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PREFACE 

The original purpose of the study was to select from the clari-

net solo literature published after January 1, 1950, those works of at 

least medium difficulty for the performer. Five hundred and fourteen 

compositions were examined from which 196 were chosen for further study. 

The author then limited the selection to forty-one of the more extensive 

compositions displaying, in his judgment, the most musical merit or rep

resenting compositional practices prevalent in the middle of the twenti

eth century. It is hoped that the following evaluations will be helpful 

to teachers, performers0 and advanced students in selecting for study 

and performance suitable clarinet solo materials from the period. 

The author wishes to express his gratitude to Mr. Rodney H. Mill 

and the other staff members of the Music Division of the Library of Con

gress for their cheerful assistance in locating the materials; to Chris

topher S. Gallaher, Frostburg State College Music Department, for 

comment on the analyses; to Dr. Norman M. Helm, the Department of Music 

of the University of Maryland, and Mr. and Mrs. Paul T. Post, Bethesda, 

Maryland, for the use of their facilities during the research; to Mrs. 

Ruth F. Osborne for editorial assistance; and to Dr. Samuel S. Fain and 

Dr. O. M. Hartsell for their many valuable suggestions during the prepa

ration of this paper. 

Sincere appreciation is expressed to the following publishers 

for permission to reproduce excerpts from their publications! Ahn and 
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Slmrock, Associated, Boosey and Hawkes, Breitkopf & Hartel, Broude 

Brothers, Chester, Carl Fischer, GalHard, Leduc, Mercury, Mills, 

Novello, Peters, Theodore Pressor, Shawnee Press, and Tritone Press, 
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ABSTRACT 

There were three principal objectives of the study. The first 

was to examine as many clarinet solos published after January 1, 1950 

as could be located from music dealers, publishers, and the extensive 

collections of the Library of Congress and the University of Maryland 

during the period of the research. The second was to select those com

positions which, in the author's judgment, were most worthy of study and 

performance by clarinetists and advanced clarinet students. The third 

was to provide critical analyses of the selected works, which would be 

valuable to prospective performers. The author examined 514 compositions 

published between January 1, 1950 and January 1, 1967 and chose forty* 

one for inclusion and annotation. 
• • I •* 

Chapter 1 describes the criteria used in selecting and evalu

ating the compositions. Principally, multl-movement original works of 

considerable musical merit were selected. Further requirements were 

that the compositions be of at least moderate technical difficulty for 

the soloist and that they represent twentieth-century compositional 

styles. The annotations include brief stylistic and formal analyses 

and discussions of some factors related to performance. Most Important 

of these are notatlonal and technical problems with suggested solutions, 

and the use of special effects or unusual performance practices. Other 

factors include the presence or lack of Idiomatic writing for the clar

inet and the accompaniment, endurance requirements (breath, embouchure), 

xil 
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and the suitability of the composition for public performance. Finally, 

information regarding misprints and the quality of the edition has been 

Included. Only those performance factors which the author considered 

particularly significant for a composition are Included In the annota

tion of that composition. 

The selected compositions were grouped into four classifications 

1) compositions for clarinet alone; 2) sonatas, sonatinas, and suites 

with piano; 3) other compositions with piano accompaniment; 4) concer

tos. Since each classification presented unique challenges to the com

poser and performer, it was treated in a separate chapter with the works 

listed in alphabetical order by composer. 

Chapter II includes annotations of twelve compositions for clar

inet alone. These were selected from forty-three works for unaccompa

nied clarinet. 

Chapter III contains annotations of thirteen compositions for 

clarinet and piano bearing the title "Sonata," "Sonatina" or "Suite." 

One hundred and four works were examined In this category. 

Chapter IV includes discussions of ten miscellaneous composi

tions for clarinet and piano. Two hundred and eighty-six works were 

examined. One hundred and seven were relatively short easy study solos 

and were rejected immediately. Most of the remainder were neither sty

listically representative of the period nor musically significant, which 

accounts for the relatively small selection. 

Six compositions were chosen for treatment in Chapter V. 

Eighty-one concertos, concertinos and miscellaneous solos with ensemble 

accompaniments were examined. All but nine were published in an 
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arrangement for clarinet and piano. The full score and parts of each of 

the selected works are available on a rental basis from the publisher. 

Observations and conclusions resulting from the study are pre

sented in Chapter VI. The addition to the repertory of a relatively 

large amount of quality solo literature has importance for clarinetists 

and woodwind teachers. The Influence of Stravinsky, Bartok and 

Hindemith was evident in the study, but the predominant compositional 

force came from the serialists. The presence of notational problems 

necessitated consulting some of the composers. Their clarifications and 

suggestions, as well as those of the author, are contained in the anno

tations and will be helpful to clarinetists in preparing the selected 

works for performance. 



CHAPTER I 

INTRODUCTION 

The three principal objectives of the study were: first, to 

examine as many clarinet solos published between January 19 1950, and 

January 1, 1967, as could be located during the period of the research; 

second, to select those compositions which, In the author's judgment, 

were most worthy of study and performance; third, to evaluate those 

works from the standpoint of the performer. In so doing, the author, 

who Is a candidate for the Doctor of Musical Arts degree in performance 

(clarinet), has sought to meet a need felt by serious clarinet students 

and by teachers of woodwind Instruments, many of whom are not clar

inetists* For them, selection of program and study material has become 

an increasingly serious problem, and a critical evaluation of the large 

number of recent publications, a necessity. 

The choice of January 1, 1950 as a starting point was an arbi

trary one. The midpoint of the century was merely a convenient measur

ing point, just as the death of Bach In 1750 was a convenient date for 

some music historians to establish as the end of the Baroque Era.^ 

Also, by 1950 the post-World War II recovery and prosperity had advanced 

to the point where a veritable flood of new publications had begun. 

1. Willi Apel, Harvard Dictionary of Music (Cambridge, Mass.t 
Harvard University Press, 1944), p. 76. 

1 
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During the course of the research the author examined as many 

published works as were available from music dealers, publishers, and 

the extensive collections In the Library of Congress and the University 

of Maryland Department of Music. A total of 514 scores was examined. 

One hundred twenty-three were eliminated from further consideration be

cause they were obviously intended as didactic material for beginning 

students. 

Numerous other criteria were used in further limiting the selec

tion. For example, compositions in pre-twentieth century styles, prod

ucts of the French woodwind school of technique, transcriptions, new 

editions of earlier works, brief one-movement works, most programmatic 

compositions, and works in which the clarinet was only one of two or 

more optional instruments that can play the solo part were all excluded. 

A few interesting compositions such as the sonatas by Cage and Heiden 

were excluded because they were products of the nlneteen-thlrtles, 

although they were not published until the period under discussion. 

Finally, judgments based on the author's knowledge of traditional clari

net literature and contemporary compositional practices produced the 

selection contained herein. 

The compositions were divided into four classifications: 

1) compositions for clarinet alone; 2) sonatas, sonatinas, and suites 

with piano; 3) other compositions with piano accompaniment; 4) son-

certos and solos with large ensemble accompaniment (most of which are 

published for clarinet and piano with the orchestral parts available 

on rental from the publisher). Since each classification presents some 
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unique problems to the composer and the performer, each'lias been treat-

ed In a separate chapter* The vorks have been discussed in alphabetical 

order by composer. 

The following factual information about each composition is r 
listed beneath the composer and title: publisher, date of publication, 

estimated performance time, written range for the solo instrument, 

Instrumentation of the accompaniment (for concertos), and the titles, 

starting tempos and meters of the Individual movements in multi-movement 

works. When the work was written for the clarinet in A or when the com

poser expressed a preference for the clarinet In A, this is indicated 

In the text of the annotation. Otherwise, it may be assumed that a 

work was written for the B flat clarinet. The written ranges are ex

pressed according to the following system for designating octavesi 

8va———. 15ma. 

=̂H — 
Iff 0 1 -i-t— \\ J " A? ~ u 

C» c1' C**1 c"9* 

The annotations begin with some generalisations concerning 

style, particularly when the work can be related to one of the widely 

accepted schools of twentieth century composition. Since these works 

were selected partly on the basis of the author's evaluation of their 

musical merit, a brief raotlvlc and formal analysis make up part of 

the annotation of each work. A detailed theoretical analysis of so 

many works would be Impracticable and beyond the scope of the study. 
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The annotations treat a number of factors related to perfor

mance* Most important of these are notational and technical problems, 

with suggested solutions, and the use of special effects or unusual 

performance practices* Others Include unusual endurance requirements 

(breath, embouchure), relative technical difficulty, the presence or 

lack of idiomatic writing for the clarinet and the accompaniment, and 

the suitability of the compositions for programming (anticipated 

listener reaction)* Finally, Information regarding misprints and the 

quality of the edition has been included* 

Only those performance factors which, in the author's judgment, 

were necessary to the evaluation of a particular movement or compo

sition have been discussed. 

Notational examples have been used only to aid in the analyses 

or to illustrate unusual practices* Unless marked "in C," the clarinet 

part in each figure was transposed* 



CHAPTER II 

COMPOSITIONS FOR CLARINET ALONE 

Prior to I9S0 there were only eight published serious works for 

unaccompanied clarinet, excluding the countless volumes of concert 

etudes and other didactic material for clarinet alone.1 The author 

shares with Merrlman the opinion that only one of the eight, the Three 

Pieces by Stravinsky, hes been widely performed In the United States 

and Is considered part of the standard solo clarinet repertory.^ Since 

1950 more than forty works in this medium have been published, nearly 

all Intended for advanced performers* 

Merrlman has indicated the challenges confronting the composer 

in attempting to create Interesting compositions for unaccompanied 

single line Instruments*^ Problems exist for the performer as well* 

An entire program of unaccompanied wind instrument solos would make 

almost impossible demands on the endurance of a performer and of his 

audience as well. These works have some advantages for the clarinetist. 

They are completely self-contained compositions and generally provide 

more interesting study material than do contrived concert etudes, 

1* Lyle Clinton Merrlman, "Solos for Unaccompanied Woodwind 
Instruments: A Checklist of Published Works and Study of Representative 
Examples," (unpublished Ph.D. dissertation, State University of Iowa, 
1963), pp. 140, 141. 

2. Ibid, p. 80. 

3* Ibid, p. lx. 
5 
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technical exercises or the clarinet parts of ensemble works. They 

eliminate the intonation, ensemble, and rehearsal difficulties associ

ated with accompanied solos. 

Although some composers specified the B flat clarinet, and one 

composer indicated a preference for the clarinet in A, these works can 

be played on any type of clarinet. .Some even contain alternate pas* 

sages for performance on bass clarinet. 

The following twelve compositions were selected from the forty-

three examined! 

APOSTEL, Hans Erich 

Composition! S0NAT1NB. Op. 19. No. 2 

Publisher! Universal (1953) 

Range! f# - f#(,« 

Performance time! 8% minutes 

Movements! X Allegro ma non troppo 4/4 
II Molto lento 4/8 

III Rondino! Allegro vivo 3/8 

The Apostel Sonatina Is a moderately interesting work contain

ing numerous twelve-tone melodies, none of which appear to bto related 

or developed serially to any extent. The composition gives the im

pression of an exercise in writing rhythmically interesting twelve-tone 

melodies which have been developed by traditional rather than serial 

techniques. The work is also traditional in form, meter and rhythm. 

The first movement consists of the following principal row 

melodies, one beginning the movement, the other appearing In measure 11 

in 3/4 meter at a slower tempo! 



Figure 1* Apostel, Sonatina. Op. 19. No. 2.. I, measures 1-3. Copy-
right 1953 by Universal Edition (London) Ltd., London. 

Figure 2. Apostel, Sonatlne. Op. 19. No. 2.. I, measures 11-16. Copy
right 1953 by Universal Edition (London) Ltd., London. 

These two contrasting ideas alternate throughout the movement, making 

a total of six short sections separated by double bars. Section three 

contains a transposed Inversion of the second row In measures 37-40, 

and section five contains a transposition of the same row in measures 

66-67. Here the use of strict serial manipulation ends. At the end of 

section three another tone row leads by ever widening Intervals to a 

restatement of the original row in measure 52. The movement ends with 

still another row which resembles, but does not duplicate, a retrograde 

of the starting row. 

The second movement begins with four unrelated tone rows stated 

in succession. The first three-note motive duplicates rhythmically and 



intervalically the opening motive of the Franck D minor Symphony, but 

the resemblance was probably unintentional. The opening rows are ex

panded to five complete rows at the end of the movement with the rhythm 

of the second row somewhat altered. The middle section contains some 

florid variations of this material. 

The third movement follows the traditional formal structure im

plied by its Rondino title. The following twelve-tone melody serves as 

the rondo themes 

Figure 3. Apostel, Sonatine. Op. 19. No. 2.. Ill, measures 1-4. Copy
right 1953 by Universal Edition (London) Ltd., London. 

The two contrasting sections in this five-part form are clearly set off 

by double bars. The first is a brief mono section, the second, In 2/4 

meter at march tempo, introduces still other unrelated tone rows. 

The Sonatine was written Idiomatically for the clarinet. It 

makes only slightly more than moderate technical demands on the perfor

mer and calls for no special tonal effects. Every pitch in the entire 

composition is preceded by an accidental except where there Is a tie 

where a pitch has been immediately repeated. One misprint appears 

in measure fifty-four of the first movement. The quarter note b flat** 

should be an eighth note. 



BABIN, Victor 

Composition: DIVERTISSEMENT ASPENOIS 

Publisher: Augener (1953) 

Range: e - g£*•• 

Performance time: 11 minutes 

Movements: I Humoresque 2/4 
II Siciliana a l'Anglaise 6/8 

III Rondino 2/4 
IV Dithyramb 5/4 

The Divertissement was completed in September* 1951, and was 

dedicated to Reginald Kell, the English clarinetist, and his family.* 

It is a polytonal composition. It is a more involved work than the 

title implies. The thematic material and tonal relationships are de

veloped logically and extensively in the first three movements. Only 

two other unaccompanied solos examined in the study exceed it in overall 

performance time and only one other selected work is as extensive. 

The first movement is based principally on the following two 

motives: 

>. 

Figure 4, Babin, Divertissement Aspenois, I, measures 1-3 

1. The composition was probably inspired by Kell*s performance 
of the previously mentioned Stravinsky Three Pieces at the 1951 Aspen 
Music Festival in Colorado. 
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Figure 5. Babin, Divertissement Aspenols. I, measures 41-43. 

Although these motives suggest eighteenth-century diatoniclsm, the move

ment seldom remains in one tonality for more than a few measures. The 

final cadence is in B flat. After the entrance of the second motive in 

measure 41, the meter changes frequently throughout the rest of the 

movement. There are several sudden dynamic changes which are quite 

effective. 

The second movement contains the traditional 6/8 meter, slow 

tempo, and dotted-note rhythm of a siciliano with an occasional 9/8 

measure inserted. Although it is still polytonal, the strong cadential 

Intervals toward the end of the movement point to a tonality centered on 

E. 

The third movement begins with the following scherzando melody: 

Figure 6. Babin, Divertissement Aspenols. Ill, measures 1-4. 
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The repetitions are separated by contrasting subjects in traditional 

rondo construction. The movement begins and ends on d*. The contrast* 

lng subject^ which appears In measure 17 and again In measure 100, also 

suggests D as a tonal center. 

The final movement is slow and declamatory in style. It is too 

brief to allow much melodic development and remains in 5/4 meter 

throughout. The effect is polymodal rather than polytonal, with the 

final cadence on A. 

The work is very strenuous, but the performer will seldom find 

it necessary to breathe between the rests. A few passages in the first 

and third movements require much diligent drill, but most of the compo

sition was written especially well for the clarinet. The last movement 

is very demanding of embouchure and breath endurance owing to the slow 

tempo and the dynamic intensity. The composition is a satisfying ex

perience for both the performer and the listener. 

BAUR, JUrg 

Composition! SIX BAGATELLES (Bird Calls) 

Publisher: Breltkopf & HSrtel (1965) 

Range: e - g#,,f 

Performance time: 7% minutes 

Movements: I Allegro con moto, scherzando 5/8 
II Poco sostenuto - schwere Vlertel 3/4 

III Allegretto con moto marcato 3/4 
IV Andante rubato 3/4 
V Poco tranquillo 3/4 

VI Allegretto vivace, scherzando 6/8 
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The subtitle "Bird Calls" classifies the Six Bagatelles as 

program music and explains the preponderance of grace notes, trills, 

tremolos, pointillistic passages and quasi glissandos, Several sec

tions containing serial or partly serial melodies and legato passages 

prevent the work from being mere sound effects. Although there are a 

few twelve-tone melodies in the last four movements, they are neither 

related nor developed serially. 

The first movement is an extremely rapid scherzando built on the 

following one-measure motive: 

rrtf 

Figure 7. Baur, Six Bagatelles, I, measure 1. 

The scher2ando is interrupted twice by brief trill passages in a slower 

tempo with double meter signatures (A/A 2/A). 

The second movement begins slowly but is rather free in tempo 

and, at times, rhapsodic in style. Structurally, the movement is based 

on increasingly florid statements and Inversions of the following two-

measure motive: 
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fe., "J' ~'h.. 
ya î e ~— ~— — "• — 

Figure 8. Baur, Six Bagatelles. II» measures 1-3, 

The third movement is very strongly accented with many meter 

and tempo changes. It is distinguished by the frequent use of the Lom

bard! c rhythm ( Jl>. 

The fourth movement is somewhat pointillistic, with one rapid 

section containing pairs of repeated sixteenth notes separated by long 

pauses. There are also several wide legato skips like the following 

between the third and fourth measures and in the final measure: 

Figure 9. Baur, Six Bagatelles, IV, measures 3, 4t 29. 

The fifth movement alternates between the opening tempo and 

meter and several allegro glocoso 2/4 sections connected by rhythmically 

free passages. 
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The final movement, made up largely of ascending and descending 

minor thirds, has the rhythm and tempo of a traditional tarantella. 

There are three brief Agitato sections which contain minor-third 

tremolos* 

The Six Bagatelles are intended to be performed by either clar

inet or bass clarinet. The last four movements contain several alter

nate passages for the bass clarinet, usually where the original part 

approaches or enters the extreme high register. The range for bass 

clarinet is d-g'**t so to play the work one would need an instrument 

equipped with a low d key. 

The first movement presents technical problems because of the 

extremely rapid tempo (J • 192) and the irregular meter. The trills 

in this, as well as in successive movements, provide the first enigma 

for the performer. In only two trills in the entire work is the upper 

pitch clearly indicated with an accidental. In tonal compositions it 

is generally understood that a trill alternates between the written 

pitch and the diatonic second above, unless altered by an accidental. 

In the absence of a specific indication from the composer one would be 

inclined to trill to the next higher natural degree on the staff. The 

trills on a flat, g flat', a flat', d flat** and d flat'** in measures 

19, 32, and 35 of this movement would then be augmented second trills. 

It was first assumed that the composer intended major second trills in 

these measures, since rapid alternations between two pitches further 
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apart than a major second should be notated as tremolos.^ However, a 

letter to the composer brought the following clarification: 

The trills shall normally be executed with the upper 
half-tone. When there is technical difficulty one can also 
use the upper whole-tone ad libitum.^ 

There are some downward trills in the second movement which are cor

rectly notated as tremolos9 but there are some upward major second and 

minor second tremolos which should have been notated as trills. 

Two other questionable notatlonal practices appear in the fifth 

movement. In measures 14 and 16 triplets equal to one quarter note are 

notated incorrectly as triplet sixteenths, while in measure 18 triplets 

equal to one eighth note are correctly notated as triplet sixteenths. 

A similar passage occurs in measures 34-38. In measure 39 a quarter-

note trill is notated as tied eighth notes for no apparent reason. 

Still another unfortunate notatlonal practice was observed 

throughout this edition. The publisher has indicated the quarter note 

and dotted quarter note tremolos incorrectly. According to Gardner 

Read, both parts of a written tremolo should duplicate the note-value 

involved and only in the case of an unmeasured tremolo In quarter notes 

(or dotted quarters) is the primary beam broken; there is no other way 

of setting the quarter note apart from the smaller values.3 

1* Gardner Read, Music Notation (Boston: Allyn and Bacon, 
1964), pp. 236-37. 

2. Jiirg Baur, letter to the author, January 12, 1968. 

3. Gardner*Read, Music Notation (Boston: Allyn and Bacon, 
1964), pp. 236-37. 
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A few annoying misprints occur In the third and last movements, 

mostly Involving misplaced dots and omitted tremolo Indications* The 

work has much to recommend it to the performer and listener, but the 

bird effects would not wear well with either. 

DIAMOND, Arline 

Compositions COMPOSITION 

Publisher: Tritone Press <1964) 

Range* e (e flat ad libitum) * c*1" 

Performance time: 5 minutes 

Movements: I J)" 138, as an Improvisation 

Composition gives the impression of being improvisatory through

out, owing to the complete absence of bar lines and the complex rhyth

mic figures* However, the first and second movements are at least 

partly constructed of the following serial melody and its retrograde 

inversion: 

II J - 60, with assertion 

III J " 144, crisp and rhythmic 

IV J " 116, in a sustained manner 

Figure 10. Diamond, Composition* I 
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The third movement contains some rhythmic serialization. This 

consists mainly of groups of 6, then 5, 4, 3, and 2 eighth notes in 

ascending fourths and descending fifths separated by rests and Inter

spersed with the diminished fourth interval a** - d flat"1. 

The fourth movement begins with this same diminished fourth and 

is at least partly serial. The chief organizing principle Is the 

rhythm, with brief rhythmic motives repeated occasionally. The final 

cadence represents the only concession to tradition In the entire 

work — an ascending perfect fourth. 

A number of notational and performance problems were observed 

in the work. The extra stem on the e**' In Figure 10 was assumed to be 

a misprint. Since there are no bar lines or meter signatures, acciden

tals apply only to the note Immediately following except on repeated 

notes. A footnote to this effect appears at the end of the first move

ment. The composer almost always uses the flat sign when indicating 

chromatic alterations. Also, the absence of accents and metric stress 

will necessitate careful attention by the performer to the weighting 

inherent In the rhythmic structure and the melodic line. A dotted half 

note a' In the first movement bears the Instruction, "lip up hi tone and 

back." The second movement contains some difficult legato passages in 

the extreme high register as well as tremolos of a major seventh and 

minor ninth which are rather difficult to execute rapidly. Composition 

represents a mild departure from traditional notational practices. For 

a more radical departure, see Pousseur's Madrigal I in this chapter. 



HEIDER, Werner 

Composition: INVENTIO II 

Publisher: Ahn & Simrock (1962) 

Range: e - a#,M 

Performance time: 8% minutes 

Inventlo II is an interesting combination of total serializa

tion and aleatoric composition. Two pages of analysis and performance 

Instructions follow the title page. The composer acknowledges that the 

composition is "an etude for university students." It is primarily a 

study In the performance and interpretation of a series of "structures" 

designed specifically for a single line Instrument. It can also, of 

course, serve as a performance composition. The work actually consists 

of sixteen episodes separated by bar lines and containing combinations 

of three components: tone-groups, to be played as rapidly as possible; 

individual long tones with one of twelve possible durations; and 

pauses, also of varying durations. The following illustration of the 

sixth episode, containing two tone-groups, three long tones, and 

three pauses, is typical: 
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m 
i stacc. 

Figure 11. Helder, Inventlo II. 

The number of components contained In these episodes alvays totals eight. 

The total number of tones in an episode is controlled also, usually 

being a multiple of twelve. The dynamics alternate between piano and 

forte according to a prescribed order. The entire tonal content of the 

episodes comprises serial derivatives of the opening series: 

i 

Figure 12. Helder, Inventio II. 
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A footnote on page two of the score indicates that an accidental applies 

only to the pitch Immediately following it. 

Short intermezzos, each containing exactly forty-eight tones, 

interrupt the episodes four times. In contrast to the episodes, the in

termezzos have more nearly traditional metric and rhythmic content as 

well as the normal dynamic fluctuations. They also contain such tonal 

effects as flutter-tongulng, varying vibrato intensities, glissandos, 

echo tones and the sound of air passing through the mouthpiece after the 

tone has stopped. The first Intermezzo begins with a grace note of un

specified pitch (any higher tone except the octave). Although decidedly 

atonal, the intermezzos are not organized serially. The work concludes 

with a short coda which attempts to bring together material from both 

the episodes and the intermezzos. 

The score indicates a performance time of eight minutes thirty 

seconds. However, since the duration of the pauses is left up to the 

performer and the tone groups are to be executed as rapidly as possible, 

this can vary considerably. 

The following three misprints occur in the composition: the d#* 

in the second line of page two should be c£*; the g flat' at the end of 

the first line of page five should be g natural*; and the second e* in 

line three of page five should be f#f. These were the only departures 

from strict serialization throughout the score. 

The work is extremely difficult and would prove musically and 

technically challenging to the most advanced performer. Even though the 

episodes are concentrated in the lower and middle range of the clarinet 

they contain many wide skips and awkward intervals. The intermezzos 
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explore all the registers but contain some very difficult glissando and 

flutter-tongue passages in the high register. 

HUMMEL, Bertold 

Composition: SUITE 

Publisher: Simrock (1965) 

Ranges e - a*** 

Performance time: 11 minutes 

Movements: I Invocation 5/4 J) •* 72 

II Interludium (no meter signature) J » 184 
III Melodia 5/4 J - 46 
IV Marche grotesque 4/4 J • 120 

V Tarantella. Presto 12/8 (4/4) *). — 160 

This work is not a serial composition, but it contains rather 

traditional rhythmic and formal treatment of decidedly atonal melodic 

material. The first movement is constructed mainly from the following 

two contrasting motives: " -*** 

Figure 13. Hummel, Suite. I, measure 1. Copyright 1965 by N. Simrock. 
Used by permission of Associated Music Publishers, Inc., Sole U.S. 
agents. 
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Figure 1A. Hummel, Suite. I, measure 9. Copyright by N. Slmrock 
Used by permission of Associated Music Publishers, Inc., Sole U.S. 
agents. 

The starting motive recurs three times: on the dominant, sub-dominant, 

and tonic. The second motive occurs in augmentation near the end of 

the movement. Some florid arpegglated thirds occur in measures 15-18. 

Meter changes appear frequently In the first and third move

ments, but the composer dispenses with meter signatures altogether in 

the second movement, though bar lines are present. The second movement 

also contains two melodic ideas but at widely different tempos. The 

first is an ostlnato-type melody made up of pairs of slurred eighth 

notes at a very rapid tempo. The second consists of an andante melody 

containing only twelve tones. It is not a serial melody since the last 

two tones are repetitions of the second and third tones. The andante 

melody appears again at the end of measure 27 but in an Inversion at the 

augmented twelfth above. 

The third movement Is the slow one of the five. The opening 

melody, which gives the effect of a row without slavish adherence to the 

serial principle, recurs twice in contour inversion, twice Inverted In 

diminution, and once transposed a major third higher. A florid marcato 
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passage at a brighter tempo appears In the middle of the movement and 

provides contrast. 

The final two movements, as their titles suggest, are more 
«r 

traditionally conceived than the rest of the work. Both remain in one 

meter throughout with no unusual rhythms and each has a contrasting 

legato middle section. The return of the starting melody in each occurs 

at the interval of a perfect fifth. The numerous ornaments and sfor-

zandos in the Marche account for much of the grotesquerie. 

Many passages in the Suite would challenge the best performers. 

The Tarantella requires a very facile tongue. The Suite is as extensive 

a composition as the Babin Divertissement and equally satisfying for 

both performer and listener. 

MAYER, John 

Composition: RAGA MUSIC (Preferably A clarinet) 

Publisher: Mills (1958) 

Range: e - g#,M 

Performance time: 8 minutes 

Movements! I Vilasakhanl. Allegro 3/4 
II Megha (Rainy Season). 7/16 

III Vibhasa (Sunrise). Adagio 4/2 
IV Gunakali (Morning). Tempo giusto 3/4 
V Shrl (Afternoon). Quasi adagio 5/8 

VI Pilu (Evening). Con moto vivace 5/E 
VII Puravi (End of Day). Molto moderato 4/4 

VIII Kanada (In the Deep of Night). Allegretto 3/4 
IX Vasanta (Spring Raga). Adagio (senza misura) 

The Raga Music is a most unusual work and the only unaccompanied 

solo encountered in which the composer has indicated a preference for 

the clarinet In A. The Hindu ragas, on which the nine short movements 
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are based, are prescribed melodic formulas with specific extra-musical 

associations regarding mood and the time of day or season of the year.* 

The clarinet and western notation can only approximate the pitches, 

rhythms, and timbre of the Hindu model. The composer does not attempt 

to expand these melodic ideas by western compositional devices but main

tains the spirit of the source throughout. 

The work presents the performer with a number of problems, par

ticularly in the first, second, and sixth movements, in which extremely 

rapid tempos and abundant ornamentation further complicate the difficult 

rhythm and frequent meter changes. The third movement involves a prob

lem of endurance because of the very slow tempo and the absence of rests. 

The end of the third movement and all of the last movement are senza 

mi sura. The fourth movement contains some rapid repeated staccato 

tonguing as well as some wide Interval skips. The fifth movement offers 

an alternate passage to avoid the g#**'. Some optional minor second 

gllssandos in the seventh movement can be accomplished by slowly opening 

or closing a key. 

Two misprints appear In the work. In measure 6 of the second 

movement, the four sixteenth notes which are beamed together should be 

thirty-second notes and the meter signature of the fifth movement should 

be 5/8, not 5/4. 

Because the Hindu ragas are monophonlc, they adapt well to an 

unaccompanied single line western instrument. Listeners will find 

Mayer's Raga Music a novel and unusually interesting work. 

1. Willi Apel, Harvard Dictionary of Music (Cambridge, Mass.: 
Harvard University Press, 1944), p. 332-34. 
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MILANO, Robert 

Composition: FOUR ARABESQUES 

Publisher: Mercury (1966) 

Ranges f - a#1" 

Performance time: 4 minutes 

Movements: I Prologue, Andante 3/4 
II Etude. Vivo (as quiet as possible) 6/8 

III Dialogue. Moderato 4/4 
IV Dithyramb. Allegro 3/4 

Although the Four Arabesques are decidedly not tonal, they are 

not serial compositions since no complete tone row exists in any move

ment* The four short movements use different material except that the 

andante cantabile at the end of the fourth movement briefly relates to 

material in the first movement. The movements are too brief to allow 

much thematic development or the inclusion of much contrasting material. 

The most interesting and most difficult movement is the second, which 

must be performed pianissimo throughout, even though it reaches a*'* 

in the thirteenth measure. One misprint occurs in bar 25 of the last 

movement where the last note In the measure should be an eighth note 

instead of a quarter note. 

The Four Arabesques is not an ambitious work, but it has some 

merit as a short composition for study or performance. 



POUSSEUR, Henri 

Composition: MADRIGAL I 

Publisher: Universal (1963) 

Range: e - a11* 

Performance time: 3-6 minutes 

Madrigal I is the most problematic work in the entire study. 

With the exception of the five line staff, the Belgian composer has 

almost completely abandoned conventional notation. The instructions 

on the back page for deciphering the notation appear in French, German, 

and a very ambiguous English translation. The composer. In residence 

at the State University of New York at Buffalo in the spring of 1967, 

responded to a request for clarification of his intentions. His In

structions for performance follow this example of the original notation: 

= s 

Figure 15. Pousseur, Madrigal I. Copyright 1963 by Universal Edition 
(London) Ltd., London. 

1. The player has to play what is written; the piece 
therefore, can be played on any kind of instrument: It was 
even played on a bass clarinet (In Prague). 

2. All black notes are natural, all "white" notes are 
"flattened," which means a half step lower. 



3. The word "shaded" has been wrongly used in the 
translation to render the words "barr^e" in French and 
"durchgestrlchen" In German. That means what you call 
a "stroke through the stem." 

4. Grace notes with a stroke have to be always played 
as fast as possible and always slurred. Without a stroke 
they may undergo some fluctuations of speed, one extreme 
(the beginning or the end or even some place in the middle 
or also the beginning and the end) being as fast as possi
ble 9 the other somewhat or even much slower, but always 
reached gradually. If nothing is indicated, the articu
lation (legato, staccato, portato, mixtures) is then free. 

May 1 add some little remarks that have occurred in 
working with different clarinetists: 

1. Use the longer type of silences to Introduce (es
pecially at beginning and end, but also maybe somewhere 
in the middle) some truly long silences (up to 4 or 6 
seconds); but not all, of course, there must be a constant 
variation of durations of notes as well as of silences. 

2. The abrupt dynamic changes need not always use the 
whole range from PPP to FFF. One can jump from pp to mf, 
for instance. 

3. The portato sign means that the notes have to be at 
least somewhat longer than a staccato note but always at 
least somewhat separate from the next ones. 

4. 120 for the beat of the measured notes is really 
a very extreme of slowness. One should try to reach a 
tempo quite higher. The piece has to be very lively, 
almost clownesque at some moments (except, of course, the 
long and quiet possibilities of which I spoke. But clowns 
are also sad, you know. , .). 

5* If one wishes it and is able to integrate It or
ganically, one can introduce some special effects, like 
flutter-tongue, "chords," etc.* 

With this information, one can transcribe the work Into con

ventional notation for performance. Technically, th* work is very 

difficult, with wide skips and rapid slurs over wide and awkward 

1. Henri Pousseur, letter to the author, April 4, 1967. 
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intervals. The tempo, the duration of many of the pitches and pauses, 

and all of the^dynamics are entirely determined by the performer, hence 

no accurate estimate of total duration is possible. The work may not 

possess the ready appeal of the Babin and Mayer unaccompanied solos, but 

Madrigal I and the works by Diamond and Heider are certainly representa

tive of more recent compositional thought and experimentation, 

ROSZA, Miklos 

Composition* SONATINA. Op. 27 

Publisher: Rongwen (1958) 

Ranget e - a"' 

Performance timet 8 minutes 

Movements: I Tenia con variazlonl, Andante sempllce 3/4 
II Vivo e giocoso 2/4 

The first movement of the Sonatina is a rather traditional 

handling of the theme and variations form, but with a twentieth century 

treatment of polytonality. The theme and all but one of the variations 

conclude on a written A (concert G for the B flat instruments). The 

second variation cadences on a written e' which gives the effect of a 

traditional modulation to the dominant or a half-cadence. Variation 6 

includes almost exact repetitions of the four phrases of the theme in

terspersed with rhapsodic thirty-second note arpeggio passages. 

The second movement is extremely rapid, beginning with the ^ -

ca. 176 and increasing in speed toward the vlvacisslmo ( J » ca. 144) 

near the end. Two passages (measures 110-119 and 236-245) could be 

quite troublesome technically at these tempos. This movement has a 
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great deal of rhythmic interest, particularly because of the first of 

the two principal themes which is syncopated and includes a 7/8 measure. 

Two obvious misprints occur in the first movement. The meter 

of Variation 1 should read 3/4 instead of 2/4, and in Variation 6 the 

change to 2/4 meter in measure 158 has been omitted. 

The Sonatina, though very traditional by mid-twentieth century 

criteria, is a welcome addition to the clarinet solo literature, for it 

displays the instrument's capabilities well. 

SMITH, William Overton 

Composition: FIVE PIECES 

Publisher: Universal (1963) 

Range: e - a"* 

Performance time: 6 minutes 

Movements: I Vigorous 4/4 J ">112 

II Flowing 3/4 J « 160 

III Rhythmic 4/4 J « 138 

IV Singing 4/4 J 72 

V Spirited 4/4 J « 120 

This composition is at least partly serial, with the third 

Piece built on a tone row. The first Piece begins with a very rhythmic 

six-measure melody, the first two measures of which are illustrated 

below: 
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Figure 16. Smith, Five Pieces. I, measures 1-2. Copyright 1963 by 
Universal Edition (London) Ltd., London. 

The cross accents and syncopated articulations give the Piece much of 

Its vigor. The sixteenth-note melodic skips become wider and wider 

throughout and in the last six lines roach intervals greater than two 

octaves in many places. The starting melody recurs In measure 26 in 

contour Inversion which Is accomplished by octave displacements. 

The second Piece Is quite short and rapid but mostly legato. 

The composer's propensity for writing wide intervals is evident in all 

of the Pieces, but In this one he included one grace note interval of 

more than three octaves. 

The third Piece begins with a tone row punctuated with rests. 

For much of the remainder of this movement nearly every note Is marked 

with a different dynamic. The original row is repeated at the end with 

octave displacements and the rests filled in. The last two pitches 

have some unusual fingering indications which can be illustrated more 

easily than described: 
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Figure 17. Smith, Five Pieces. Ill, measures 32-33. Copyright 1963 by 
Universal Edition (London) Ltd., London. 

i 

The fourth Piece is the only slow one and contains some florid 

thirty-second note passages and tremolos. The expected inversion of 

the opening melody, with all of the melodic intervals intact, occurs in 

measure 22 of this movement. 

The final Piece, similar to the first in tempo, meter, rhythm, 

dynamics, accents and formal organisation, serves to unify the compo

sition more than might be expected from the title. 

Technical problems occur frequently in the composition. The 
. * 

cross accents, syncopated articulations and wide intervals in sixteenth 

notes which occur regularly in the first and fifth Pieces are extremely 

difficult to execute at the desired tempos. Some of the tremolos In 

the fourth Piece involve awkward intervals and necessitate the use of 

unorthodox alternate fingerings to achieve the proper speed of execu

tion. The final Piece has some very difficult passages including ad

ditional sixteenth-note Intervals of three octaves or more and awkward 

tremolos In the last two measures. Sixteenth-note syncopations in 7/8 
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meter and several awkward fingerings make measures 17-19 very difficult. 

The work presents a formidable challenge to any clarinetist but seems 

to be well worth the effort. One reviewer has said of the composition: 

••.••the impression throughout is of musical problems 
musically solved.* 

WELLESZ, Egon 

Composition: SUITE. Op. 74 

Publisher: Rongwen (1957) 

Range: f - g#1*1 

Performance time: 8 minutes 

Movements: 1 Rhapsody. Tempo rubato 3/4 
II Serenade. Molto tranquillo 6/8 
III Scherzo. Vivace 3/8 
IV Dance. Allegretto 2/4 

The Suite is an unpretentious work and traditional in every re* 

spect except tonality. This comment is not intended in a derogatory 

sense. There is definitely a place in the repertory for works with 

good ideas stated simply. However, one who is searching for the latest 

In avant-garde literature, will have to look elsewhere. 

The first movement is primarily rhapsodic, but the second of 

the two principal ideas is a serial melody which appears first in meas

ure 22 and again in measure 36 a perfect fifth higher. Each statement 

of the row is followed by a conjunct retrograde with the eighth tone 

omitted. 

1. Review by John Caldwell in Music and Letters. XLVI/l 
(Oct., 1965), p. 370. 
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Each of the relatively short middle movements consists of a 

single melodic idea in one meter and one tempo. The Serenade is not 

unlike a sicillano in rhythmic concept. The Scherzo is equally tra

ditional In content. 

The opening melody of the fourth movement is marked by the use 

of the Lombardlc dotted rhythm. A contrasting eighth-note section in 

7/8 meter gives this movement its three-part structure. 

The Suite is only moderately difficult with most of the tech

nical demands coming In the first movement. 



CHAPTER III 

SONATAS, SONATINAS AND SUITES 

Approximately seventy-five per cent of the clarinet solo lit

erature published since 1950 has been written for clarinet and piano* 

not including works with an ensemble accompaniment arranged for piano. 

Even after elimination of all the didactic solos, too many important 

works remained to be discussed in one chapter. The compositions for 

clarinet and piano have, therefore, been separated into two categories. 

Those mult1-movement works constructed basically in traditional forms 

and entitled "Sonata," "Sonatina" or "Suite" are treated in this chap

ter. Those compositions in an assortment of unspecified forms are dis

cussed in the following chapter. 

One problem confronting the composer was that of combining a 

twentieth century compositional style with a traditional formal struc

ture. Generally, the works in this medium are more extensive than the 

unaccompanied solos or the miscellaneous compositions for clarinet and 

piano. They usually require less virtuosity of the clarinetist, but 

more attention to the balance of importance between the solo part and 

the accompaniment. 

During the research, the writer examined fifty-eight extensive 

compositions of at least moderate technical difficulty for the perfor

mers. He considered the following thirteen works the most interesting 

in this classification. 
34 
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CASTEREDE, Jacques 

Composition: SONATE 

Publisher: Leduc (1956) 

Range: e - b**1 

Performance time: 13% minutes 

Movements: I Con moto 4/4 
II Scherzo 6/8 - 2/4 

III Elegte - Lento 3/4 
IV Allegretto tranquillo (£ 

The Sonate is one of the few products of the prolific French 

woodwind school with any musical substance. The melodic material, 

howevert Is not worthy of the extended and mostly academic contrapuntal 

treatment which it has received. So far as style is concerned, each 

movement begins and ends tonally, but what happens in between is largely 

polytonal without an obvious method of organization. Each movement ends 

cleverly but not soon enough. The work is traditional rhythmically with 

only occasional meter changes. 

The composer uses much polyphony in the first movement. The 

following excerpt from the nine-measure opening melody for clarinet 

alone sounds like the subject of a fugue: 

espr-esstvo e semphce 

Figure 18. Casterede, Sonate. I, measures 1-4. Copyright by Alphonse 
Leduc & Co, (1957) 175, rue Saint-Honore, Paris Ier Owners and Pub
lishers. 



However, nothing follows more significant than some canonic imitation 

at various intervals and some augmentation and diminution of motives 

from the above subject. The movement ends as It began with the clar

inet unaccompanied. 

In the second movement the clarinet plays a running eighth-note 

melody over a staccato chordal accompaniment. For contrast the clar

inet has some sustained passages while the piano manipulates the run

ning eighth-note motive. The movement ends with a brilliant syncopated 

passage. 

The third movement is the slow one with so many written-out 

inverted mordents that they become monotonous. The clarinet keeps re

peating the one melodic Idea in different registers while the accompa

niment undergoes a series of transformations. 

The last movement concerns itself mainly with the following 

eighth-note figure in the clarinet over a syncopated chordal accompa

niment: 
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Figure 19. Casterede, Sonate. IV, measures 1-4. Copyright by Alphonse 
Leduc 6e Co. (1957) 175, rue Saint-Honore, Paris ler Owners and Pub
lishers. 

The contrasting subject appears in measure 28 and introduces some ef

fective meter changes which continue throughout the movement. 

There are some technical problems for the performers. A tremolo 

passage in measures 73-84 of the first movement would be most awkward 

for the pianist, A passage beginning in measure 21 of the third move

ment takes the clarinet up to a fortissimo b'1* if the performer chooses 

the octave option. The movement is quite strenuous for the clarinetist 

with as many as 23 consecutive measures without a rest. The last two 

measures of the final movement require great embouchure and pitch con

trol. They describe an ascending scale-wise passage terminating on 

£•*• starting pianissimo with a diminuendo. The closed f»*« fingering 

Is recommended here. 
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The edition is characterized by numerous printing errors, poor 

quality paper and large-size unbound leaves. The Sonate is not a great 

work, but it can offer some satisfaction to performers who make the 

effort to learn it. 

COOKE, Arnold 

Composition: SONATA In B FLAT 

Publisher: Novello (1962) 

Range: e - g11* 

Performance time: 20 minutes 

Movements: I Allegro moderato 3/4 
II Scherzando 2/4 

III Adagio ma non troppo 4/4 
IV Molto vivace 6/8 

The Cooke Sonata, composed in 1959, resembles the Hindemith 

Sonata, written twenty years earlier, In almost every respect. The 

number of movements and the over-all style are the same. The tempo, 

meter, and form of each movement in the two works are similar. Even 

some of the melodic material bears more than casual resemblance. One 

melodic Idea in measure 50 of the second movement of the Cooke describes 

the, same intervals as a passage In measure 61 of the first movement of 

the Hlndemlth with only slightly altered rhythm. The Cooke Sonata is 

somewhat longer and considerably less compact than the Hindemith. A 

parallel can be drawn between the clarinet works of Hindemith and Cooke 

and those of Brahms and Roger. 

This is the only work encountered in the study which indicates a 

tonality in the title. Of course, the Hindemith concept of tonality and 
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the composition is "copied" and that it is not truly representative of 

the period under discussion in this paper. However, it is representa

tive of one of the important twentieth-century styles. Clarinetists and 

their accompanists should find the work interesting and not without some 

musical merit* 

The first movement evolves from three principal melodic ideas 

the statement of which occupies the first hundred measures. A restate

ment begins in measure 100. There is no separate development section, 

but each melodic idea is developed somewhat in each successive state

ment. A short coda beginning in measure 236 concludes the movement. 

The second movement is the most interesting one rhythmically, 

although nothing more complex than brief polymetric passages occurs. 

The third movement is constructed in three sections. The middle 

section introduces some florid but not difficult thirty-second note 

passages in the clarinet. The third section restates the melodic ma

terial of the first section with florid passages appearing in both in

struments. Measures 70-74 contain some quarter-note and dotted 

quarter-note tremolos which, besides being unmusical, are notated in

correctly. 1 

A short fugato section beginning in measure 84 of the fourth 

movement leads to the return of the opening melody of the movement in 

measure 131. Near the end of the movement there Is a section in which 

1. Gardner Read, Music Notation (Boston: Allyn and Bacon, 
1964), pp. 236-37. 
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the clarinet part changes unnecessarily from 6/8 into 3/4 meter for 

eight measures. 

The texture becomes quite polyphonic at times in each movement, 

but much of the accompaniment serves only an harmonic function. The 

edition has too many staves for the size of the pages in both the score 

and the solo part, making the notation small and difficult to read. 

EDER, Helmut 

Composition: SONAT1NE. Op. 34. No. 5 

Publisher: Doblinger (1965) 

Range: e - a**1 

Performance time: 7 minutes 

Movements: I Moderato con delicatezza 3/4 
II Andante molto 3/4 

III Allegretto leggiero 2/4 

The Eder Sonatine Is typical of the multitude of post~serial 

compositions, but it displays considerable rhythmic variety. The entire 

work is constructed from the following series stated in the first two 

measures: 
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s£ •0 

Figure 20. Eder, Sonatlne. Op. 34. No. 5, I, measures 1-2. Copyright 
1965 by Ludwig Dobllnger Verlag. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 

The first two movements state the series both horizontally and vertical

ly in the usual serial variants of retrograde, inversion, retrograde in

version and their transpositions. Despite a good deal of rhythmic 

variety each movement maintains considerable rhythmic unity within the 

framework of its individual tempo and mood. 

The piano states the row alone at the beginning of the second 

movement and the clarinet joins in the statement of a transposed retro

grade starting in measure four. Staccato sixteenth notes separated by 

rests give the clarinet part a very pointillistic effect. The final 

statement of the series In this short movement is a transposed 
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inversion, with the rests between the clarinet staccato sixteenths 

greatly expanded, giving the effect of a rltenuto molto. 

The relation between the opening statement of the third movement 

which follows, and the original series Is not immediately apparent: 

I £ 

n sf 

Figure 21. Eder, Sonatlne. Op. 34. No. 5. Ill, measures 1-3, Copyright 
1965 by Ludwig Doblinger Verlag. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 

However, a closer scrutiny reveals this to be a permutation of the 

original in which the first hexachord is made up of the odd numbered 

members of the series, and the second, of the even numbered members. 

The permutation and its variants, as well as the original series and its 

variants, combine to produce an increasingly complex texture up to the 

clarinet cadenssa in measure 103. The closing section following the 

cadenza could be considered a recapitulation of the beginning of the 

movement. The last four measures are triple forte In the piano and 

describe a retrograde inversion of the original series while the clar

inet sustains g**'. 
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The work is written idiomatically for the clarinet except for an 

f#** - g#** trill in the last movement, and maintains a good balance of 

Importance with the piano part throughout. The only special tonal ef

fect required of the clarinetist is vibrato on some sustained tones in 

the second movement. The excellent edition provides both rehearsal let

ters and measure numbers, Gder achieves variety as well as unity in 

this relatively brief work, which should be an effective composition for 

public performance. 

ETLER, Alvin 

Composition: SONATA 

Publisher: Associated (i960) 

Range: f - f#*** 

Performance time: 16 minutes t 
Movements: I 4/4 J about 50 

II 3/4 J - about 168 

III 3/4 J • about 44 
IV 2/4 J • about 112 

The first movement of the Sonata evolves from two melodic ideas. 

One is a motive introduced by the clarinet alone in the first measure, 

the other, a three-measure melody stated by the piano, beginning in the 

second measure, as follows: 
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Figure 22. Etler, Sonata. I, measures 1-5. Copyright 1960 by 
Associated Music Publishers, Inc., New York. Used by permission. 

These uncomplicated ideas are developed into a fairly dissonant but 

polyphonic texture. The first half of the movement seems to be leading 
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nowhere. However, by means of an Increase In tempo, rhythmic intensity 

and dynamic intensity, a very powerful dramatic effect is produced in 

measure 30 and again in measure 44. There is at least token adherence 

to the tonality of F in this movement, as well as in the second and 

fourth movements. 

The second movement is a very rapid scherzando with the follow

ing principal motive stated by the clarinet over a dry staccato accompa

niment: 

Figure 23. Stler, Sonata. II, measures 1-3. Copyright 1960 by 
Associated Music Publishers, Inc., New York. Used by permission. 
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A second melodic figure, resembling an Inversion of the clarinet motive 

in Figure 22, begins shortly after letter C in the clarinet part. The 

two motives are brought together polyphonically just before the end of 

the movement. 

The third movement, similar to the first in almost every re

spect, is written, however, in a quasi twelve-tone style. The six-

measure clarinet melody which opens the movement includes all the tones 

of a row except f# concert. Both parts together touch on all twelve 

tones of the octave in the first three measures, as follows! 

.0 - < m Hp 

¥ 
d 1 il b 

Figure 24. Etler, Sonata. III» measures 1-3. Copyright 1960 by 
Associated Music Publishers, Inc., New York. Used by permission. 

The principal melodic material above permeates the entire movement ex

cept for a brief contrasting section which occurs twice. This is the 
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only movement which remains in one meter throughout, although meter 

changes are infrequent in the work. 

In the last movement the piano states the principal material 

alone in the first thirty-four measures. When the clarinet comes in at 

measure 34t the entire "A" section is repeated. The contrasting ma

terial which occurs twice, at letter C (measure 68) and at letter J 

(measure 193)9 Is followed each time by another statement of the "A" 

material. The movement concludes with a brief mention of the contrast

ing material. This movement provides a humorous and somewhat jazzy con

clusion to the work. 

In the final movement the score indicates a tempo of J  - about 

112, which is obviously incorrect:. The publisher has assured the author 

that the master copy of the score has been corrected to agree with the 

clarinet part. J m 112 seems to be an extreme of velocity in view of 

the great amount of syncopation in the movement. 
* 

The Sonata is traditional In concept and somewhat lacking in 

variety. However, it is exceptionally well written for both Instru

ments and involves only moderate technical demands on the performers. 

The edition contains both rehearsal letters and measure numbers. 
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HR IS AN IDE, Alexandria 

Composition! SONATA 

Publisher: Edltura Muzleala (1964) 

Range: e flat - b11* 

Performance time: 13% minutes 

\ 

Movements: 1 Mosso 
II Calmo ma assai mosso 

III Lento, rubato molto 

The Sonata is not a serial composition, but it is certainly not 

tonal. It does not reveal a kinship with any particular twentieth cen

tury school of composition. According to Tuthill, Hrlsanide won the 

Boulanger award in 1965 with this Sonata.1 A set of instructions on the 

inside of the title page indicates that the clarinet part is in concert 

pitch in the score, that accidentals do not carry throughout the measure 

but apply only to single notes, and that clarinet notes not marked with 

the legato sign are not to be played staccato, but non-legato. No meter 

signatures appear in this composition, although bar lines are present. 

In the first movement the unit of measure is clearly the eighth 

note, with bar lines grouping beats together in the equivalent of 2/8 to 

10/8 meter. There are also two brief sections with measures in 5/16 and 

3/16 meter. Although the composer gives no other indication of tempo 

than is shown above, a tempo of an "• approximately 144 would be ade-

quate. The open fifths in the piano and the stepwise clarinet melody in 

the following example provide the material from which the entire move

ment evolves: 

1. Tuthlll, "The Sonatas for Clarinet and Piano," Journal of 
Research in Music Education, XIV/3 (Fall, 1966), p. 204. 
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Figure 25. Hrisanide, Sonata. I, measures 1-7. 

The composer uses such devices as melodic Inversion, Interval Inversion, 

retrogressions, augmentation and much rhythmic variety and complexity to 

develop this material. 
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The second movement Is written for clarinet alone. The composer 

indicates a quiet quarter note motion. Most of the movement is in 4/4 

meter with occasional 7/8 and 9/8 measures. There are many florid 

thirty-second note passages, wide skips, grace notes, flutter-tongue and 

slap-tongue effects, and constantly changing dynamic and expression 

markings throughout the movement. Since very little motivic repetition 

or development occurs, the overall effect is Improvisatory. 

The very slow tempo of the last movement calls for a return to 

the eighth note unit. Again many meters are employed, Including 5/16 in 

measure 8, and many tempo changes are indicated in addition to the molto 
V 

rubato at the beginning. The first eight measures are for clarinet 

alone. The piano states related material in its entrance in measure 9. 

Some motivic unity can be observed in this movement, but in just forty-

two measures no extensive development is possible. The occasional me

lodic augmented seconds are the only suggestions of the composer's 

nationality in the entire work. The composer suggests at the end of the 

movement that It is in the style of a lament. 

The second movement can be performed from beginning to end with

out pause. In a set of notes at the bottom of the first page, the com

poser lists six possible cuts or combinations of cuts that the performer 

can make which would shorten the movement by anywhere from seven to 

nineteen measures. The estimated performance time listed above was 

based on the inclusion of the entire second movement. 

The composer uses the acceptable contemporary practice of leav

ing blank spaces in the score where whole measures of rest occur on any 

of the three staves. He also uses the incorrect terminology of 16 for 



51 

the quindicesima (IS103). The bar line was omitted before the final 

measure of the first movement in the piano score. 

This work is not generally available in the United States, and 

the author was unable to locate an agent for the publisher. Since the 

work is not protected by copyright in this country, a Xerox copy can be 

obtained from the Library of Congress. 

KRENEK, Ernst 

Composition: SUITE 

Publisher: Rongwen (1956) 

Range: e - ftf1'* 

Performance time: 7 minutes 

Movements: I Andante sostenuto A/A 
II Allegro moderato 3/8 

III Andante 3/A 
IV Vivace 2/A 

The Suite is not a serial composition in spite of the composerTs 

frequent use of this approach in other works. It is occasionally tonal, 

particularly at the beginning and end of each movement, but with a lib

eral use of dissonance in between. The first movement has hardly a 

measure without a major seventh, a minor ninth or a simultaneous cross-

relation. The rhythms are interesting but not especially complex, and 

all the movements except the second remain in one meter throughout. 

The first measure presents a dilemma to the performers. The 

solo part begins with a written c£*' while the score Indicates a c natu

ral '*, as follows: 
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Figure 26. Krenek, Suite. I, measures 1-3. 

The composer was asked for clarification. His reply follows: 

Today it seems to me that both, C or C#, are acceptable. 
It is more a matter of taste. I, too, would prefer the C# 
of the clarinet part.* 

The remainder of the short first movement is unproblematical and con

sists of two statements of a lyrical eight measure theme separated by 

ten measures of related material. 

The second movement is a scherzo which employs some of the tra

ditional polyphonic devices. At measure 69 the melodic material evolves 

into a light 4/4 scherzando in march tempo for the remainder of the 

movement. 

1. Ernst Krenek, letter to the author, May 4, 1968. 
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The third movement Is lyrical again with two very brief ad lib

itum passages in the clarinet part. It ends with an augmentation of the 

clarinet*s opening four notes in the left hand of the piano part. 

The fourth movement Is a light staccato scherzando with much 

canonic imitation between the clarinet and piano. It is a fitting con

clusion to an unpretentious work which should be a satisfying experience 

for both performer and listener. 

The Suite makes only moderate technical demands on the perform

ers and contains idiomatic writing throughout. 

MIHALOVICI, Marvel 

Composition: SONATE Op. 78 

Publisher: Heugel (1959) 

Range: e - g#,,# 

Performance time: 16% minutes 

Movements: I Allegro serioso 6/8 
II Lento 4/4 

III Allegro giocoso 2/4 

The starting melody of the Sonate is stated as a monody with the 

clarinet in unison with the right hand of the piano and in octaves with 

the left hand. From this Hlndemith-llke melody the composer has chosen 

various motives to develop contrapuntally until the second principal 

theme comes in at number 6 and the accompaniment changes to an ostinato 

pattern for a short time. Motives from each of these principal melodies 

are treated contrapuntally for the balance of the movement until number 

14 where the unison melody is restated a fourth lower. 
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The second movement, the least interesting of the three, re

sembles the rhapsodic slow movements so typical of the French school of 

woodwind composition. The clarinet part consists of two lyrical sec

tions separated by one Llberamente, appassionato 5/4 section containing 

some technical acrobatics. The accompaniment consists almost entirely 

of color chords decorated throughout with dotted eighth plus two thirty-

second note figures and occasional chromatic thirty-second note runs. 

The last movement might be considered a rondo, although there is 

only one secondary subject alternating with the principal subject. The 

accompaniment of the principal melody consists of an ostinato eighth-

note figure marked with cross accents. The contrasting melody contains 

some 3/8 measures which also give a very exciting rhythmic effect. 

Several extended trills and some awkward tremolos in the clarinet part 

add nothing to the work. 

The melodic material of the first and third movements suggests 

the Hindemith style. However, that is as far as the similarity goes. 

Harmonically, Mlhalovici makes much greater use of dissonance and mostly 

without the logic with which it is treated by Hindemith. The second and 

third movements are both longer than their material or its treatment 

merits. 

For the clarinetist, this work Is less demanding technically 

than other works by Mlhalovici which the author has examined. The 

writing Is generally idiomatic for both clarinet and piano, although the 

piano part is the more difficult of the two. At least three particular

ly troublesome misprints appear in the edition. An eighth-note rest 

should be deleted from the measure before rehearsal number 9, and an 
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eighth-note rest is missing from the third measure of number 53 in the 

clarinet part. Number 34 is in a different place in each part. The 

edition is printed on poor quality paper, and neither part is bound, 

with the result that the leaves are easily dropped or lost. 

In spite of its traditional approach and excessive length, the 

work has some value for both performer and listener. 

POULENC, Francis 

Composition: SONATA 

Publisher: Chester (1963) 

Range: e - g^'*1 

Performance time: 13 minutes 

Movements: 1 Allegro trlstamente. Allegretto 4/4 
II Romanza. Tres calme 3/4 

III Allegro con fuoco* Tr&s anim£ 4/4 

Poulenc dedicated this late work to the memory of Honegger, his 

late compatriot in "Les Six." The composition, like the Milhaud Duo 

Concertant in Chapter IV, is a nostalgic work in that it expresses the 

French gaiety which can be found in many of Poulenc*s earlier works. 

Neither work is representative of its composer's more dissonant periods. 

The first movement begins with the following five-note clarinet 

motive which can be found in both the succeeding movements, making the 

work cyclical: 
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Figure 27. Poulenc, Sonata. I, measure 1, 

The two main melodic ideas are stated in succession after the eight-

measure introduction. A new motive, introduced in measure AO, also 

recurs in the last movement. In measure 67 a contrasting section begins 

in a tres calme 3/4. The melodic material is not unlike a section In 

the first movement of Prokofleff's Romeo and Juliet Suite Wo. 2, Op. 64. 

The Insertion of a quiet section into an otherwise rapid movement is 

probably due to the dedication. Starting in measure 106 all the ma

terial from the first section returns, but in different order. 

The second movement starts with a brief cadenza-like passage in 

the clarinet. The one principal melodic idea undergoes some transfor

mation as the movement progresses, and a statement of the introductory 

motive from the first movement concludes this one. The attempted roman

ticism would have been out of place had It not been understated. 

The last movement brings the work to a vigorous conclusion. It 

consists of three principal melodic ideas in addition to brief mentions 

of material from the first movement. 

The Sonata contains much characteristic writing for the clar

inet, particularly In the last movement. Some of the sixteenth-note 
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high register passages make more than moderate technical demands on the 

soloist, and the two-octave A melodic minor scales in sixty-fourth notes 

in measures 19 and 21 of the second movement require considerable facil

ity. The doubly dotted eighths followed by two sixty-fourths in the 

Romanxa and the quiet section of the first movement are difficult to 

execute accurately. Except for the occasional passages where the solo 

rests, the piano part is secondary to the clarinet part. The accom

paniment serves an harmonic function rather than a polyphonic one. The 

harmonic structure is primarily triadic, but polytonal. The composition 

would provide a satisfying experience for the performers and their 

audience. 

RAPHAEL, Gunter 

Composition: SONATINE, Op. 65. No. 3 

Publisher: Breitkopf fie HSrtel (1951) 

Range: e - a*1* 

Performance time: 11% minutes 

Movements: I Sehr schnell 2/2 
II In langsamer Bewegung 3/4 

III Munter bewegt 4/4 

The Sonatine, written in 1948, was not published until 1951. 

In many ways it is a traditional work. The only meter changes occur 

near the end of the third movement: three measures of 9/8, three of 5/4, 

and one of 6/4. Syncopations and cross accents, used liberally instead 

of meter changes, give the work rhythmical Interest. The third movement 

even inclines strongly toward jazz. The piano part contains too much 

ostlnato, however, for sustained listener interest. An identical piano 
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ostlnato accompanies the principal theme in the first and third move

ments, giving the work some unity but at the cost of originality. There 

Is at least token adherence to traditional tonality, with the first and 

third movements beginning and ending on B flat and the second movement 

on E. However, the fact that the tonality of the clarinet part seems to 

be Independent of the piano part results in almost constant dissonance. 

The first movement contains two principal melodic ideas: the 

first, a series of descending eighth-note arpeggios in the solo part 

over a piano ostlnato; the second, a quarter-note motive in the clarinet 

part. These ideas alternate to make a five-section form. The movement 

concludes with a coda based on the second melody. 

In the second movement the clarinet develops the two halves of 

a lyrical melody while the piano repeats a two-measure ground fifteen 

times with only occasional slight alterations. 

The third movement is programmatic. A short poem in German, 

appearing inside the title page, serves as a foreword to the movement. 

It may be translated as follows: 

Not for the cat-
For a duck 
I wrote the last movement. 

It was a wonderful animal 
Which accompanied me with pleasure 
On all my Journeys. 

I could hardly comprehend it, 
When on a holiday 
It succumbed to the wicked hand of man 
And thus, it had to part with its young life. 

The instructions to the performers insist that the poem be contained in 
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the printed program for public performance and that It be read before 

the playing of the third movement, should the work be broadcast. 

T*1® Sonatlne contains much idiomatic writing for both clarinet 

and piano, but the clarinet part is the more interesting. One very 

difficult passage for the clarinetist begins in measure 91 of the third 

movement. To execute the passage properly involves much diligent drill 

as well as careful attention to the selection of high register finger

ings. The author performed the work on one of his doctoral recitals. 

Only one misprint appears in the edition. The bass clef sign 

has been omitted in measure 24 of the second movement in the piano part. 

Measure numbers have been provided by the publisher. 

SCHMIDEK, Kurt 

Compositions SONATINE. Op. 30 

Publisher: Doblinger (1963) 

Range: e - a*11 

Performance time: 13 minutes 

Movements: I Zlemlich schnell 4/4 
II Masslge Achtebewegung 6/8 

III Schnell und lebhaft 3/8 

The Schmidek Sonatlne is a creditable composition in a pre

dominantly polytonal Idiom. Each movement ends in a distinct tonality, 

but only the third movement ends in the same basic tonality in which it 

began. The work is rhythmically traditional, with only the third move

ment containing meter changes. 

The first movement contains capable polyphonic handling of two 

rather commonplace melodic ideas. The second of these ideas and its 
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development occupy the entire middle section of the three-section form. 

In the second movement, the piano and clarinet engage in a 

battle for tonal supremacy with only occasional relief from the harsh 

dissonances. The piano part is made up almost entirely of block chords 

in continuous eighth-note rhythm with harmonic changes usually occur

ring once or twice in a measure. The clarinet legato melodic line main

tains the most distant harmonic relationship to the accompaniment until 

the end of the movement. 

The third movement is a rondo in scherzando style, with the 

large sections of the movement set off by double bars. The second con

trasting section (the "C" section of the rondo) produces a humorous 

effect because of the rhythm, the meter changes and the nine and ten-

measure phrases. The movement provides a charming conclusion to a 

fairly substantial work. 

The composition makes only moderate technical demands on the 

performers, unless very rapid tempos are used in the first and third 

movements. Contrary to general practice no metronome markings are 

given with the general tempo indications. The clarinet and piano parts 

are well balanced in importance, and the composer asks for no special 

tonal effects from either instrument. The Sonatlne is a traditionally 

conceived but effective performance work. 



SCHOLLUM, Robert 

Composition: SONATINE. Op. 55. No. 4 

Publisher! Doblinger (1958) 

Range: e - g,M 

Performance time! 8% minutes 

The Sonatine is a one-movement composition which is made up of 

three main sections. The entire work is based on the tone row stated 

by the clarinet in the first three measures with some tones repeated. 

The piano part in these measures consists of the first four-tone segment 

of the row repeated three times as follows: 

In C 

Figure 28. Scholium, Sonntlne. Op. 55. No. 4. measures 1-3. Copyright 
1958 by Ludwig Doblinger Verlag. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 
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In measure ten the meter changes to 9/8, which alters the mood and 

rhythmic motion. The original series appears now in canon between the 

instruments at the interval of a fourth. The material is manipulated 

serially throughout this first section. The return to the original tem

po and meter occurs in measure 34 where the opening material is stated 

in its entirety a minor second lower* 

The middle section begins In measure 50 after a brief pause. 

The meter is 3/4, and the tempo considerably brighter ( J • 100). 

Formally, this section consists of a double fugue with a transposed 

retrograde inversion of the series serving as the first subject and a 

permutation of the first seven tones of the original series serving as 

the second, as follows: 

Figure 29. Scholium, Sonatina. Op. 55. No. 4. measures 50-54. Copy
right 1958 by Ludwig Dobllnger Verlag. Used by permission of Associated 
Music Publishers, Inc., sole U.S. agents. 
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This section is interrupted twice by brief passages in 7/8 meter in 

scherzando style but still describing fragments and variants of the 

series. 

The final section of the work is a modification of the first 

two-thirds of section one* The transition from the fugue section is 

accomplished through hemiola and a ritenuto in measures 121-124. 

Slight rhythmic alterations and transpositions distinguish the material 

of section three from its previous statement. The last fifteen meas

ures contain numerous tempo changes and dynamic extremes. 

Technically, the Sonatine makes only moderate demands on the 

performers. The work is rhythmically interesting but contains nothing 

unusual in this respect. Except for the absence of pedal indications 

for the pianist, no special tonal effects are required of either per

former. The publisher uses the fairly common but annoying practice of 

dividing measures between two lines in the piano score. Occasional 

diagonal marks in both parts (/ ) are assumed to be phrase markings. 

The Sonatine is certainly a more interesting composition than 

Scholium's two-movement Sonata. Op. 42. Wo. 1. an earlier work (1950) 

not published until 1963. 
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SEARLE, Humphrey 

Composition: SUITE. Op. 32 

Publisher: Schott (1957) 

Range: e - c1111 

Performance time* 10 minutes 

Movements: I Prelude. Lento 4/4 
XI Scherzo - Fugue. Allegro 2/4 

III Rhapsody. Lento: tempo a placere 4/4 
IV March. Moderato 4/4 
V Hora. Allegro molto 4/4 

Searle organizes his Suite entirely on serial techniques, as 

befits a student of Webern. He does not, however, employ Webern's total 

serialization. The entire composition Is constructed from the following 

tone-row: 
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Figure 30. Searle, Suite. Op. 32, I, measures 1-3. Copyright 1957 by 
Schott & Co., Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 
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The movement is only 30 measures In length, but it includes all the de

rived forms of the series. The only statement of the series which does 

not involve both Instruments as veil as some simultaneities is the in

version in measures 5-8 in the clarinet part. This, of course, helps 

establish the exact order of the series, since simultaneities occur in 

the opening statement. 

The fugue subject in the second movement is an inversion of the 

series with repetitions of some of the segments, as follows: 
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Figure 31. Searle, Suite. Op. 32. II, measures 1-5. Copyright 1957 by 
Schott & Co., Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 
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The answer, beginning at the end of measure 7 in the clarinet part, 

consists of the original series but with the order of the first two 

tones reversed. The texture and intensity build toward a three-measure 

Largamente section beginning In measure 33. Here the piano states a 

retrograde inversion of the row while the clarinet rests. A tran

sitional section which Is built on the "RI" and contains several meas

ures with sixteenth-note meters leads to a return of the fugue subject 

in measure 51. In this concluding section, the right hand of the piano 

has the inversion while the left hand is executing the original series. 

In the third movement, the piano sustains the first five tones 

of the original series for seven measures while the clarinet gradually 

introduces the remaining tones. The rhapsodic effect is achieved by 

repeated three and four-note clarinet figures in the high register In 

ever decreasing time values. From measure 13 to the end (measure 28) 

the clarinet is almost entirely alone, giving the effect of a cadenza.' 

The first section of the fourth movement Is concerned with the 

series and Its inversion, with a preponderance of the dotted eighth and 

sixteenth-note rhythm. The Trio section involves ostinato dotted-note 

rhythm figures in the left hand of the piano and even freer handling of 

the serial techniques. A da capo is followed by a four-measure coda. 

The piano has nothing but strongly accented staccato eighth-

note ostinato figures throughout the last movement. The first of these 

figures states the first eight tones of the original series In octaves, 

'with the clarinet, of course, supplying the remaining tones after its 

entrance in measure 3. The clarinet remains in the high register 
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throughout the movement. Trills, grace notes, and dynamic intensity 

also add to the frantic effect of. this movement. 

The Suite is still another adaptation of the techniques develop

ed by the serlalists. It is a rather effective combination of tradi

tional forms, tempos, and rhythms associated with the movement titles, 

but with the serial tonal structure. The clarinet part is difficult 

throughout. Except for the Fugue, the first section of the March and 

a few places In the Hora, the piano part is not technically demanding. 

The work is a welcome addition to the performance literature, 

SPINNER, Leopold 

Composition: SUITE. Op. 10 

Publisher: Boosey & Hawkes (1962) 

Range: e - b*'* 

Performance time: 7% minutes 

Movements: Z Moderato 2/2 
II Allegro 3/4 

The reviews of Spinner's Suite revealed conflicting opinions. 

One writer considered the work a highly polished example of total seri

alization In late-Webemlan style.* Another called it an example of how 

not to write for wind instiruments and suggested that parts of it were 

borrowed from Webern's Piano Variations.^ This Suite Is certainly more 

1. Review by Peter Evans in Music and Letters. XLIII/4 
(Oct., 1962), p. 383. 

2. Review by Nicholas Maw In The Musical Times. CII1/1435 
(Sept., 1962), p. 627. 



imitative of Webern's late works than the Searle Suite which was dis

cussed earlier In this chapter. Both composers were Uebern students. 

The first movement alternates between the starting Moderate 2/2 

and an Allegretto 2/8 with frequent tempo fluctuations. As is custom

ary in serial works* the series Is stated at the beginning without in

troduction, as follows: 

In C 

Figure 32. Spinner, Suite. Op. 10. I, measures 1-4. Copyright 1962 by 
Boosey & Hawkes Ltd. Reprinted by permission. 

The actual order of the row Is a little difficult to determine, since 

statements of the row or its derived forms without simultaneities are 

rare. The rhythm of the Moderato sections Is made up entirely of half 

notes and quarter notes, while the Allegretto sections use sixteenths 

almost exclusively. The series and its derived forms can be found in 

nearly all of the eleven transpositions In the work. 
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The second movement starts with the original series and tempo 

changes occur in nearly every line of the score,, The basic 3/4 meter 

is interspersed with occasional 2/2 measures. The final section, which 

occupies the last page of the score, is in 1/2 meter at a vivace tempo. 

The composition makes only moderate technical demands on the 

performers. The only difficulties for the clarinetist are in the oc

casional Isolated pitches in the extreme high register and the complete 

absence of any traditional melodic lines or phrasings. Only rarely does 

the clarinet part have more than four pitches in succession. Of course 

the "solo" part is completely integrated with the piano In the serial-

ization, which is probably one reason why the clarinet score Includes 

the entire piano part reduced to one staff and transposed to B flat. 

In addition to this feature, all the measures are numbered, which should 

greatly facilitate rehearsal. The pianist will encounter some dif

ficulty in reading the score, since both staves alternate constantly 

between treble and bass clef. There are no pedal markings, but normal 

dynamic fluctuations prevail. 

The Suite has been carefully constructed by a consummate crafts

man of serial composition. However, this style does not display the 

instruments' capabilities to the best advantage. 



CHAPTER IV 

MISCELLANEOUS WORKS FOR CLARINET AND PIANO 

Miscellaneous compositions for clarinet and piano in a variety 

of unspecified forms comprise by far the largest group of published 

clarinet solos. Of the 514 works examined in the study, 286 fell Into 

this classification. There are three principal reasons why so few 

works were chosen from the vast amount of literature produced in this 

medium In the seventeen year period. First, over forty per cent of 

these compositions are short easy solos intended for beginning and in

termediate students and were immediately rejected from further con

sideration. Second, many of the more difficult compositions are 

programmatic works with little musical merit. Third, many are tech

nical display works and fantasia-type solos typical of the French 

woodwind school. They contain much idiomatic writing for the clarinet 

and may have study value for clarinetists seeking supreme technical 

virtuosity. However, they have little musical value for either the 

performer or listener. The author considered the ten compositions 

presented in this chapter the best and most representative performance 

literature in this classification. 

70 
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BAUR, J'urg 

Composition: BALLATA ROMANA 

Publisher: Breitkopf fie Hartel (1961) 

Range: e - b,,f 

Performance time: 8% minutes 

Movements: I Elegla. Pesante (Viertel) 2/4 
II Burletta. Allegro (Ganze Takte) 3/4 

III Aria. Andante Cantabile (Ruhige Viertel), 
ma non troppo lento 3/4 

IV Burletta. Allegro (Ganze Takte) 3/4 
V Elegla. Pesante (Viertel) 3/4 

Except for the five-section form, the Ballata Roaiana bears 

little or no resemblance to the fourteenth century Italian ballata. in 

spite of one reviewer's opinion to the contrary.I The same reviewer sug

gested that the style resembles that of Webern's early works. The three 

slower movements all begin with twelve-tone melodies in the clarinet 

part, but no attempt was made to develop them serially. The work is 

cyclical, since the last movement is a condensation of the first and 

third; both Burlettas are constructed from the same thematic material, 

and the endings of the second and third movements are virtually iden

tical. The significance of the title was explained by the composer: 

The work was begun in Rome in 1960 --- hence the title; 
this is at the same time symbolic of the content and form 
which returns by a symmetrically planned development to 
the beginning (A-B-C-B-A).2 

1. Review by Peter Dickinson in The Musical Times> Clll/1429 
(March, 1962), p. 267. 

2. Jurg Baur, letter to the author, March 3, 1968. 
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The"first movement Is in a quasi-improvisatory or recitative 

style. The clarinet has an unaccompanied twelve-tone melody after a 

four-measure piano introduction. This material undergoes increasingly 

florid transformations leading to the fourteen-measure clarinet cadenza 

beginning in measure 60. The meter changes frequently in the movement. 

The second movement is in the schersando style of a Burletta. 

The last six measures return to the tempo and style of the first move

ment. 

The third movement is a brief declamation in the solo p'art over 

block chords in the accompaniment. The last six measures are an almost 

exact duplication of the end of the previous movement. 

The fourth movement differs only slightly from the second. The 

ten-measure piano introduction has been deleted, and some of the ma

terial appears on a different tonal level. A ritenuto at the end pro

vides a transition into the final movement. 

The fifth movement is a condensation of material from the first 

and third movements and brings the composition to a quiet conclusion. 

The clarinet part is moderately difficult but quite idiomatic 

for the Instrument. The first movement contains particularly effective 

writing for clarinet. Only one unusual timbre cffect is called for in 

the composition. The final piano note is the lowest B flat on the key

board, and the Instructions in the score say to hold down the string, 

then let go when the key is struck, which produces a very metallic 

harmonic. Small circles over a few notes in the clarinet part do not 

appear in the piano score. The significance of these markings is not 

immediately apparent, and the publisher offers no explanation. The 
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composer Indicated in his letter that a flute-like tone or an echo-tone 

(sotto voce or una corda) is desired.* Except in the Burletta move

ments, the piano part serves primarily as a rhythmic or harmonic accom

paniment to the solo line. 

The measures are numbered in the edition, and the clarinet part 

is provided with numerous piano cues, some of which have not been cor-

rectly transposed into B flat. The flat sign at the beginning of meas

ure 33 and the meter signature In measure 98 of the clarinet part have 

been omitted. The work has some merit for performance and is worthy of 

attention by clarinetists, but It Is not likely to hold a permanent 

place in the repertory. 

EATON, John C. 

Composition: CONCERT PIECE 

Publisher: Shawnee Press (1963) 

Range: e - d#,,t* 

Performance time: 3% minutes 

The Concert Piece Is a one-movement work of seventy-five 

measures length which is In 4/4 meter throughout. The composer un

questionably pays homage to John Cage and Karlheinz Stockhausen In this 

composition. One can even observe the influence of Berg's Vier Sttfcke 

for clarinet and piano, published nearly forty years earlier (1924). 

Most of the composition is in the starting Moderato tempo 

(J - 96). In measure 52 the tempo changes to plu lento and from 

1. Ibid. 
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measure 62 until the allargando in measure 73 the tempo is allegro. The 

formal structure evolves from the manipulation of the following impor

tant rhythmic and melodic motives: 

Figure 33. Eaton, Concert Piece, measure 1. Copyright MCMLXIII, 
Shawnee Press, Inc., Delaware Water Gap, Pa. Used by permission. 

..«̂ \ .nra 

* ped.. 

Figure 34. Eaton, Concert Piece, measures 6-7. Copyright MCMLXIII, 
Shawnee Press, Inc., Delaware Water Gap, Pa. Used by permission. 
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Figure 35. Eaton, Concert Piece, measures 19-20. Copyright MCMLXIII, 
Shawnee Press, Inc., Delaware Water Gap, Pa. Used by permission. 

The pitches of the second example relate to the bass line in the first 

example. 

The composition is not excessively complex rhythmically. The 

degree of difficulty arises from the extreme range and wide interval 

skips demanded of the clarinetist and the special timbre effects re

quired of both performers. Although the score does not specifically 

call for flutter-tongulng, there are some tremolos In the clarinet part 

which could hardly be produced otherwise. Measures 49 and 73 call for 

whole-note lip trills between g*** and g^**1. The first trill Is 

marked "slow to fast" and the second, "fast to slow." The clarinetist 

is also instructed to play into the piano in measures 9, 50-51 and 
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62-66. In a series of six footnotes in the score, the pianist is di

rected to depress the keys without "sounding, sweep the fingers over the 

lower strings, touch the strings at the nodes to produce certain har

monics and to produce other pizzicato and pedal effects. Some of these 

effects are notated with diamond-shaped note heads. 

There are two written pitches in the clarinet part which one 

would probably not find in any published fingering charts. The c#,,,f 

can be fingered with the thumb, thumb key and index finger of the left 

hand and the Index finger resonance key and the bottom three side keys 

of the right hand. The d#,,,t can be produced as a flat thirteenth 

partial of g. 

One incorrect notatlonal practice was observed In the work. In 

several places in the piano score, the composer designated pitches two 

octaves above written by the symbol I6va. Since the actual Interval Is 

a fifteenth, it should be designated by the symbol IS"19 or 15, or the 

pitches should be placed above the staff so that the 8va designation 

would suffice.* Here, the composer's intention is reasonably clear, but 

many other notatlonal Incongruities have been Introduced and perpetuated 

in a similar manner. 

I. Gardner Road, Music Notation (Boston: Allyn & Bacon, (1964), 
p. 41. 
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GOEHR, Alexander 

Composition: FANTASIAS, Op. 3 

Publisher! Schott (1957) 

Range: e - a#111 

Performance time: 12 minutes 

Movements: I 5/8 m 60-63 

II 2/4 J - 126 

III 3/4 J - 54 

While the tonal organization of several of the serial composi-

tlons selected for this study is quite transparent, that of Goehr's 

Fantasias Is not. The work consists primarily of written-out improvisa

tions of a very complex rhythmic nature and exhibits little traditional 

formal or motlvic organization. The first few measures of each move

ment contain all twelve tones of the octave expressed partly melodically 

and partly harmonically. Subtle references to the opening three-note 

clarinet motive occur occasionally in the first two movements. The com

position was written for clarinet In A. 

The first movement Is quite slow and contains numerous meter 

changes. The first four measures are reproduced below: 
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Figure 36. Goehr, Fantasias. Op. 3, I, measures 1-4. Copyright 1957 by 
Schott & Co., Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 

Two clarinet cadenzas occur in the movement. The second ends with a 

transposed retrograde Inversion of the row contained in Figure 36. 

The second movement is the only rapid one. The meter alternates 

between 2/4 and 3/4 with frequent tempo fluctuations. There are some 

tone clusters toward the end of the movement which may bear a remote re* 

lationship to the first measure of Figure 36. 

The last movement begins with six measures of piano alone. 

Although the tempo is rather slow, the movement contains many measures 

in eighth and slxteenth»note meters and many passages with short note 

values. Quite unexpectedly, the instruments end on a unison a*. 
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The score calls for several special effects. The composer indi-

cates that some flutter-tongulng and some quasi-flutter-tonguing In the 

clarinet part should be performed by repeating In the throat. He also 

prescribes special fingerings to aid In the execution of a clarinet 

glissando In measure 44 of the second movement. 

The work Is difficult technically for both performers, but the 

greatest problem comes In fitting the extremely complex rhythms together. 

The two parts very rarely articulate together. The clarinetist must 

perform from a copy of the piano score, since no separate clarinet part 

is provided by the publisher. In measures 46 and 47 of the second move

ment the piano part has three staves. This should have made It possible 

for the composer to do away with some of the ledger lines in the passage 

(as many as seven). In the second and third movements frequent ornamen

tation further complicates the complex rhythms. It is doubtful whether 

many clarinetists will consider the musical results worthy of the effort 

required to prepare this work for performance. 

HEIDER, Werner 

Composition: DIALOG I 

Publisher: Peters (1963) 

Range: e - g*** 

Performance time: 10 minutes 

The Dialog I Is a one-movement composition consisting of several 

clearly defined short sections in contrasting tempos and moods. The 

entire work is constructed from the derived forms of the row stated sep

arately by the clarinet and the piano In the first measure, as follows: 
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Figure 37. Helder, Dialog I. measures 1, 2. 

The first twelve tones of the piano part could be considered a transpo

sition of the clarinet series, but a repetition of the original clarinet 

series in the piano begins with the B flat trill at the end of the third 

beat. The opening section Is seven measures in length. From the middle 

of the fourth measure until the end of the section both Instruments have 

an exact tonal and rhythmic retrograde of the first three and one-half 

measures. A dolce 5/4 section made up almost entirely of transposed in

versions of the series follows. The first of three scherzando sections 

In constantly changing meters begins In measure 23. These sections are 

all constructed of derived forms of the series, sometimes stated 
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separately by the instruments and sometimes together. A clarinet ca

denza separates the first two scherzandos, and a piano cadenza follows 

the second. A quiet 4/4 section then precedes the restatement of the 

above example in measure 102. This is followed by several other short 

sections involving rhythmic variations of the same material. 

Each of the three scherzando sections, mentioned again briefly 

beginning in measure 197, is followed by a clarinet cadenza containing 

four short passages which may be played In any order. Each of these 

passages contains a transposed derivative of the original series. One 

more direct quotation of material from the first section precedes the 

concluding section. 

The work is particularly representative of much recent writing 

for wind Instruments. Some special effects such as flutter-tongulng, 

gllssandos, and plucked piano strings (notated with square white note 

heads) are called for in the score. The clarinet has one long sustain

ed tone during which the performer is instructed to change gradually to 

flutter-tonguing and then gradually back to normal. 

The performance difficulties arise more from rhythmic complex

ities than from the modest demands for technical virtuosity. A number 

of piano rhythmic cues appear In the clarinet part, but there are none 

in the scherzando sections, where they are most needed. In these rapid 

sections the clarinet and piano parts are in entirely different meters. 

again, the practice of using I6va instead of IS1"® was used in the score 

to designate pitches sounding two octaves above written. Many perform

ers will probably agree with one reviewer who had misgivings about the 

and none of the bar lines coincide, although throughout. Once 
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inspiration of the work or the value of putting forth the effort to 

learn it.* 

KOPPEL, Hermann David 

Composition: VARIATIONS, Op. 72 

Publisher: Leduc (1962) 

Range: e - f,,f 

Performance time: 7% minutes 

The presence of a key signature in the Koppel Variations is an 

anachronism. The work has its traditional aspects, but tonality is not 

one of them. There are seventeen rather chromatic, short variations on 

the following tone-row which is stated at the beginning by the clarinet 

alone: 

Figure 38. Koppel, Variations, Op. 72. measures 1-5. Copyright by 
Alphonse Leduc & Co. (1962) 175, rue Salnt-Honore, Paris ler Owners 
and Publishers. 

The rhythms are not particularly complex, and each variation remains in 

one meter throughout. The first five variations have essentially the 

same bass line in the accompaniment, but subsequent variations become 

1. Review by Albert Seay In the Music Library Association 
Notes. XXI/4 (Fall, 1964), pp. 635, 636. 
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progressively freer. Between the fourteenth and fifteenth variations 

comes an Intermezzo, the first half of which is for piano alone; the 

last half, for clarinet alone. The seventeenth variation Is extended to 

furnish a brilliant conclusion to the work. Although the theme is a 

twelve-tone melody, the variations are not organized serially. 

The work demands some technical proficiency of the performers, 

especially in the Intermezzo and the concluding variation, but there are 

few ensemble problems. The composition Is not a particularly successful 

mixture of the traditional and the contemporary. The edition is typical 

of the publisher, with its oversized, unbound pages of poor quality 

paper. The only misprint observed, however, occurs In the first measure 

on page four of the piano score and Involves incorrect beaming of some 

triplets. 

MIHALOVICI, Marcel 

Composition: DIALOGUES. Op. 92 

Publisher: Heugel (1965) 

Ranges e - a11* 

Performance time: 9 minutes 

Movements: I Poco lento ed improvisando 3/4 
II Allegro assal 3/4 

The Dialogues are only slightly more interesting than the 

typical Concours du Conservatoire solo. Although highly dissonant, the 

work does not adhere to any particular twentieth century school of com

position or system of tonality. The first movement, as its tempo mark

ing indicates, Is Improvisatory, with the piano decidedly secondary to 
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the clarinet. Frequent meter changes and ad libitum florid passages 

contribute to the free style. Sometimes the piano imitates the florid 

passages in the clarinet; at other times it provides static dissonant 

harmonies or percussive punctuation for the discourse between the in

struments. 

The second movement, a rondo, contains a long and extremely 

difficult quasi-cadenza in the solo part beginning at rehearsal number 

22. The accompaniment consists of a pedal D which becomes an octave 

tremolo at number 23 and continues to number 25 where the piano intro

duces a return to the "A" theme of the rondo. 
* 

The works of Mihalovici are among the most difficult of the 

French woodwind-style solos and display a twentieth century disregard 

for traditional consonance. It is doubtful whether the musical results 

Justify the effort to overcome the technical difficulties presented to 

the performers. 

The publisher acknowledges nineteen misprints by providing a 

correction sheet with the score. The pages are not stapled or bound, 

according to a common practice of some French publishers. 
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MILHAUD, Darius 

Compositions DUO CONCERTANT 

Publisher: Heugel (1956) 

Range: e - a*** 

Performance time: 7 minutes 

Some question arose at first concerning the chapter in which 

this composition should be discussed. The title suggests that it be

longs among the concertos. However, like Weber's Grand Duo Concertant. 

Op. 48 for clarinet and piano, it is not an orchestral work. Unlike 

the Weber, the Milhaud is not separated into movements and would not 

fall logically with the sonatas. The writer, therefore, felt it should 

be included with the miscellaneous compositions. Stylistically, the 

Duo is typical neither of the period in which it apparently was written, 

nor of the composer's more dissonant moments. It bears a kinship to 

some of his earlier works such as the Suite for violin, clarinet, and 

piano and the ballet Le Boeuf sur le tolt. 

The composition is in traditional ternary form with the first 

section In 4/4 meter at a Vlf tempo. The opening statement in the solo 

voice is a nine-measure tonal melody in B flat, not unlike the Provencal 

folk melodies found in other Milhaud compositions. The accompaniment is 

triadic but polytonal and occasional suggestions of jazz figures appear 

In this section. The short middle section Is in 6/8 meter at a very 

moderate tempo. The four-measure lyrical clarinet melody provides the 

material from which the section is constructed. The third section Is 

virtually identical to the first, but a perfect fourth higher. 
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The composition requires only moderate technical facility of the 

performers. In the middle section, the clarinet part has some legato 

sixteenth-note intervals of a tenth which require good embouchure con

trol to maintain a smooth legato connection. This section also taxes 
j 

the soloist's breath endurance. The publisher has omitted a few dots on 

dotted rhythms in the solo part and has not stapled or bound the leaves 

of the piano score. 

The Duo Is not a great work for the clarinetist's repertory, but 

it has whimsical charm and would be an effective short composition for 

performance. 

ROCHBERG, George 

Composition: DIALOGUES 

Publisher: Presser (1959) 

Range: e - g#"' 

Performance time: 13% minutes 

Movements: I 2/8 J*) •• 168 

II 3/32 - 144-152 

III 5/2 J - 66 
IV Burlesca 2/4 J - 104-108 

The term "dialogues" has been used as the title of several 

rather free compositions for two instruments. Rochberg's Dialogues Is 

less free than its metric and rhythmic content would indicate. It 

follows a fairly traditional four-movement scheme of fast-fast-slow-

fast. The tonal and rhythmic organization is rather transparent and 

definitely Indebted to Webern. The entire composition is based on the 
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following row which is stated partly harmonically and partly melodically 

in the first three measures: 

Figure 39. Rochberg, Dialogues, I, measures 1-3. Copyright 1959 by 
Theodore Presser Co. 

The row can be broken down into three one-measure segments of four tones 

each or into six major seventh (diminished octave) interval dyads. 

These groupings can be found throughout the work in various combinations, 

two-octave inversions (into minor ninths), retrogrades, and variations 

of the basic rhythmic units which begin each movement. 

The first movement is the longest one, encompassing 232 mea

sures. Except for an occasional 3/8 measure it remains in the starting 

2/8 meter. The tempo changes at least once In every line of the piano 

score. The basic rhythmic unit which permeates the whole movement is 
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Introduced by the clarinet in the second and third measures (Figure 39). 

A contrasting triplet figure achieves some prominence from measures 63-

120, as illustrated in measures 85-88: 

> 

Figure 40. Rochberg, Dialogues- I# measures 85-88, Copyright 1959 by 40 Rochberg 
Theodore Pressor Co 

Almost every measure in the second movement is in a different 

sixteenth-note or thirty-second-note meter which seems an unnecessary 

complication for the performers. The scherzo effect could as easily 

have been notated in eighth or quarter-note meters. There is a slightly 

contrasting repeated section in the middle of the movement, followed by 

a transition to the final eight measures, which differ only slightly 

from the first eight measures. 

The two quiet sections of the third movement in half-note meter 

are followed by brighter and more expressive sections in eighth-note 

meters. Some of the notational symbols used in the second, third, and 

final movements were unfamiliar to the author. A letter to the com

poser elicited the following replyt 
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The symbols you ask about were invented and used first by 
Arnold Schoenberg to indicate stress or weight of phrase ac
cent, Hence "„/ " indicates strong stress even if metrical
ly it appears on « part of the measure or beat normally 
considered weak, 11V-/" is its opposite, very much like an 
upbeat feeling.^ 

The final movement is the only one in which the composer uses 

a title to indicate the mood. Two main ideas alternate throughout the 

movement, with the sections of each becoming shorter and shorter until 

the end. The two ideas differ in rhythm, and the second has strongly-

accented staccato eighth notes in the piano part. 

The publisher provides both A and B flat clarinet parts, but to 

perform the work on a B flat instrument requires a low E flat key. The 

clarinet part is provided with rhythmic piano cues throughout. This is 

important, since the rhythm and ensemble present most of the difficul

ties, Since most of the melodic intervals are legato major sevenths or 

minor ninths, the clarinetist*s problem of changing registers persists 

throughout. One reviewer suggests that the clarinet part might have 

o 
been more effective had it been written for organ. The edition is 

excellent except for the absence of many of the triplet signs in the 

first movement. The strength of the work lies mainly in the variety of 

moods and rhythmic treatment that the composer has wrought from one 

tonal fabric. 

1. George Rochberg, letter to the author, February 14, 1967. 

2. Review by Albert Seay In the Music Library Association 
Notes. XVII/4 (Sept., 1960), pp. 653, 654. 



STEFFENS, Walter 

Compositions HOMMAGE X b£lA BARTOK. Op. 5 

Publisher: Breitkopf & HSrtel (1964) 

Range: f -

Performance time: 4 minutes 

Movements: I Pr3ludlum 2/4 J - 60*66 

II Fuge liber eln Motiv von B^la Bart6k: 
Adagio 6/8 

Although many of the composers encountered in the study have 

followed in the footsteps of the early serialists, Steffens Is the only 

one to emulate Bart6k. Hence, the Hommage is a welcome addition to the 

repertory. 

This short work begins with a six-measure introduction in the 

piano during which the tone row is stated twice in extremely wide melod

ic intervals, as follows: 
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Figure 41. Steffens, Homroage X Bela Bartok, Op. 5, I, measures 1-3. 

The meter changes to 3/8 in measure six, but the main tempo of the move* 

ment ( •* 60-66) does not commence until the double bar in measure 

seven. From there to the end the meter changes regularly into a variety 

of eighth-note meters. This section is made up almost exclusively of 
< 

the first hexachord of the set. The last eight measures are a diminu

tion of the material in measures 7-15 in sixteenth-note meters. 

The second movement is, as its title states, a fugue based on 

Bartok's motive. Although it is not acknowledged in the score, the 

motive comes from the thirteenth and fourteenth measures of number 132 
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"Major Seconds Broken and Together" in Volume V of the Mlkrokosmos. 

These treasures are quoted exactly by the piano as an introduction to the 

fugue subject, which is then stated by the clarinet alone, as follows: 

Figure 42, Steffens, Hommage X Bgla Bartok. Op. 5. II, measures 3-9. 

Some traditional contrapuntal devices are used in the movement, includ

ing a facetious statement of the "B-A-C-H" motive in measures 55 and 56. 

In the section from measures 40-51 the texture becomes quite pointillls-

tic. In measure 52 the fugue subject returns in the piano, with the 

first half in diminution. In the final statement of the subject by the 

clarinet the intervals are expanded by octave displacements from seconds 

to ninths. From measure 27 to the end, occasional tone clusters occur 

In the piano part. 

Like most of the post-Webern, Berg, and Bartok works examined in 

the study, this composition does not require great technical proficiency. 

Its difficulties arise from the complex rhythms, awkward intervals, and 

the often disjointed and polntlllistic sections which are difficult for 
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the performers to put together. The publisher failed to assist the 

clarinetist in achieving ensemble, since he provided only one piano cue 

in the entire solo part. He has however, supplied a correction sheet 

which explains most of the printing errors occurring in the edition. 

The quarter note in measure 4 of the fugue in the clarinet part should 

be f#*1 not f natural11. The beats are poorly aligned in a few measures 

of the score in the fugue movement, and in much of the first movement 

the piano part Is written on three staves, the lowest being a contra

bass staff ( ps) sounding an octave lower than written, 

VERETTI, Antonio 

Composition: FANTASIA 

Publisher: Leduc (1959) 

Range: e flat - f£*•* 

Performance time: 14 minutes 

The Fantasia is an attempt to bring serial composition and the 

French woodwind style together. Although not separated into movements, 

the composition is divided into several clearly defined sections in dif

ferent tempos and meters. The entire tonal fabric is built from the 

tone row stated in the first measure and repeated in transposed retro

grade by the clarinet in the second measure, as follows: 
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csprees, e un poco t/bero 

/T\ 

^ b-el- —^ 

Figure 43. Verettl, Fantasia, measures 1-2, Copyright by Alphonse 
Leduc & Co. (1959) 175, rue Salnt-Honore, Paris Ier Owners and 
Publishers, 

Analysis of the succeeding statements of the set and its derived forms 

indicates a probable misprint in the first measure. The thirty-second 

note e natural should be a d natural. A similar deviation from the 

strict serialization in measure 24 is also assumed to be a misprint. 

The Introductory section continues in an andante 3/4 meter in measure 

five. Horizontal statements of the series are handled contrapuntally 

between the clarinet and the piano. 
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In measure 24 an adagio 6/4 section begins in which the state

ments of the set and its variants involve both instruments and many si

multaneities. This section is twice Interrupted by florid clarinet 

cadenzas which contain free treatment of the set. 

The next section, entitled "Varlazioni," begins in measure 79 

in an allegro non troppo tempo and alternates between 2/4 and 3/4 meter. 

The meter changes to 6/8 in measure 137, but the composer fails to in

dicate what remains constant at this point. This writer feels that 

unless the eighth note remains constant ( J} m J) ), the sixteenth-note 

passages which follow will make unreasonable demands on the performer*s 

technique as well as producing unfortunate musical results. 

„ A nine-measure lento 4/4 section precedes the final allegro 

rlsoluto which starts in measure 161. The tempo and meters are similar 

to those in the variation section, but this section involves a fughetta 

treatment of the series variants. The piano states the original row as 

the fughetta subject. The clarinet answers with a transposed inversion 

of the row but maintains the rhythm of the subject. The three-voiced 

texture continues to the end with freer use of the tonal material. 

The composition is fairly difficult for the clarinetist, and 

some passages demand considerable technical facility. In the slow sec

tions the pianist must negotiate numerous left-hand tenths. In addition 

to the misprints, some of which have been mentioned above, the edition 

is characterized by poor quality paper and the large unbound leaves 

typical of this publisher. 



CHAPTER V 

CONCERTOS 

The concertos constitute by far the most disappointing group of 

compositions examined in this study. Eighty-one concertos and other 

solos with ensemble accompaniment were examined during the selection 

process, but only the following six works were considered worthy of 

careful attention by clarinetists. Two of these compositions were pub

lished during the first year of the period included In the study. One 

can only speculate about the dearth of works of high quality In this 

medium since the Copland and Hindemith Concertos were published in 1950. 

Both these concertos were dedicated to Benny Goodman and were probably 

commissioned by him. The limited market for published concertos as well 

as the small likelihood of their being performed has doubtless influ

enced composers and publishers. Those professional, semi-professional 

and university orchestras which have sufficient musical resources have 

been reluctant to perform wind instrument concertos. Most such works 

have been published in an arrangement for clarinet and piano, but very 

few of the accompaniments transcribe well. 

The study of good concerto literature is important in the de

velopment of a clarinetist, but the performer faces many problems in 

choosing a composition In this medium for performance. Most concertos 

demand the utmost in technical virtuosity and endurance from the 

96 
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soloist. Again, the likelihood of a performance, except in an unsatis

factory transcription, is small, 

COOKEt Arnold 

Composition: CONCERTO 

Publisher: Novello (1964) 
u 

Range: e - a*1* 

Performance time: 24 minutes 

Instrumentation: String Orchestra 

Movements: X Allegro 3/4 
II Lento 4/4 

III Allegro vivace 2/4 

The style of the Cooke Concerto, like the Sonata discussed in 

Chapter III, is copied from Hlndemith without the forcefulness of the 

master. In form the composition is entirely traditional, following the 

normal three-movement scheme. The Concerto is not a great work, but it 

has a place in the repertory. 

The clarinet states the principal theme of the first movement 

after only a two-measure introduction In the lower strings. Two more 

important thematic groups appear before the somewhat polyphonic de

velopment begins. The recapitulation beginning at number 15 Is follow--

ed by a long cadenza and a coda. This movement begins and ends in the 

tonality of B flat. 

The tonality shifts to D in the second movement. An eight-

measure lyrical clarinet melody begins the short first section. The 

section ends with a brief cadenza-like passage accompanied by sustained 

chords in the strings. The polyphonic middle section introduces new 
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material at a faster tempo. The starting melody and tempo return In 

measure 67 over new accompaniment figures, and the movement concludes 

with another quasi-cadenza. 

The tonality returns to B flat in the last movement. The 

melodic material contains some syncopation, and one of the melodies is 

rather similar to one in the Sonata. There are a few meter changes and 

one slower section of 63 measures which does not relate to the rest of 

the movement. 

The published edition leaves much to be desired. Both the piano 

score and the clarinet part have too many staves for the size of the 

pages, making the notation small and difficult to read. Many discrep

ancies exist between the clarinet part and the full score. In the first 

movement the a in measure 261 should be a flat and the e flat*" in meas

ure 410 should be e natural"*. In the second movement the eighth-note 

rest at the beginning of measure 19 should be a sixteenth-note rest and 

the eighth-note rest in measure 38 should be a quarter-note rest. In 

the third movement a sharp sign is missing in front of the f*' in meas

ure 75. The eighth notes in measure 279 of the first movement in the 

piano score should be c#*' and d'*. 

The Concerto is very difficult technically and one of the 

longest compositions examined. With the exception of some tremolos near 

the end of the second movement, the accompaniment has transcribed for 

piano better than most works in this group. 
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COPLAND, Aaron 

Composition: CONCERTO 

Publisher! Boosey & Hawkes (1950) 

Range: e - a#1" 

Performance time: 17 minutes 

Instrumentation: String orchestra with harp and piano 

The published version of this work for clarinet and piano was 

arranged by the composer. Although the Concerto has only one movement, 

it is clearly constructed in three main sections. The opening section, 

in triple meter, could be considered the equivalent of a slow movement, 

since it Is somewhat more extensive than a slow Introduction. The 

clarinet Introduces the principal thematic material after only four 

measures of a very simple accompaniment figure which continues in the 

orchestra. The quiet, lyrical and legato motion of this section con

trasts sharply with the vigorous and rhythmic activity in the later 

sections. An extensive cadenza beginning in measure 116 leads gradu

ally toward the tempo and mood of the second section. Some of the mo-

tivic material on which the subsequent sections are built is introduced 

in the cadenza, such as the following excerpt: 

Figure 44. Copland, Concerto, cadenza. Copyright 1949 by Aaron Copland. 
Reprinted by permission of Aaron Copland and Boosey and Hawkes Inc 
Sole Publishers. 
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A thirty-measure orchestral interlude in duple meter begins 

section two. The clarinet returns in measure ISO immediately after the 

meter changes from 2/4 to alia breve. The composer achieves unity by 

combining motives from the cadenza with accompaniment figures relating 

to other sections of the work. 

The meter changes to 3/4 in measure 268 and the tempo reverts to 

the quarter note unit. A transition toward the third section begins 

with the introduction of new material. Considerable humor is expressed 

in section three by means of crudely accented syncopations and ragtime 

rhythms. One reference is made to the sixteenth-note motive of the ca

denza in measures 324-325. A double meter signature (3/4 2/4) in meas

ure 379 indicates a regularly recurring pattern of one measure of 3/4 

followed by one measure of 2/4. A transitional passage very similar to 

the one preceding section three leads to a brilliant conclusion employ

ing material from the second section. 

The demands on the soloist's endurance in the first section are 

rather formidable. The eighty-measure cadenza, which builds in inten

sity, tempo and virtuosity requirements, comes after five minutes of 

almost continuous playing. The full score suggests one respite for the 

soloist by substituting a three-measure harp passage for measure 114 

and a still longer respite by having one viola play the last half of 

measure 112 and all of measure 113 of the solo. No such suggestions 

are found In the piano edition. 

The Concerto is difficult, not only because of the technical 

requirements mentioned above, but because of the range and the numerous 

reminiscences of early jazz styles. The soloist with some traditional 



Jazz experience would be at a decided advantage. One could expect to 

find some jazz material In a work written for Benny Goodman by a com

poser so well acquainted with purely American idioms. It could be said 

that the Concerto is not entirely serious -- in fact, one reviewer calls 

it "an exciting hotch potch Cslc3 of unpretentious tomfoolery, rever

ently dedicated to Benny Goodman."1 However, it certainly deserves a 

place in the clarinetist's repertory. 

DELLO JOIO, Norman 

Composition: CONCERTANTE 

Publisher: Carl Fischer (1955) 

Range: e -

Performance time: 17 minutes 

Instrumentation: 2 flutes (piccolo), 2 oboes (English 
horn), 2 B flat clarinets, 2 bassoons, 
2 F horns, 2 C trumpets, percussion and 
strings. 

Movements: X Adagio e con molto sentimento 4/4 
IX Tema - andante e semplice 4/4 

Five variations 

This published edition of the Concertante was arranged by the 

composer for clarinet and piano. The structural unity in both movements 

is achieved by motlvic variation. The germinating motive of the first 

movement is stated first by flute alone and then by the solo clarinet 

alone, as follows: 

1. Review by Peter Tranchell in Music and Letters. XXXII1/4 
(Oct., 1952), p. 366. 
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Figure 45 • Dello Joio, Concertante. I, measures 1-4. Copyright 1955 by 
Carl Fischer, Inc. Used by permission. 

The following motive, rather prominent In the movement is introduced by 

the solo in the eighth measure: 

§££ 
f 

i 

r r r r  r  
Figure 46. Dello Joio, Concertante, I, measures 8-10. Copyright 1955 
by Carl Fischer, Inc. Used by permission. 
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The first movement is divided into three sections separated by double 

bars. Although not tonal in the traditional sense, the first and third 

sections have a basic tonality of D, while the middle section centers 

around G. The middle section contrasts sharply with the outer sections 

because of its 6/8 meter ( J. - J ) and leggiero staccato mood. It is 

followed by a cadenza which leads directly into section three, contain

ing the tempo, meter, and much of the melodic material of section one. 

In the second movement the clarinet presents the following two-

measure theme after a two-measure introduction by oboe, English horn and 

the lower strings: 

Ob. E.H. 
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Figure 47. Dello Joio, Concertante. II, measures 1-4. Copyright 1955 
by Carl Fischer, Inc. Used by permission. 
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The theme and all but one of the five variations begin and end on G. 

The variations are fairly free, but the motives of the introduction 

the theme and even occasionally the first movement, are clearly dis

cernible throughout. The first two variations, in 3/4 and 9/8 re

spectively, and rapid in tempo, contrast with the third and fourth 

variations which are slower. The third is In 4/8 meter and the fourth 

in 4/4 in a quasi-recitative style. The final variation, in 2/2 meter 

with vigorous cross accents, Is the longest one. 

The solo part requires only slightly more than moderate tech

nical proficiency. The composer*s piano adaptation of the accompa

niment is as successful as such a transcription can be, but it makes 

greater technical demands on the pianist than does the solo part on the 

clarinetist. A comparison of the published edition with the rental 

full score reveals many discrepancies. In the second movement, the 

flat sign is missing in front of the b** in measure 310 of the clarinet 

part. A flat sign has also been omitted beside the trill indication in 

measure 435 of both the solo part and the piano score. So many solo 

articulations are different In the published edition that it would be

hoove the clarinetist to consult the full score before performing the 

work. No articulations whatever are marked in the solo part as It 

appears In the piano score in concert pitch, thus eliminating a helpful 

cross reference. The tempo of Variation III is stated Incorrectly as 

J • 76 In the piano score. It should be J) - 76. Lastly, the beaming 

of the eighth and sixteenth notes in the cadenza Is not in keeping with 

the best notatlonal practice. Although the motivlc development of the 

Concertante is not complex, the work deserves a place in the repertory. 
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ETLER, Alvln 

Compositions CONCERTO 

Publisher: Associated Music Publishers (1964) 

Range: e » a#,,# 

Performance time: 19 minutes 

Instrumentation: 3 trumpets, 3 trombones, 2 string 
basses and percussion 

Movements: I 4/4 J 56-58 

II 2/4 J - 132 

III 3/4 J - 48 

IV J - 144 

The Etler Concerto has a chamber ensemble accompaniment con

sisting of three B flat trumpets, three trombones, two string basses 

and a battery of seventeen percussion instruments manipulated by three 

players. The work is not available in an arrangement for clarinet and 

piano. Such a transcription would be highly unsatisfactory considering 

the importance of the percussion effects. The ensemble parts are avail

able on rental from the publisher. 

The first movement begins with a two-measure introduction by 

the ensemble. An important rhythmic motive, stated by the four 

different-stsed suspended cymbals, is illustrated below: 

wf ~~~~ -ff 

Figure 48. Etler, Concerto. I, measures 1-2. Copyright 1964 by 
Associated Music Publishers, Inc., New York. 
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This Is followed by a very dissonant chord in the brass marked forte-

pianissimo. The opening clarinet statement consists of the following 

two brief motives which form the melodic germ for the first movement: 

Figure 49. Etler, Concerto. I, measures 3-4. Copyright 1964 by 
Associated Music Publishers, Inc., New York. Used by permission. 

These materials become quite melismatic in the solo part with a variety 

of rhythmic and harmonic effects in the accompaniment. Although quite 

atonal, the work does not adhere to the principles of serial compo

sition. The movement ends as it began in the solo part on an f# con

cert, followed by a written f#*' in the glockenspiel, which is allowed 

to ring until the next movement begins. 

The second movement is somewhat of a scherzo based on the 

following two melodic ideas: 

ynf 

J~3 \ JbJ] JT1 \ 
i * I ' * i i 

Figure 50. Etler, Concerto. II, measures 1-3. Copyright 1964 by 
Associated Music Publishers, Inc., New York. Used by permission. 
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Figure 51. Etler, Concerto. IX, measures 33-35. Copyright 1964 by 
Associated Music Publishers, Inc., New York. Used by permission. 

The first is stated by the clarinet alone in the first two measures, 

the second appears in the third trumpet part in measure 33. This 

second motive is directly related to a clarinet passage in measure 55 

of the first movement. There is also one statement of the percussion 

motive from the first movement in measure 41. 

The third movement is the slow one and begins with three meas

ures of rhythmic motives in the string basses and percussion before the 

clarinet Introduces the principal melodic motive in long sustained low-

register tones. The principal motive develops and expands with various 

accompanying figures in the brass, percussion and string bass parts. 

The movement concludes with the first two clarinet phrases in retro

grade. 

Meter changes are infrequent in the first three movements. The 

last movement, however, has no meter signature, since there are seldom 

more than two or three successive measures in the same meter. The 

meters actually vary from 3/8 up to 10/8, each group of two or three 

eighth notes being marked with an Arabic numeral beneath the solo part 

in the score, as shown in measures 37-39: 
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Figure 52. Etler, Concerto. IV, measures 37-39. Copyright 1964 by 
Associated Music Publishers, Inc., New York. Used by permission. 

•4 r 

The first thirty measures are scored for the brass, with brief outbursts 

of percussion at some of the phrase endings. The trombones state the 

principal melodic and rhythmic material in unison in the first four 

measures and are joined in the fourth measure by the trumpets, which in

troduce a counter-rhythm. At letter C the basses take over the counter-

rhythm col legno and the brass become muted and staccatlsslmo for the 

entrance of the clarinet in measure 34. As in the previous movements, 

the solo part expands on the melodic and rhythmic materials, while 

various related motives occur in the accompaniment. One passage before 

letter O has the three trumpets sustaining minor seconds apart. A long 

and florid clarinet cadenza precedes a short coda based on the counter-

rhythm first introduced by the trumpets in the fourth measure. 

The Concerto contains little that has not become conventional 

twentieth century fare. No unusual notational practices are used, nor 

are any special timbre effects required. However, the work Is well 

constructed and.written idiomatically for the entire ensemble. It re

quires first-rate performers who have some acquaintance with Jazz 

styles, since the accompaniment parts are almost as demanding 
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technically as the solo. The Concerto should receive much attention 

from those colleges and universities where virtuoso wind and percussion 

ensembles exist, 

HINDEMITH, Paul 

Composition: CONCERTO 

Publisher: Schott (1950) 

Range: e - f*** 

Performance time: 21 minutes 

Instrumentation: Solo clarinet in A, 1 piccolo, 
2 flutes, 2 oboes, 2 bassoons, 2 
horns in F, 2 trombones, timpani, 
percussion and strings. 

Movements: I Rather fast 2/p* 

II Ostinato. Fast 2/2 

III Quiet 3/r 

IV Gay 2/f 

The work is not a concerto in the traditional sense since no 

cadenzas or extended virtuoso passages occur. Stylistically it offers 

nothing untypical of Hindemith's earlier instrumental solo works. In 

fact the four movements of the Concerto parallel very closely in tempo, 

structure and mood those of the clarinet Sonata (1939). The writer has 

a slight preference for the earlier work, but considers the Concerto an 

important addition to the repertory, particularly in view of the short* 

age of outstanding works in this medium. 

Two extended melodic ideas constitute the principal material of 

the first movement. The first, stated by the clarinet at its entrance 

in measure 33, follows: 
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fPT y p flTTr>jg % ?*0?$ 
Figure 53. Hindemith, Concerto. I, measures 33-40. Copyright 1950 by 
Schott & Company, Ltd., London, Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 

The solo part also introduces the second idea in measure 61, as follows: 

7u f  

Figure 54. Hindemlth, Concerto. I, measures 61-66. Copyright 1950 by 
Schott & Company, Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 
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Several lesser motives, stated by the accompaniment during the intro

duction, are developed throughout the movement. After an orchestral 

interlude beginning in measure 78, the clarinet returns in measure 94 

with a recapitulation of the above material a minor third lower. A 

quiet coda section begins in measure 143, but the final four measures 

are in the starting tempo, with the solo clarinet stating the opening 

orchestral motive. 

The second movement begins with the following two-measure 

ostinato pattern in the orchestra: 

p-p—— 
j , i  i i  1 = 

f 
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Figure 55. Hindemith, Concerto. II, measures 1-2. Copyright 1950 by 
Schott & Company Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 

Each repetition of the ostinato figure begins one-half beat earlier in 

the measure than the last on account of the two and one-half beats of 

rest following each. The cycle is completed after 11 measures when the 

pattern once again starts on the primary beat. Throughout this section 

the clarinet weaves a running legato eighth-note figure, and in measure 
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72 takes over the ostinato pattern while the accompaniment introduces 

contrasting material. The tutti passage beginning in measure 110 re

turns to the material of the first section. The limitations of the 

piano transcription are particularly apparent here. 

The third movement is built mainly on the extended lyrical melo

dy stated by the solo instrument at the beginning. In measure 34 this 

melody appears in the bass line on the dominant, vhile related material 

occurs in the upper voices. The solo part introduces a shorter con

trasting idea in measure 51. In measure 71 the orchestra brings a re

turn of the starting melody, greatly embellished by thirty-second-note 

chromatic runs in the accompanying voices. The final section of the 

movement is slower and, until the last five measures, deals with the 

secondary melodic material. 

Three principal melodic units form the material of the finale, 

and the statement of these with extensions and connecting passages oc

cupies more than half of the movement. A transition beginning in meas

ure 144 leads toward a kind of Recapitulation in measure 161. The 

recapitulation omits the third thematic idea, and, after a fermata, a 

coda section based entirely on the first melodic idea ends the movement. 

The Concerto is well written for the clarinet, but the extremely 

rapid tempo in the second movement demands the utmost in technical fa

cility of the soloist. The piano transcription of the accompaniment is 

effective, although in many places important contrapuntal lines have had 

to be deleted to avoid extreme difficulty for the pianist. 

Two flaws appear In the edition. In the first movement, a few 

measures are divided between two lines of the piano score. When single 



113 

measures in a different meter occur, the return to the original meter 

has not alvays been marked in the piano score. 

SEIBER, Matyas 

Composition: CONCERTINO 

Publisher: Schott (1953) 

Range: e - a*1• 

Performance time: 13 minutes r 

Instrumentation: String orchestra 

Movements: I Toccata. Allegro 4/4 
II Variasioni Semplici. Andante 4/4 

III Scherzo. Allegro 2/4 
IV Recltativo (Introduzione). Rubato 
V Finale. Allegro 4/4 ($) 

Walter Wurzburger arranged the published edition for clarinet 

and piano of this work by Seiber, a student of Kodaly. The Concertino 

is more traditional and tonal than the other selected compositions in 

this category and displays nationalistic leanings. The following quo

tation appeared in a review of the composition: 

There is much rhythmic and structural Ingenuity in 
Seiber*s Sonatina PsicD for clarinet and strings. None 
of its five movements escapes from the general harmonic 
acerbity, but there is a strong forceful logic in the 
harmonic element --- this is assuming that it is for B 
flat clarinet — no direction is given! * 

The first movement develops from the following three melodic 

ideas, the first two of which are presented by the clarinet, the third, 

by the accompaniment: 

1. Review by Bernard Rose in Music and Letters. XXXV/2 
(April, 1954), p. 173. 
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Figure 56, Seiber, Concertino, I, measures 1-2. Copyright 1953 by 
Schott & Company, Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 

mr ie33iero —• 

Figure 57. Seiber, Concertino. I, measures 20-21. Copyright 1953 by 
Schott & Company, Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 

Figure 58. Seiber, Concertino. I, measures 34-36. Copyright 1953 by 
Schott & Company, Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 
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The third idea is related to an eighth-note motive appearing during the 

* 

canonic development of the preceding idea9 and is bracketed in the 

score. Although the middle polyphonic sections of the movement do not 

adhere to any particular tonality, the first and last sections are 

clearly in G minor. 

The variations in the second movement are indeed simple. They 

consist of a running sixteenth-note figure which accompanies the third, 

fourth and fifth repetitions of the eight-measure legato quarter-note 

melody. The sixth statement of the melody, entirely in the accompa

niment consists of canonic imitation a half-measure later and one octave 

lower, followed by a brief concluding passage. 

The third movement is based on the following two principal mo

tives which are sometimes accompanied by strongly accented ostinato 

eighth-note figures: 

p m 

ynp scherzatido 

a 
Figure 59. Seiber, Concertino. Ill, measures 1-3. Copyright 1953 by 
Schott & Company, Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 
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Figure 60. Seiber, Concertino, III, measures 39-41. Copyright 1953 by 
Schott & Company, Ltd., London. Used by permission of Associated Music 
Publishers, Inc., sole U.S. agents. 

Some of the rhythmic clarinet passages are marked martellato (or "slap 

tongue" ad libitum). Frequent meter changes also occur in this move

ment. 

Although meter signatures are present, most of the fourth move

ment Is in a cadenza style to be performed "senza misura." The movement 

is a throwback to the nineteenth century nationalistic rhapsody and adds 

little to the composition. 

The Finale, like the first movement, is primarily in the to

nality of G minor. Rhythmically, it resembles the third movement except 

that it is even more vigorous and peasant-like. Again, much of the 

clarinet part is marked very staccato or slap-tongued. An optional cut 

can be taken from the end of measure 48 to measure 72. 

The Concerto is only moderately difficult technically for the 

soloist, but there are several long passages requiring considerable 

endurance. It could be effective in performance with a string ensemble. 

Except for the numerous col legno and pizzicato passages, the accompa

niment has transcribed well for piano. The polyphonic texture between 
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measures 42 and 55 of the first movement has been thinned necessarily in 

the transcription. The published arrangement is now out of print, but 

the full score and string parts are available on rental from the pub

lisher. 



CHAPTER VI 

CONCLUSIONS 

The foregoing evaluations stimulated certain observatIons, 

generalizations and conclusions about the state of the solo clarinet 

literature published during the interval covered by the study. 

The writer found far more solo material than he had thought 

existed. In the relatively short span of seventeen years, more than 

500 compositions became available to the clarinetist. This number did 

not include countless manuscript and custom-reproduced works or some 

foreign publications not readily obtainable in the United States. The 

increase in amount of published clarinet literature probably resulted 

simply from a corresponding increase in the number of composers and 

clarinetists active during these years. 

The abundance of creditable new solo performance literature is 

a matter of real importance to clarinetists and to teachers of woodwind 

instruments. The performer need not rely so heavily on chamber ensemble 

works in selecting materials for performance. The woodwind specialist 

has access to more performance material for teaching purposes and need 

not depend so much on technical exercises, contrived etudes and orches

tral studies. 

The published clarinet literature was generally very conserva

tive compared to the avant-garde works which have appeared for other 

media since the mid-nineteen fifties. Most publishers have been 
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reluctant to print anything at all experimental until it has ceased to 

be experimental and has become common practice. In spite o£ the trend 

toward aleatoric composition and the use of electronically synthesized 

sounds in the late nineteen fifties, only four partly aleatoric works 

and one electronic work were observed in the study. The latter, Charles 

Whittenberg's Study For Solo Clarinet With Electronic Extensions, was 

excluded because it is a custom reproduced work.* When the works se

lected by the author were compared with the Stravinsky Three Pieces 

(1919), Berg*s Vler Stucke (1924) and the Cage Sonata (1933), it became 

obvious that few new compositional Ideas for the clarinetist have ap-

peared In print. Most of the selected compositions revealed competent 

craftsmanship in styles which evolved during the second and third dec

ades of the twentieth century. 

Even In traditionally conceived works there still did not appear 

to be any universal practice regarding some aspects of notation. In the 

present study there were many works in which ambiguous notation was 

found. It is a matter of common knowledge that written or printed no

tation cannot preserve every expressive element of a work of musical 

art. However, to find inconsistencies in those elements of a composi

tion which can be notated with accuracy is regrettable in the extreme. 

Whether the fault lay with the composer or the publisher was not always 

clear. Those experimental techniques of composition which have been 

taking place throughout much of this century have shown our traditional 

1. A score can no longer be purchased, but Is available with 
the taped "electronic extensions" only on a rental basis from the pub
lisher's agent. 
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system oC notation to be even more inadequate. A few attempts at de-

signing new notation to suit the needs of the composer were observed in 

this study. However, these only increase the hazards for the performer 

rather than alleviate them. It was possible in most Instances to con

tact the composer for clarification of his intentions. Letters from 

those composers consulted during the study are contained in the Appendix. 

A marked increase in the number of unaccompanied solos and a 

corresponding increase in their importance in the repertory was observed. 

Since 1950, upwards of forty such works have become available. The 

twentieth century trends away from diatonlclsm, trladlc harmony and bar 

line dominance, as well as the renewed interest in improvisation, have 

contributed to this development. 

The influence of Stravinsky, Bartok and Hindemith was certainly 

evident in many of the selected compositions. However, with fifteen of 

the forty-one analyzed works either wholly or partly constructed of 

twelve-tone material, the predominating influence has come from the 

serialists. 

How many of the solos produced during the Interval of the study 

will remain in the clarinetist's repertory ten, twenty-five, fifty or a 

hundred years from now would be impossible to predict. Only those com

positions most likely to remain in the repertory for some time because 

of their musical interest, their Idiomatic writing for the clarinet, or 

their representation of widely accepted twentieth century schools of 

composition have been included in each category. The selected works 

were not equally inspired, nor did they fulfill their compositional ends 

equally well. If the percentage of these works remaining in the 
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repertory for a considerable time is consistent with the past, probably 

fewer than half will survive. 

The information contained in the annotations of the selected 

works should be helpful to clarinetists in choosing compositions pub

lished during the years included in the study and in preparing them for 

performance. 
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Letter from Jurg Baur 

4 Dusseldorf Nord 
Fischerstrasse 110 
12. 1. 1968 

Sehr geehrter Herr Fisher! 

Von meinem Verlag erhielt ich eine Anfrage von Ihnen zu meinen 6 
Bagatellen. Die von Ihnen erwahnten Triller in den Takten 19, 32 und 
35 der ersten Bagatelle sollen normalerweise mit dem oberen Halbton 
ausgefuhrt werden, Bei besonderen grlfftechnischen Schwierigkeiten 
kann ad libitum auch der obere Ganzton verwendet werden. 

Ich freue mich, dass Sle bei Ihrer Dissertation Beispiele aus meinen 
Kammermusikwerken vervenden und ware gelegentlich interessiert, Ihre 
Doktorarbeit kennenzulernen. 

Mit freundlichen Grussenl 

Jurg Baur 

Translation of above letter 

Dear Mr. Fisherl 

I have received your question about my 6 Bagatelles from my pub
lisher. The trills you mention in measures 19, 32 and 35 of the 
first Bagatelle shall normally be executed with the upper half-tone. 
In case of particular technical difficulty the upper whole-tone can 
be used, 

I am pleased that you are using examples of my chamber works in your 
dissertation and would be interested in seeing your thesis sometime. 

With kind regards1 

Jiirg Baur 



124 

Letter from Jtirg Baur 

4 Dusseldorf Nord 
Nagelsweg 74 
3/III - 68 

Sehr geehrter Herr Fisherl 

Zuzwischen habe ich Inhen noch einmal wegen der Bagatellen geschrieben. 
In Ihnen Brief v. 28. II. fragen Sie nach der "Ballata Romana." 
1) Das Werk entstand wahrend eines Stipendienaufenthaltes 1960 in Rom --
daher der Titel; dleser 1st zugleich symbolisch fur den Inhalt und die 
Form die in einem symmetrisch angelegten Verlauf sum Anfang zuruckfindet 
(A-B-C-B-A). Man entdeckt auch in Rom immer welter den Beginn der 
Romischen Antike. 
2) Das Zelchen o uber der Note bedeutet: flageolett, oder flageolett-
ahnlichen, verfremdetes echo artiger Klang (sotto voce, una corda): es 
blelbt dem Spieler iiberlassen diese besondere Klangfarbe zu realisieren, 

Mit kollegialen Grussen 

Jurg Baur 

Translation of above letter 

Dear Mr. Fisherl 

In the meantime I have written you again regarding the Bagatelles. In 
your letter of Feb. 28 you ask about the "Ballata Romana." 
1) The work was begun during a resident fellowship in Rome in I960, — 
hence the title; this is at the same time symbolic of the content and 
form, which returns by a symmetrically planned development to the be
ginning (A-B-C-B-A). In Rome one discovers again and again the origin 
of Roman antiquity. 
2) The symbol o over the notes means: flageolet or flute-like, distant 
echo-like tone (sotto voce, una corda). It is up to the player to 
produce this special tone color. 

Yours truly. 

Ju'rg Baur 
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Letter from Henri Pousseur 

28 Beard Avenue 
Buffalo, N.Y. 14214 
April 4, 1967 

Mr, Huot Fisher 
Chairman, Dept. of Music 
Frostburg State College 

Dear Mr. Fisher, 

It is right that the English version of the explanations to Madrigal I 
is somewhat misleading. At that time, my English was very little, so 
little that I didn't even try to control the translation of my French 
and German texts. It is only later, when I was here last year, that I 
noticed how bad it was. 

1. The player has to play what is written; the piece therefore, can 
be played on any kind of instrument: it was even played on a bass 
clarinet (in Prague). 

2. All black notes are natural, all "white" notes are "flattened," 
which means a half step lower. 

3. The word "shaded" has been wrongly used in the translation to render 
the words "barr£e" in French and "durchgestrichen" in German. That 
means what you call a "stroke through the stem." 

4. Grace notes with a stroke have to be always played as fast as pos
sible and always slurred. Without a stroke they may undergo some fluc
tuations of speed, one extreme (the beginning or the end or even some 
place in the middle or also the beginning and the end) being as fast as 
possible, the other somewhat or even much slower, but always reached 
gradually. If nothing is indicated, the articulation (legato, staccato, 
portato, mixtures) is then free. 

May I add some little remarks that have occurred in working with 
different clarinetists: 

1. Use the longer type of silences to introduce (especially at begin
ning and end, but also maybe somewhere in the middle) some truly long 
silences (up to 4 or 6 seconds); but not all, of course, there must be 
a constant variation of durations of notes as well as of silences. 

2, The abrupt dynamic changes need not always use the whole range from 
PPP to FFF. One can jump from pp to mf, for instance. 
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3, The portato sign means that the notes have to be at least somewhat 
longer than a staccato note but always at least somewhat separate from 
the next ones, 

4, 120 for the beat of the measured notes is really a very extreme of 
slowness. One should try to reach a tempo quite higher* The piece has 
to be very lively, almost clownesque at some moments (except, of course, 
the long and quiet possibilities of which 1 spoke. But clowns are also 
sad, you know. . .). 

!5, If one wishes it and is able to integrate it organically, one can 
introduce some special effects, like flutter-tongue, "chords," etc. 

With best wishes, 

Yours sincerely. 

Henri Pousseur 
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623 Chino Canyon Road 
Palm Springs, Calif. 92262 
May 4, 1968 

Dear Mr. Fisher, 

At long last I am able to look into this delicate clarinet situation. 
Today it seems to me that both, C or C#, are acceptable. It is more 
a matter of taste. I, too, would prefer the C# of the clarinet part. 

Please excuse the long delay. With best wishes, 

Cordially 

Ernst Krenek 



Letter from George Rochberg 
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Department of Music 
University of Pennsylvania 
Philadelphia, Pennsylvania 
Feb, 14, 1967 

Dear Mr, Fisher, 

The symbols you ask about were invented and used first by Arnold 
Schoenberg to Indicate stress or weight of phrase accent. Hence "J " 
indicates strong stress even if metrically it appears on a part of the 
measure or beat normally considered weak, " \j " is its opposite, very 
much like an upbeat feeling. I'm delighted to know you are working on 
my Dialogues, With all best wishes, 

Sincerely, 

George Rochberg 



Letter from Walter Steffens 
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2000 Hamburg-13 
Hochallee 125/3 
February 20, 1968 

Dear Mr. Fisher, 

Many thanks for your^letter of February 13, 1968. The theme of the 
Fugue in HOMMAGE A BI2LA BARTOK is borrowed from Bela Bartok's 
MIKROKOSMOS, Vol. 5, piece 132, bars 14/15. Cslc.1 The name of that 
Bartok»piece is *Major Seconds Broken and together*. I was very 
pleased to hear that you will perform my op. 5. I have just written 
my op. 16 HOMMAGE II with a fugue subject of Bartok,s MIKROKOSMOS, 
Vol. 5, piece 139, bars 22/23. I am sorry to have only a manuscript -
but I will send you a copy. If you like, you may have the first 
performance. 

Thank you, too 

Walter Steffens 
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