); (2) they double in octaves, unison,
thirds, fifths and sixths with various combinatlions of the
wood-wind and string sections (FPig. 76, 77, 78, 80)3 (3)
théy are used contrapuntally (Flg. 79); (L) they sustain
(Fig. 80)3 (5) they employ rhythmlc and melodic contrast
(Figs. 76, 78); (6) theﬁ solo unaccompanied (Fig. 78); (7)
they éra written in arpegglo accompaniment (Fig., 77)4 and
(8) they were written in colorful phrases (Figs. 76, 78).

Clarinet parts of this periods (1) became more complex
as the key mechenisms were lmproved; (2) exploited all three
TENIe S oflthe instrument} (3) expanded to inelude the addi=-
tion of the bass clarinet; (L) were doubled with thosé of the
other woaanwiﬁds, the strings, and the horns; (5) included
more solo passages than the previous perlod; (6) were writ-
ten in a wider key-rangej (7) required a variety of tone
colors; and (8) contribubted, as & result of the luproved key
mechanisms, to the gensrsl gound and blend of the wood-wind

soetion in both harmonie and melodlic passages.



CHAPTER VI
THE PERIOD FROM BRAHMZ TO RIMSKY-KORSAKOV

The 1nfluende of Rlchard Wagner's orchestratlion was
reflected in a majority of the symphonie compositions of the
latter part of the nineteenth century. Wagner had scored
his compositions in a manner that required more technileal
skill on the part of the individual musicians ﬁnd thus ralsed
the standard of execution among the orchestral players of
this parlodil

The Boehm=system clarinet appeared in some of the bet=
ter orchestras, and the revised key mechanism alded in
general faecility and in playing high notes wilth greater
ease, as well as rendering trills and shakes that hereto=-

2
fore had been either difficult or lupossibles

Johannee Draluis
Johannes Brehms {1833-1397), in his trestment of the
elarinet, reverted to some of the methods employed by

Beethoven (see ante Chapter IIIL, p. T70).

1

Carse, History of Orchestration, ps 294
C1bide, Pe 292

anvcreane—————
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Flgs 8l.,--Brahms, Symphony No. 3, (1883), first
movement, measures 73-=70.

In this tuttl passage the clarinets sustain in the inner
voices of the chord. The first clarinet doubles the flute

an octave below, and the second clarinet doubles the oboe,
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At the same time both of the notes of the clarineté are
doubled by the horns.

An example of Brahms' scoring for the clarinet that is
not chiaracteristic of Beethoven ls also from the third sym-

phony (Fig. 82):

- T
mrrr

¥
Figs 02=-Brahms, Symphony No. 3, third movement,
measures 19«23,
This figure illustrates: (1) arpegglo accompaniment in all
>
three registers; and (2) the use of the clarinet as a solo

instrument. Nelther of these points of illustration is
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characteristlic of Beethoven's scoring for the elarinet (see
ante Fige 32, ps 63)s

In his second symphony (1877) Brahms shows an example
of contrast (Fig, 83):

LM =
& ’ = — —

i

.~

Fige 83,==Brahns » Symphony Hos. 2, second Jovement,
measures 73=75.
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In this 1llustration Brahms alternates the viola aﬁd cello
(in octaves) with the clarinets (in thirds) in the arpeggilo
accompaniment.

Two=-part sectlonal harmony is employed in the second

symphony:

[} lzl“' ﬂhjiu‘_ﬁ{‘n > s’——-\i i:

Fige. Bl¢=~Brahms, Symphony No. 2, fourth movement,
measures 1ll-1l,
Here the flute, clarinet, and bassoon are scsred in three
p
different octaves (measures 13, 1) while working contra-

puntally with the strings, which are also in octaves,
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Sustalning clarinets are illustrated in the first sym=
phony (Fig. 85):

Fig. 85.-Brahmué;I§gg__gg Ho. 1. (1375), rourth

movement , measures 13

In this passage the clarinets double the bassodns (at the
octave) while the oboe has the melodic line. This type of
grouping (clarinet with bassoon) is characteristic of
Beethoven's scoring (see ante Fig. 37, De 69}1) Although the
clarinets would have been written in thirds or sixths (see

ante Pig. 34, p. 66) instead of fifths as tney are here.
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Flge 80.==Brahms, Symphony No. 2, first movement,
measures 350-352, |

The flutes (in thirds) double the clarinets (in thirds) at
the octave, the group used contrapuntally with the violins.
Here the tied note serves to syncopate the rassage, a char-

acteristic of Brahms, but not Beethoven.
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Another lllustratlon of syncopation is:

Poco .da'fl'l'dfo

LLLll
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o

FPige G?.--ﬁ;ahms, Symphony No. 3, third movement,
measures 39-h2.
Aside from the use of syncopation (measure l 1), the clarinet
parts also illustrate: (1) the use of all three régisters

of the clarinet; (2) the arpeggio accompaniment; (3) the
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complexity of fingerings; () the use of varying rh.ythmic
patterns; and (5) elarinets scored in thirds and sixths.

Brahms gives the clarinet the solo in the following
passage (Pig. 88):

.-:‘.- --‘-.:_. " < _"'.I-.___..... - e
Fige 08s=-Breahms, Symphony No. 1, third moyement,
measures l-5.

o
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In this 1llustration the second clarinet and the second boge
soon sustalin In octaves. Together with the plzzicato of the
cellos and the ascending passage of the first horn, they
form the acecompaniment for the clarinet solo.
Characteristics of the clarinet parts of Brahms are as
follows: (1) they are written in the inner volces in oc-
taves, thirds, fifths, and sixths with other wood-winds and
other sections (Figs. 81, 84, 85, 86, 87); (2) they are used
in arpeggio accompaniment of soloists of other sections as
well as the wood-winds (Figs. 82, 83, 87); (3) they make use
of all three reglsters (Figs. 82, 83, 87); (h).they are used
conbrapuntally {(Pigs. 8L, 86); (5) they are used in various
rhythmic patterns (Figs. 86, 87)3 (6) they are used with the
wood=-winds and members of other sections in 1llustrating
passages of contrast (Figs. 83, 86)3 (7) they sustain (Figs.
85); (8) they are used in solo passages (Fig. 88); end (9)

the parts require complex fingerings (Fig, 07).

Anton Bruckner
The Influence of Wagner 1s illustrabted In the symphonles
of Anton Bruckner (182,-18696) by his use of: {1) the larger
orchestra, in his later symphonies {(Yos, 8, 9)3 (2) treat-
ment of the separate sectlons; and (3) contrasts of tone-

3

color,.

31vid., pe 298,
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One illustration of Bruckner's treatment of the wood-

winds is found in his fourth symphony (Fig. 89):
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Fig 89.—-Bmcknal;-, %{?121%%{ g;q.l L (1874),

first movement, measures

The clarinet and flute, in octaves, have the melodic passage,

accomipanied by horns and bassoons. The unaccompanled
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planissimo solo passage of the clarinet (measure 216) cone

trasts with the flute solo (measures 21-215),
Another example of treating sections separately is

shown in Fig. 90:

Figs 90+==Bruckner, s%ghonx No. 7 (1883),.

fourth movement, measures -

Here we have the clarinet and the flute answerihg each other
in solo phrases, whlle the tremolo strings form the accompa-
nlment, The dynamic markings, as well as the difference of
tone-qualities of the two instruments, provide contrast in

this passagé.
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Symphony No« £ (1885) has an illustration of the clari-

net used as accompaniment to the oboe solo:
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Fige 9l.=-=Bruckner, Symphony No. 8, first
movement, measures 89-92,

0/

The clarinet part in this passage lllustrates: . (1) separate
treatuent of seétions; (2) the use of the clariﬁet as an
accompanying instrument; (3) the use of all thrée reglsters
of the clarinet; () a difficult arpegglo passage; (5) a

contrast in dynamles; and (6) a contrast in rhythm,

p
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Flgure 92 illustrates the wood-wind section, with the

exception of the bassoon, used alone:
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Figs 92+==Bruckner, Symphony No. 8, second
movement, measures 115-113, '

Here the clarinets, written in thirds, are in counterpoint

to the flute. In this symphony (as in the ninth) Bruckner

scores for three clarinets, but in this particular passage

the first clarinet is silent. The clarinet pagts are writ-

ten planissimo to prevent them from masking the flute solo.
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Another illustration of Bruckner's treatment of the

wood=-wind section 1is:

Fige 93.==Bruckner, Symphony No. 9 (189L4), third
movement, measures 49-50.
Thls also serves to illustrate the use of three B flat clari-
nets. The counter-melody of the first clarinet is accompa=
nied by a sustained counter-melody for the second clarinet,
which in turn 1s echoed by a counter-melody, with octave
leaps played by the third clarinet., All these melodies
serve as counterpoint to the doubled meledy of the flute and
oboe.

Bruckner used the clarinet in the fillcwing manner:
(1) in counterpoint with other clarinets, othes wood-winds,

and other sectlons (Figs, 90, 92, 93); (2) in unaccompanied



solo passaces (Pig. 99)3 (3) in all thres registers (Figs.
89, 90, 91, 92); (l) in accompani.i=nts (Flgs. 91, 92, 93);
(5) in octaves, thirds, and sixths with other wood-winds
and other sections {Figs. 89, 92); (6) in phrases employing
contrast (Figs. 89, 90, 91, 92, 93); and (7) in passsages

using the augmented clarinet section (Fig. 93).

C€sar Franck

Evidence of different schools of orchestration begin
meking thelr appearance abt thls tlme:

In Cfsar Frank's orchestration, a Cermen richness and

full volume of tone is combined with the French clear

colouring and dlstinetive grouping of instrumental

voices, By concentrating melodic lines each on a dif-
ferent type of tons-colour, and by providing sufflclent
tone=-quality by means of doubling in unison or octaves,

Franck preserved an excellent balance and an intensity

of tone « « « «

In Pranck's Symphony in D minor (1888) ne provides
11lustrations characteristic of his treatment of the clari-
net. In the first two measures the clarinet doubles the
horn in a solo passage accompanied by strings. This 1llus-
trates his concern leat the solo instrument be overshadowed
by blending too much with other members of the sectlon or by

other gsechtlons. In order to be sure that thls dees not hap~

pen, Franck eliminetes the other voices with the exception

*Carse, [listory of Orchestration, p. 301,
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of the horn. The next two measures illustrate the unaccompa-
nied wood-wind section, with the first clarinet on the

melodic line, the second clarinet in thirds below the first,
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Fige 9l+=-Franck, Symphony in D minor, second
movement, measures 92«95,
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This figure also lllustrates the separate treatment of the

various sectlions.

In Fig. 95 another example of doubling is shown:
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Flg. 95.=-Franck, Symphony in D minor, second
movement, measures 171-173.




This phrase shows the clarinet 1In the solo volce doubled by
the strings in the first measure, whlle the second and third

measures illustrate the clarinet written in sixths with the

bassoons.
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Figse 96.=-Franck, Symphony in D minor, third
movement , measures 068-71,
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Fig. 96 shows the wood-wind sectlon written with tﬁe strings
sustalning, as accompaniment. Clarinets in sixths, with the
melodic line, move to octave doubling by the flutes (second
measure) and bassoons (third measure). In the third and
fourth measures these instruments are joined by the oboe and
the English horn, who fill the inner voices. |

An illustration of sustaining tones by the clarinets is

also found in the third movement. (See Fig. 97).

Figs 97.=-=Franck, Sﬁﬁghonx in D minor, third

movement, measures 1lljl-
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Clarinets in thirds, with the bassoon and double béss, sus=-
tain the harmonic counter-part to the melodic passage of the
vielins. The bassoon and double bassg double the root of the
chord, whille the clarinets take the Inner volces (third and

fifth)s. The clarinet has the melodic line in Fig. 98:
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Fige 98+=<Franck, Symphony in D minor, third
movement, measures 33é-§i5 %.



148

While the wood-winds and horns sustain, the clarinets

have the planissimo passage that illustrates both the use of

the clarinet in presenting thematic material and the use
(characteristlic of the period) of the various sections sepa-
rately. |

Pigure 99 is an illustration of the elarinet used in

counterpoin'l::5
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Fige 99+=-Franck Sg%Ehonz‘ig D minor, first
movement, measures 16[- . D

5Lack of space prohibits the inclusion of the brass
(silent) and the string (sustaining) parts.
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in this passage the clarinet answers the short melodis PRS-
sage, presented by the Fnglish horn and the horn, while the
Flubtes and basscons are used to susbain.

Characteristics of Tranck's clarinet parte are as fole
lowa: (1) they double wlth other wood-winds, horns, and
strings in octaves, thirds, and sixths both melodically and
in the inner voices (Figs. 9, 95, 96, 97)3 (2) they are
used in solo passages (Pigs, 94, 95, 98, 99); (3) they are
used contrapuntally (Fig, 99); (L) they sustain (Fig. 97);

and (5) their parts are usually simple (all illustrations).

Anton Dvordk (1841-190l4)

Pursulng a course of happy moderation between the
neutral-tinted thickness of Brahms' and the more volup=-
tuous intensity of Tschalkovsky'!'s work, Dvorakt's or-
chestration might well stand as representative of what
would have been the normal developument of the art to-
wards the close of the nineteenth century, had no such
composers as Berlioz, Wagner, and Liszt appeared on the
goene + o o o In distributing his masical matter . . .
Dvordk followed what was more a2 French, or a Ruaslan,
than a German proclivity, as is manifested by his
cholce of unrelated tons=colours for the garions func=
tions, melodic lines and harmonlc matter.t

The clarinet used as a contrapuntal instrument 1is

11lustrated in the fifth symphony (New Warld)z?

£
"Tbide, ps 309,

?Lack of space prevents the 1llustration of the brass
parts and other wood-wind parts (silent).
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Fig. 100.=--Dvordk, Symphony No. 5, (1893), first
movement, measures l3-L6,

In this passage the clarinets, in thirds, play a counter-
melody with the violins. Note the syncopation in the last
measure of the illustration.

An unusual treatment of the clarinet is shown in the
next 1llustration. (Fig. 10l). Here we have the clarinets
and flutes (in octaves) performing & trill on the dotted

elghth-notes of the passage.

L
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Fige 10l,==Dvordk, Symphony No. 5, first movement,
measures 100-102, _
p.
Clarinets used melodically in octaves are lllustrated

in Figs 1023
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Fig. 162.--Dvor£§, Symphony No« 5, third movement,
measures 12-15, '

This is also an illustration of the clarinets used in the
"clarino” register, unusual because of the continuous use of
this register in this passage. Fig. 103 illustrates the

8

clarinet as an accompanylng instrument. In thﬁs passage
the eclerinets (in thirds) are scored in the inner voices
with the flutes and bassoons. In addition 1t should be
noted that these instruments are employed in rhythmlc, as

well as melodie, contrast with the string section.

Q

L* )

The brass, cello, and bass parts are eliminated (silent
here) .



Fig.élog.--Dvorék, Symphony No. 5, fourth movement,
measures 062-0l1,

The clarinet parts of Dvordk then have the following
characteristics: (1) the clarinets are doubled in octaves,
thirds, and sixths, mainly within the wood—win@‘section
(Figs. 100, 101, 102, 103); (2) they are writteﬁ in solo
passages (Figs., 100, 102); (3) they are written in the inner
volces (Figs 103); (L) they are written in counterpoint
(Fig. 100); (5) they are written in rhythmic and melodic

contrast (Figs. 100, 103); (6) they employ umisual
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figurations (Fig. 101}; and (7) they employ &ll registers
{all illustrations).

Peter Ilytch Tachalkovsiy
Techalkovsky (1840-1893) was one of the "most powerful
influences in orchestration . . . fand/ probably the most
w9

far-reaching since that of Wagner. He was influenced by
the lightness of the French school, and:
Clear grouping of allied tone-colours in opposition to
one another, rather than combinabtlons of mixed tone-
colours in co~operation with one ancother, was the funda-
mental princlple on which both Russien and French
orchestration was based; from his earliest to his most
mature phase, Tschaikoveky remained a firm adherent to
the former ol these btwo opposing principles.il
An 1llustration of the separate treatment of the vari-
oug sechtions is taken from the sixth syuphony (13893) Fig,
10Lh. This is an excellent exemple of wood-wind melody in
unison and octaves, with the clarinets doubling the bassoonsg
an octave below the oboes and Iflutes. The contrapuntal
figure in the strings contrasts the two sectiens. DBalance
of tone is also illustrated here, with“the brags playing

"mp" and "p" against the "mf" of the other instruments.

QCars@, History of Orchestration, p. 30l1.

lolbido, p» 302,



155

lflegre oon gl'lll.ﬁ»

|
1%
i

FPige. 104 .=~Tschaikovsky, Symphon

No. 6, second
movement, measures 3336,

Figs 105 illustrates the clarinet in a solo passage

from thls same symphony: 2
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Fige 105.-;Tacha1kovaky, Symphony No. 6, second
movement , measures 326-328.,
The return of the solo passage was selected because this
example also 1llustrates the use of exaggerated dynamic
markings. Presumably the idea here was to have the instru-
ments play as softly as possible. The strings are silent
here.

An example of contrast is also found in the sixth sym-

phony (Fig. 106)3
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Figs 106,--Tschalkovsky, Symphony No. 6, first
movement , measures 23«27,
This passage not only illustrates the flute and clarinet in
a contrapuntal passage with the strings, but it also shows
the clarinets in the "chalumeau" register, withlthe second
clarinet moving in contrary motion to the flut;. The use of
the "chalumeau" register is a characteristic of Tschalkovsky.
Other examples of Tschaikovsky's use of the "chalumeau" reg-
ister are found in Symphony No. L (1878), firs® movement

(measures 297-312), and Symphony No. 6, first movement
(measures 69=7l).
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An example of an umusual scoring for clarinets and

oboes comes from the fifth symphony (Fig. 107):
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Fig. 107.,--Tschaikovsky, Symphony No. 5, (1888)
first movement, measures 1§K1 ;E. g ’

The usual arrangement for the scoring of oboe and clarinet
parts is to have these two instruments alternate on the
members of the chord as follows: 1lst oboe, lst clarinet,
2nd oboe, 2nd clarinet, However, in this passage the ar-
rangement 1ls reversed; the clarinets are given Ehe flrst and
third members of the chord, while the oboes assume the sec=-
ond and fourth parts, creating & very umusual sound.

Canonlc effect is i1llustrated in Fig. 108, Tschaikov-
sky's Symphony No. 6. In this baasage the clar%Pet and the
bassoon are treabed contrapuntally, while the strings fur-

nish the accompaniment (the brass is silent). This is also
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an example of the tendency to segregate sections in solo
passages so there will be no danger of the masking of one

section by another.

Fig. 108.--Tschalkovsky, Symphony No. 6, first
movement , measures 109-111.

Another example of the concern for the different sec-

tions 1s illustrated in the following tutti passage:
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Figs 109.=-Tschaikovsky, Symphony No. 0, third
novement , measures 320=327.
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Notice how the brass (except for the horna) 1s left out when
the wood-winds play the run in repetition of the melodlc
line of the strings. Thils was done to insure balance of
tone between the sectlons. One should also note here the
complexity of the run left to the clarinet and the flute,
involving cross-{ingerings for the clarinet throughout the
passage.

The clarinet parts of Tschaikovsky have the following
eharacteristics: (1) they show extensive use of the clarl-
net as a solo instrument (Flgs. 105, 107, 108, see 1list, pp.
161, 162; {2) they are written in contrapuntal paasages
(Figs., 106, 108); (3) they illustrate innovations in scoring
(Pig. 107)3 (L) they double other wood-winds in unison, oc-
taves, thirds, fifths, and sixths (Flgs. 10, 106, 107, 108,
109)s (5) they are complex (Fig., 109); and (6) they make use
of all three registers, especially the "chalumeau” register
Figs. 104~109).

A multitude of examples could be given illustrating the
use of the clarinet by Teschalkovsky, but lack of space pro~
hibits., The following additional solo passages are llsted
for the benefit of the reader in order that he may re?eive
g more couplete ldee of Tschaikovsky's treatument of the

clarinet:
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Symphony No. L

Pirst movement, measures 195-3
Pirst movement, measure 226
Second movement, measure 23l
Third movement, measure 111
Third movement, measure 115
Fourth movement, measure 185-9

Symphony No. St

Pirst movement, measures 1~ 37
First movement, measures ll=- Ol
Second movement, measures 066« 70
Third movement, measures 169-178

Muteracker Suite:

I1I-Waltz of the Flowers, measures O-17

Nicoll Rimsky-Korsakov

It is necessary to include N. Rimsky-Korsakov (184l~
1908) for & complete plcture of the development of the
clerinet in this period:

Rimsky-Korsakov added to the elements identified with

the earlier FRussian orchestration a super-brilliance

and splendour of colouring « « . » Exploring every

corner of the orchestrs for variety of colour and novel

treatment, he 3grpaaaed Tschaikovaky in sheer brilliance

and enterprise, 1

or the most part Rimsky-Xorsakov's use of the clarinet
in writing with other sections is like that of Tschalkovsky,
but in certain phases a vast difference of scoring is evi-
dent. One illustration of this is found in Scheheragzade

(1888):12

110arse, History of Orchestration, pp. 307-8.

2 *
Brass and string parts are eliminated to conserve space.
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Figs 110.—-Rimskg-Korsakov, Scheherazade, first
movement, measures 103-9,

In this passage the clarinet doubles the oboe, which is
pltched an octave below the flutes and piccolo. This is an
illustration of the extensive use of the trill by the wood-
wind sectlion; the use of trills waé not characteristic of
Tschaikovsky's clarinet parts (see p. 161).

Fig. 111 shows the wood-winds sustaining: In Fig., 111
the first clarinet is doubled with the first bassoon, and the
second clarinet doubles the second bassoon and ?he second
oboe., Both notes are doubled in the horns. Note the range
of an octave and a fifth between the two clarinet parts;
Tschalkovsky would have scored these parts in closer harmony

(see pe. 161)., >
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fig. 11l,--Rimsky-Korsakov, Scheherazade, first
movement , measures 23«6,

Flg. 112 illustrates a contrapuntal use of the eclarinet.
In this illustration the clarinet and the flute are involved
in a duet.s The strings sustain except for tha)cello, which

plays rhythmic figures. The unusual characteristic of this
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passage 1s the use of leaps in the contrapuntal arpeggio

solo of the clarinet.
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Flge 1l2,--Rimsky-Korsakov, Scheherazade, first
movement, measures 200-8,

One of the most unusual of all sclos for dhe clarinet

is found in a passage in the third movement:
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Fige 1ll3.=-=-Rinsky-Korsakov, Scheherazade, third

movement, measures 20-22.

In thls passage the clarinet has the solo with the accompa-

niment furnished by the bassoon and the strings,

A variastion

of this passage occurs beginning with measure 23. The

rhythmic problem of this passage makes it a very difficult

one to play smoothly.

Rimsky-Korsakov used the clarinet in other prominent

solo passages throughout this composition: >

First movement, measures 96-101
Second movement, measures 162-

Second movement, measures 201-&
Second movement, measures 336=l0

Third movement, measures 70=7

Pourth movement, measures 190-205
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Charscteristics of the clarinet parts in Rimsky~Korsakov
are as follows: (1) they meke extensive use of the trill
(Pige 110); (2) the harmonles are more complex {(Fig. 111);
(3) they are used in technically difficult contrapuntal pas-
sages (Fig. 112); (L) they employ wide leaps (Fig. 112); (5)
they are wrltten in unison, octaves, thirds, fifths, sixths,
and twelfths with other wood=-winds and other sections (all
illustrations); and (06) they exploit the use of the clarinet
as a solo inastrument (Fig. 113; see also list, p. 162).

The clarinet parts of thils period had the followlng
characteristics: (1) they were written in the inner volces
in unison, octaves, thirds, fifths, sixths, and twelfths;
(2} they were used contrapuntally; (3) they were used in
arpegpio accompaniment with sololsts; (4) they were used in
dlfferent rhythmic patterns {ore complex than the previous
pericd); (5) they were used with other wood-winds and other
sections in illustrating contrast; (6) they sustained behind
gsolo and tutti passages; (7) they exploited the use of all
three registers; (8) the parts were more complex; (9) they
were altered in their normal chordal function with the oboes
(Tschaikovsky); and (10) they were explolted aas a major solo

instrument during this period.
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Surmary and Conclusions

Although the clarinet was used in the sgymphonies of
both Mozart and Haydn, it was conflned to a secondary func-
tion. 1Its adoption as a permanent member of the syuphony
orchestre was slow and uncertain for some time. Prior to
the first quarter of the nineteenth century few symphony
orchestras included eclarinetists, and 1t was customary for
the clarinet to be played, as an auxillary instrument, by
oboists (see Chapter II, page 30). |

The first clerlinet parts were written in the inner
volces in octaves, thirds, or sixths with the members of the
sane or other sections (Mozart; #igs. 1, 15). Vhile it was
very rere that the clarinet was given solc passages, an ex-
ception is illustrated (1788) in the Symphony in E flat
(K. ©li3) by Mozart (Fig. 22).

Clarinet parts written during the first guarter of the
nineteenth century illustrated the acceptance of the c¢lari-
net by the orchestra, chiefly through the eofforts, of Beetho-
ven., Doublings expanded t¢ include the blend of the clarinet
tone with that of bassoons, horns, and strings (Beethoven;
Pigs. 29, 31), and the clarinet began to replace the oboe in
its function as the melodle instrument of the wood-wind sec~-
tion {Beethoven; PFig. 26). Contrapuntel passages, as well

as occasional solos (Beethoven; Fig. 30), began to present
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the clarinelt =s o very lmportant part not only of the wood-
wind sectlon but of the crchestra ss a whole, |

Berliocz and his contempbraries {second q@arter, nine
teenth century) furthered the lmportance of the clerinet by
ueing it in solo passages with the waod~wihds or other sec~
tions (Fipe. 13, I), as well as.gcﬂringrthe parts in a more
complex menner (¥Fig, L8). Berlioz added the innovation of
the muted clerinet (Fig. 5li), together with the exploitation
of & new addition to the symphony orchestra (1830), the E
flat clarinet‘(ﬁig, g2). Kloaé's improvement of the key
mechanism of the clarinet (18L2) added to its value both as
a solo lnstrument (Pig. L5) and as a contrapuntal instrument
{(Pig. 48).

As Klosé's innovations came into morse wilde~spread use,
and as the composers began to cultivate thils particular
tone-quality, the clarinet parts became more complex (Fig.bly).

Ti“‘

o

Ll

e use of the bass clarinet was so revolutlionary that Yagner
(Lohengrin, 1050) even changed the regular order of the score
in order to make use of it {(Fig. 6l). BSolos were becoming
more common (Fig. 73), were written in a wider key-range
(FPips. 6l-00), and made use of all three registers of the
instrument (iigs. 70, 71).

The Tinal periocd of this study, that extending fronm

Brahms to Rimsky-Korsakov (late nineteenth century), shows



170

the clarinet participating in the more complex harmonies of
the time (Fig. 111}, in solo contrapuntal pagsages (Fig. 106}
in complicated rhythmic patterns (Fig. 112), as well as in
difficult arpesslo passages (Figs 112). It ls in this epoch
that, in passages of contrast (Plg., 100), in variety of the
chord members assigned to it (Flg. 107), and in the explol-
tation of all the registors of the clarinet (Pig. 113) the
clarinet becomes, thanks especially to the work of Tschal-
kovaky and Rimsky-Xorsakov, one of the most prominent solo

instruments of the symphony orchestra (Pig. 113).
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