J.

S.

HERMSTEDT AND THE FOUR CLARINET CONCERTOS

01-

LOUIS SPOHR

by
Patrick A. Montoya

A Document Submitted to the Faculty of the

SCHOOL OF MUSIC
In Partial Fulfillment of the Requirements
For the Degree of

DOCTOR OF MUSICAL ARTS
In the Graduate College

THE UNIVERSITY OF ARIZONA

1980

THE UNIVERSITY OF ARIZONA

SCHOOL OF MUSIC

I

hereby recommend that this document prepared under my

direction by

PATRICK A. MONTOYA

entitled

J.

S.

HERMSTEDT AND THE FOUR CLARINET
CONCERTOS OF LOUIS SPOHR

be accepted in partial fulfillment of the requirements for the degree
of Doctor of Musical Arts.

,-1/12/Z
Signature

o_

(

./

12 C

Major Pro essor

5--Date

Acceptance for the School of Music:

diln,r/-44441e,

yo

Director, Graduate Studies in Music

24e-0,014-4'
Date

i6,

LIST OF ILLUSTRATIONS

Examples

Page

1.

Concerto II, second movement, measures 1 -8

11

2.

Concerto I, first movement, measures 151 -169

12

3.

Concerto IV, third movement, measures 1 -10

14.

Concerto III, first movement, measures 156 -157

1h

5.

Concerto IV, first movement, measures 162 -163

15

6.

Concert-) III,

18

7.

Concerto IV, second movement, measures

second movement, measures

iii

.

7 -10

1 -6

.

.

13

18

TABLE OF CONTENTS

Page

LIST OF ILLUSTRATIONS

iii

CHAPTER
1.

2.

HERMSTEDT'S LIFE, HIS INSTRUMENT, AND SOME
CONTEMPORARY ACCOUNTS OF HIS PERFORMANCE

i

THE CONCERTO MANUSCRIPTS; SOME COMPOSITIONAL
TECHNIQUES REVEALED IN THE CONCERTOS AND IN
SPOHR.'S WORKS FOR OTHER MEDIA

9

SELECTED BIBLIO3RAPHY

21

C A PT ER 1
.!4.

.

HERMSTEDT'S LIFE, HIS INSTRUMENT, AND SOME
CONTEMPORARY ACCOUNTS OF HIS PERFORMANCE

Great clarinet virtuosi have always been involved in the

expansion of the repertoire for their instrument.

In some cases

they were themselves gifted composers - -a good example being Franz

Tauch- -but their greatest contribution by far has been their
ability to inspire other, better composers to devote the time
and creative energy necessary to the composition of major works
for an instrument not usually thought of as a major solo medium.

Johann Simon Hermstedt's collaboration with Louis Spohr is

a

lesser known example of such composer -clarinet virtuoso partnerships which have included, among others, Mozart and Stadler,

Weber and Baermann, and Brahms and Muehlfeld.
Hermstedt was born on December 29, 1778, in Langensalza,
where his father was Kapellmeister to Prince Clemens.
of ten,

he was

At the age

sent to the School for Soldiers' Children in

Annaberg, where he was taught

a

little about all the instruments.

Six years later, in 1794, he went to Waldheim to study with

Knoblauch,

a

member of the town band, and later studied with Bar,

conductor of the local band in Colditz.

Langensalza and became
Clemens.

a

In 1797 he returned to

member of the regimental band of Prince

The band visited Dresden in 1799 where Hermstedt took

1

2

lessons in violin and figured bass, and visited the opera frequently, though there were unfortunately no opportunities to hear
fine clarinetists.1
On the return trip from Dresden in 1800, the band played for

Duke Guenther Friedrich Karl I of Sondershausen who was a passionate

devotee of music.2

On October 25, 1802, Hermstedt was made leader

and First Wind Player of the Duke's newly formed band.
was

a

(The Duke

connoisseur of wind instruments and had no steady orchestra

at Sondershausen.)3

The band consisted of two clarinets,

two oboes,

two bassoons, two trumpets, two horns, and trombone and bass -horn.
It was the

same instrumentation specified in Spohr's Notturno fur

Harmonie und Janitscharen-Musik, Opus 34, composed in 1815 and

dedicated to the Duke.4
Hermstedt may have studied with Franz Tauch,

a

great clarinet

virtuoso and teacrier, for it is known that the Duke had planned to
send Hermstedt to him.

Tauch composed very difficult concertos with

high c's and passages in tenths and octaves.
It was in 1808 that Hermstedt first met Spohr.

His patron, the

Duke, who was well aware of his stature as a virtuoso, sent him to

Gotha, where Spohr was leader of the orchestra, with the idea of

commissioning

1
2

li

5

a

work for clarinet.

In his Autobiography,5 Soohr

Stephen K. Johnston, "Louis Spohr and the Clrinetists of His
Time," NACWPI Journal, XXIII, 1 (Fall, 1974 ), P. 3.
Pamela
Clarinet ?irtuosi of the Past (London: P. Hale,
'

Johnston, Cp. cit., p. 3.
Ibid.
Spohr's Autobiography is not always a reliable source for dates
and accurate relating of events. For instance, he was inaccurate in relating the story of his use of the baton in London
in 1822 (see Arthur Jacobs, "Spohr and the Baton," Music and
Letters, XXXI, 14, pp. 307 -317).
Longyear has pointed out that

3

recalled his impressions when Hermstedt
appeared as clarinet player and attracted much attention by his
admirable performance. He had come to Gotha to request me to
write a clarinet concerto for him, for which the Prince, on the
condition that Hermstedt should be put in possession of the ms.,
offered to pay a handsome gratuity. To this proposal I gladly
assented, as from the immense execution, together with the
brilliancy of tone and purity of intonation possessed by
Hermstedt, I felt at full liberty to give the reins to my
fancy. After I had with Hermstedt's assistance made myself
somewhat acquainted with the technique of the instrument, I
went zealously to work and completed it in a few weeks. Thus
originated the Concerto in E Lsic] minor, published a few years
afterwards by Kuehnel as op. 26, with which Hermstedt achieved
so much success in his artistic tours, that it may be affirmed
he is chiefly indebted to that for his fame.
I took it over
to him myself at Sondershausen at the end of January and
initiated him in the way to execute it. 6
The first performance of Concerto I in C minor took place on
June 16, 1809, at Sondershausen, with Hermstedt playing the solo
and Spohr leading the orchestra.

The orchestra was made up of

court officials (who were expected to be able to play a musical

instrument), with some help in the string sections by members of
the band who could play string instruments.7

set off on his first tour, visiting Dresden,

Leipzig.8

Soon after, Hermstedt
Prague, Berlin, and

On later tours he was to visit Gotha, Hildburghausen,

Leipzig, Erfurt, Nuremburg, Gottingen, Hamburg, Kassel, Breslau,
Frankfurt, Vienna, and Amsterdam.9
The Second Concerto in E -flat major was written at Hermstedt's

6
7

8

9

the English translation of the Autobiography was done by
someone (the translator is anonymous) who was unfamiliar with
musical terminology (see Notes, XXVI, pp. 30 -31). There are
other mistakes also; for instance, the keys of the clarinet
concertos are scrambled and not in the proper chronological
order in the translation, though this is not the case in the
German original. For this reason, it was decided to mostly
use translations of excerpts from the Autobiography as they
appear in Pamela Weston's book: Clarinet Virtuosi of the Past.
Weston, Op. cit., p. 82. The wrong key is given for the
Concerto (see note above).
Ibid., p. 83.
Ibid.
Johnston, Op. cit., p. L.

request for

a

performance at

a

music festival at Frankenhausen in

It was the first music festival ever to be held in Germany.

1809.

Hermstedt requested
in F minor.

In 1828,

a

new concerto in 1821, the Third Concerto

Spohr wrote the Fourth Concerto in E minor

for Hermstedt for the music festival at Nordhausen.

Hermstedt retired from his position at Sondershausen on

November

9,

1839, and his last public appearance as a virtuoso was

at the Quedlinburg Music Festival in 1841.10

He died on August 10,

1846 of a throat disease, purportedly brought on by his years of

performance on the clarinet.11

Hermstedt modified his German- system clarinet to cope with
the difficulties of the Spohr concertos.

He collaborated with the

instrument maker Heinrich Gottlieb Streitwolf (1779 -1837) of
Gottingen, and the result was an increase in the number of keys
from 5

to

13, similar in plan to the clarinet of Iwan Muller

(1786 -1853), whose 13 -key clarinet was rejected by the Paris

Conservatoire in 1812.
In a preface to the first edition of Concerto

I

in 1810, Spohr

specified the added keys needed to play the piece:
I herewith present clarinetists with a Concerto, composed two
years ago for my friend, musical director Hermstedt of
Sondershausen.
At that time my knowledge of the instrument
was more or less confined to its compass, so that I took too
little account of its weaknesses and wrote some passages which,
at first glance, may seem impossible of execution.
However,
Herr Hermstedt, far from asking me to make changes, sought
rather to perfect his instrument, and by constant application,
soon attained such mastery that his clarinet produced no more
jarring, muffled or uncertain notes. In subsequent compositions for him I was able, therefore, to give free rein to

10
11

Ibid.
Oskar Kroll, The Clarinet (New York: Taplinger, 1968), p. 128.

5

my pen and had no need to fear that anything might be impossible
to him.
Herr Hermstedt and other good clarinetists sugested
the following amendments without which the Concerto could not
be properly performed: 1. A key for low E -flat and the trills
D -E -flat and A -B -flat, for the first finger of the right hand
(also called B -flat key). 2. A key for the middle F and the
trills E -F and B -C, for the third finger of the left hand.
3. A key for the trills A -B and B- flat -C for the first finger
of the right hand.
L. A key for middle A -flat for the first
finger of the left hand (next to the A key)
5. A key for
the low B -flat and the trills low A -B -flat and middle E -F,
for the third finger of the right hand.
6. Two adjoining
holes for the third finger of the left hand, for a true low
C -sharp or, preferably, for the same purpose a key for the
little finger of the left hand.
7. A hole on the lower side
of the clarinet to be covered by the thumb of the right hand,
for low B. 8. Both the long keys curved in such a way as to
enable the player to sound the medium B and C -sharp in quick
succession. For the passages which go beyond the normal
compass of the instrument, altered versions for those that
cannot reach the high c", are given in small notes in the
solo part.
May this Concerto induce other composers for the
clarinet ;surely the most perfect of all wind instruments if
played in the way Herr Hermstedt does) to avoid the monotony
of most existing clarinet compositions, which largely consist
of the repetition of technically simple and terribly trite
soloistic passages, and to look for wider fields for an
instrument su rich in compass and expression. 12
.

Hermstedt had

a

mouthpiece made of silver which he was using

in 1821, and in 1832 he had

a

screw- thread to attach his mouthpiece

to the barrel of his clarinet, and a slide joint in the center of
the instrument in order to change its pitch from B -flat to 4.13

also used

1815).

a

metal ligature (which had been invented by Muller in

He had clarinets pitched in B -flat, C, D, F, and E -flat,

none of which we have available to us, but

a

fourteen -key clarinet

belonging to the Duke of Sondershausen with silver -plated keys,

metal mouthpiece, and ivory rings and bell is in

a

museum at the

Sondershausen hunting lodge.i4

13

Stephen K. Johnston, The Clarinet Concertos of Louis Spohr
(unpublished dissertation, University of Maryland, D. 14. A.,
1972), PP. 53, 54.
Weston, Clarinet Virtuosi, pp. 93, 94.

111

Ibid.

12

He

6

Hermstedt had one serious rival:
Weber wrote his great clarinet works.

Heinrich Baermann, for whom
In the first half of the

nineteenth century, Hermstedt and Baermann reigned supreme among
clarinetists, perhaps even for all time.

There are many favorable

contemporary accounts of Hermstedt's playing.
1809 in the Allgemeine musikalische Zeitun

An early one of

was as follows:

In the previous week we heard here the chamber musician from
Sondershausen, Herr Hermstedt. Not often has a virtuoso

delighted the entire audience in the auditorium
never
.
a virtuoso on a wind instrument.
But Herr Hermstedt is also
.
.
the superior of all
.
clarinetists
.
.
he conquers
difficulties on his instrument with greatest facility, precision, and grace -- difficulties which one felt until now were
impossible to mount with success.
.
15
.

.

.

.

.

.

.

Moritz Hauptmann, in
about Hermstedt:

a

letter to Spohr in 1859, reminisced

"He used to play your glorious clarinet music

beautifully in those days."16

Another contemporary, J. G. H.

Backofen, wrote in his Anweisung of 1824:

"Hermstedt surpasses all

others in his mastery of difficulties and through his highly
17

expressive delivery."
Often Hermstedt was compared with his contemporaries, par-

ticularly with Baermann.

Karl Reissiger,

a

contemporary, wrote:

have heard several gifted clarinetists, even the greatest
of the present:
Hermstedt, Iwan Muller, Baermann .
Hermstedt surpasses all. 18
I

A critic who heard both Hermstedt and Baermann within

a

week

of each other in Frankfurt in 1819 compared Baermann to Hermstedt
as consummate prose vis a vis poetry, and a reviewer two years

1

16
17
18

Johnston, "opohr and Clarinetists," p. 4.
Ibid.
Weston, Op. cit., pp. 78, 79.
Johnston, "Spohr and Clarinetists," p. 4.

7

later in Leipzig, after hearing both, proclaimed Hermstedt the
better player.19
Carl Maria von Weber also knew them both.

A comparison he

wrote in his diary is less adulatory toward Hermstedt:

Hermstedt played twice very beautifully. A thick, almost
stuffy tone. Surmounts tremendous difficulties, sometimes
completely against the nature of the instrument, but not always
well. Also pleasing delivery. Has many strings to his bow,
which is all to the good.
But lacks the uniform quality of
tone which Baermann has between the high and low notes, and
his heavenly, tasteful delivery. 20
Though he thought Hermstedt supreme among clarinetists, Spohr
also voiced some misgivings acout the balance in Hermstedt's playing

between finger dexterity and musical expression:
several other musicians were of the same opinion, that Hermstedt
does not develop his taste to the same extent, though he
continues to improve his technique. His performance is full
of mannerisms, verging on caricature. 21

Heierman suggests that Hers stedt's emphasis on technique may
reflect his early experience in military bands,22 but Pamela Weston
sees it as an extension of the artist's own hearty and flamboyant

character.

23

That Hermstedt performed the clarinet concertos on tours

throughout Germany is evidence cf

a

prodigious technique.

His

repertoire seems to have been rather limited for he composed no
music that is known of, and other than Spohr's compositions, he

appears to have played only Mozart's Quintet and Concerto and
some pieces by minor German composers.

Three concertos by Max

19

Ibid.

20

Weston, Clarinet Virtuosi, p. 78.
Louis Spohr, Autobiography (London: William Reeves, 1378, p. 210.
Gerald Heierman, "Some Notes on Clarinetists J. S. Hermstedt and
H. J. Baermann, Woodwind World, (June 1, 1965), P. 11.
Weston, Op. cit., p. 79.

21
22
23

8

Eberwein were written for Hermstedt, and Iwan Muller dedicated his
Second Quartet for clarinet and strings to him.24

Hermstedt also

played pieces by his friend, Albert Methfessel, and by Krommer.
Some speculation has been advanced that Weber's Grand Duo

Concertant, Opus 48, was written for Hermstedt, for it is the only
composition for clarinet by Weber which is not dedicated to Baermann.

Weber's diary records a Savoyard Song and

a

clarinet concerto for

Hermstedt in 1815, but neither has been discovered. 25
It is perhaps not surprising that Spohr made technical demands
in such things as extension of range that are not equaled until the

twentieth century, for the early eighteen-hundreds saw
rise in the pcoularity of virtuoso wind concertos.

a

dramatic

In an article

on the clarinet in England, Rendall says:

The years 1800 to 1850 were the golden age of wind instrument
playing. A L:ncert, whether metropolitan or provincial, was
not considered complete without some form of wind music; if not
a concerto, then an obbligato to support a fashionable soprano,
preferably with a double cadenza. It was also an age of itinerant virtuosi; Europe seemed to provide an unlimited supply
of flautists, oboists, fagottists, basset hornists and clarinetists, and these musicians were listened to as attentively
and criticised as thoroughly as contemporary singers, pianists
and violinists. In the 'fifties the interest seems already
on the wane; wind concertos vanish from programmes; obbligati
get fewer and fewer and eventually disappear, and the wind
player is relegated to the position of inferiority in public
estimation he has occupied till quite recently. 26

24
25
26

Ibid., p. 93.
Ibid., pp. 88, 89.
F. Geoffrey Rendall, "A Short Account of the Clarinet in
England During the Eighteenth and Nineteenth Centuries,"
Proceedings, LXVIII (1941-1942), pp. 61, 62.

CHAPTER

2

THE CONCERTO MANUSCRIPTS; SOME COMPOSITIONAL TECHNIQUES REVEATRT)
IN THE CONCERTOS AND IN SPOiR'S WORKS FOR OTHER MEDIA

The publishing of the concertos and the discovery of the

manuscripts is an interesting story in itself.

The First Concerto

was first published in 1810, the Second in 1822, twelve years after
it was composed.

The Third and Fourth Concertos were not published

during Spohr's lifetime, for Hermstedt kept the manuscripts and
they disappeared after his death in 1846.

Although he had kept

the manuscripts of the first two concertos as well, Spohr had

persuaded him to have them published.

Carl Rundnagel, one of

Spohr's pupils, brought out an edition of the Third and Fourth

Concertos with piano accompaniment in 1884, though it is not known
whether he had the original manuscripts, or copies of the originals,
or orchestral parts available to use as source material.

The

original manuscripts, long thought to have been lost, have turned
up recently in museums in Vienna, Zurich, and Gotha.

Manuscripts of Concerto II and Concerto III in the library of
the Gesellschaft der Musikfreunde in Vienna (catalogue # VIII 5207

and catalogue # VIII 28036) were identified as being in Spohr's
hand by Stephen K. Johnston,

27

7

though the present writer could

Johnston, Clarinet Concertos, p. 70.

9

10

find no corroboration of his analysis by any other authority.

Johnston also identified

a

manuscript of Concerto

I

in the Allgemeine

Musikgesellschaft Zuerich (catalogue # AMG XIV 866) as being in
Spohr's hand, though it was not catalogued as such by the museum.25
The autograph score of Concerto IV, long thought to have been
lost along with the score of Concerto III, was brought to the at-

tention of the Louis Spohr Gesellschaft of Kassel by the director
of the Gotha State Museum, and the Gesellschaft brought out a new

orchestral edition of the Fourth Concerto in 1976.

Though Spohr wrote music in

a

wide variety of idioms:

sym-

phonies, operas, oratorios, quartets, and many kinds of chamber

music, the corîerto was perhaps most characteristic of his musical
genius.

Veinus has discerned a concerto -like principle in many

of Spohr's compositions in other media:

The virtuoso attitude . . . conditioned Spohr's approach to
composition, and even his quartets and symphonies have a way
of sounding like concertos in disguise. . . His "solo quartets,"
so called, are hardly more th;n chamber concertos for solo
violin and string -trio accompaniment; and his double quartets
are for the most part so scored that the second quartet constitutes a kind of ripieno background for the first. The
double quartets are, on the whole, an interesting transplantation of the concerto grosso into chamber music. . . One of
his symphonies, pontifically entitled The Earthly and Divine
in Human Life, Opus 121, is an even more curiously experimental
It is scored for
embodiment of the concerto grosso principle.
two orchestras:
a small orchestra of eleven solo string instrument representing the divine, and a full orchestra representing the earth -bound elements in human existence. Spohr's
trite and rather pompous philosophy is all too evident in his
treatment of the two orchestras. The symphony, as Hadow
observes, "like everything else turns to a concerto at his
touch, and except for a few passages in the finale, the human
orchestra has no function but that of accompanist." 29

26
29

Ibid., p. 64.
Abraham Veinus, The Concerto (Garden City, N. Y.: Country Life
Press, 19411), pp. 156 -57.

11

Spohr wrote fifteen violin concertos, of which the best are the

Seventh (1315), Eighth (1316), and Ninth (1820), all three composed

in the period between the composition of the Second and Third

Clarinet Concertos, and all three still occasionally performed.
There is an intimate relationship between the violin concertos and
the clarinet concertos of Spohr.

Elements of form and style are

common to both, and many of the figurations in the solo clarinet
parts may reflect Spohr's familiarity with composing for violin.

Yet, while there are many passages that are not particularly idiomatic for the clarinet,

a

comparison with the difficult solo

passages in his violin concertos demonstrates that Spohr did modify
his style to fit the technical possibilities of the less familiar

instrument, and there are many other passages that beautifully
highlight the contrast of registers on the clarinet, and particularly
make use of the low register for long solo passages.

(Example 1.)

Spohr was among the first composers (another at about the same time
being Weber) to make use of the low register in this way, since the
middle, or clarion, register had been considered the most char-

acteristic of the instrument.

Example 1.

Concerto II, second movement, measures 1-8.

12
Spohr was

a

great virtuoso on his own instrument,

and his violin

concertos are noted for their great technical difficulty.

Although

his use of chromaticism probably influenced his successors, in his

treatment of form he was conservative.

Only his Eighth Violin

Concerto, the Gesangsszene, Opus 47 in A minor, is

a

new development.

It is in one long movement, although the normal three -movement

structure is still discernible.

It was one of the earliest examples

of a single- movement concerto and was highly successful in tying the

three movements together.

Veinus calls it

development of the form.30

a

milestone in the

The opening section is in the form of a

free recitative.

Spohr had used a recitative in the second movement
31
of his Sixth violin Concerto
and similar instances of the

influence of vocal forms can be found in the clarinet concertos, most
obviously in Concerto I where, in the first movement, the clarinet

introduces

a

melody from Spohr's opera, Alruna, and treats it as a

short aria variation within the larger movement.

Example 2.

l

30
31

Ibid.,

(Example 2.)

Concerto I, first movement, measures 151 -169.
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p. 158.

Benjamin F. Swalin, The Violin Concerto (Chapel Hill: University
of North Carolina Press, 19111), p. 158.

13
The finale of Spohr's Violin Concerto VI in G minor (1808)

employs Spanish folk tunes which Spohr had heard sung by a Spanish
He wove them into the violin solo and, in the orchestra,

soldier.

imitated the guitar accompaniment as he had heard it.

Twenty years

later he employed the same device of Spanish songs with guitar -like

- '.t

accompaniment in the last movement of his Fourth Clarinet Concerto.
(Example 3.)

Example 3.

Concerto IV, third movement, measures 1 -10.

7 JJ
7JI . - 7/ .M--_
!!lra

Rondo al Espagnol

t.1`! ...
r

SrIlY..m

mis/.=

MIIII:MMI

IVV

=or
MS Or

MI

m.

n.i= too

-t-_!Z
imi.mt IMP MM..

IIMIUM-.! MI
I

= IIIMIN

Solo

.r

.r

-MUS

MINIMIIMMIIIIM NM el

MI IIM-NW
M11/7/M
MIMI WM/ Ail MII

...1.1111

11111MW

ANIMI

MN

/

MON....01._

:MN

IMI

I'7.I
.s

-

/.M11...M MIMIIMS

MS-MIMI
1110111...
IN ...
I

UN JM!.
'r

ALM MI

JIB= MINIM=

AMIN

-

MIi_'aJ.l1M.
-=MI
M

IMIN M"IMIIIIIIMIMP7.1 MI

;AM

NO

ANIMI

A favorite element of composition in Spohr is variation.

fond of repeating

a

as an imitation of a

a

He is

simple theme in various disguises, particularly
vocal aria, or in

employing fast triplets.
again in

M

a

snappy, scherzo -like rhythm

Veinus mentions this compositional device,

discussion of the Eighth Violin Concerto:

The treatment of the first motive of the concerto is typical.
It is taken through a promising series of chromatic evolutions
from which it emerges as unscathed as if it had never entered.
(As a matter of fact, a replaying of the Spohr violin concertos
generally re- inforces the impression of music that never manages
to get anyplace.) 32

32

Veinus, Op. cit., p. 158.

114

The most difficult passages technically usually come at the end
of sections or in transitional material.

One such passage occurs in

the first movement of Clarinet Concerto III (Example 4), where the

soloist has

a

brilliant series of octave leaps covering most of the

range of the instrument.

The technical difficulties for the clar-

inetist often arise not just from rapid and awkward fingerings and
articulations, and the sometimes elaborate ornamental figuration, but
also from excursions into the extreme high range of the clarinet, and
the fact that many long passages have no place where the soloist can

take a breath.

Hermstedt was famous for his ability in the high

register and for his long -windedness, as these passages demonstrate.
Example L.

Concerto III, first movement, measures 156 -157.

We have one example of Hermstedt's direct contribution to the

concertos:

a

two -measure ossia in the first movement of Concerto IJ,

marked von Hermstedt in the Carl Rundnagel edition.

(Example 5.)

There are three other ossias in the Fourth Concerto, and many in the
other concertos as well, but only this ossia is more difficult than
the passage it replaces.

Since the other ossias were undoubtedly

written for the purpose of bringing the concertos within the technical capabilities of
sales,

a

larger number of players, and thus increasing

difficult ossia can be safely assumed to be

contribution by Hermstedt.

a

genuine

In the new edition of the Fourth Concerto

brought out by the Spohr Gesselschaft in 1976, Hermstedt's ossia is

15
written in the regular staff, and the simpler alternative (given as
the original in the Rundnagel edition) is written as an ossia.

No

explanation is given for this change, and perhaps it was done only
for the sake of consistency.

Example 5.
/NM/MI

Concerto IV, first movement, measures 162 -163.
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Spohr always wrote out his cadenzas, for he had been dismayed at
the liberties taken by Italian singers he had heard when on

that country in 1816.

a

tour of

In his Violinschule (1831), which became a

milestone in violin pedagogy, Spohr wrote:
Because of the fact that followers invariably sought to outdo
their predecessors, also desiring to add something new, there
arose, ultimately, such arbitrary conceptions and lack of taste
in embellishment that composers found it advisable to write out
the necessary embellishments, at first in small notes, leaving
their values to the discretion of the performer, and later in
large notes with precise indications of their time values. 33

Spohr also warned against using too much vibrato and rhythmic

freedom in his music.34

He wrote that trills should begin and end

on the principle note and should be terminated with a Nachslag, or
turn, even when not indicated, except for some cases when, because of
the shortness or context of the trill, a turn would not be possible.35
In the Trillerkette, or chain of trills, he writes that the Nachslag

should be applied only to the final trill, unless it is in long note
values; then the Nachslag would terminate each note.36

33
31:

35

36

Swalin, Op. cit., p. 10 (footnote).
Johnston, Clarinet Concertos, p. 88.
Ibid., p. 94.
Ibid., F. 95.

He says

l6

further that trills in

fast and spirited movement should be quicker

a

than those in a slow movement, and that in general a semitone trill
should be somewhat slower than

a

whole -tone trill because the ear

cannot hear the smaller interval at so rapid a change.37

Though in

all cadence trills, the speed of the trill must remain constant, in
an Adagio, or in a trill embellishing the melody, Spohr says that

a

good effect can often be produced by starting slowly and gradually
18

increasing the speed."
Though Spohr's instructions are helpful in interpreting his own
music, Dannreuther warns that Spohr is not

a

good guide to the

interpretation of the music of other composers of his time.39
Veinus calls Spohr

a

"fat, romantic soul, with neither the

strength nor the delicacy to bear up under an addiction to minor
keys. "40

It is not a matter of chance, therefore,

the four clarinet concertos is in
in E -flat.

a

that only one of

major key, the Second Concerto

Another trait of Spohr's that is readily discernible in

the clarinet concertos is his fondness for modulations to the mediant
and submediant.

This is evident in the slow movements of the last

three concertos, in which contrasting middle sections are set

third -related keys (for instance:

B -flat major -D minor in the

Second

Concerto slow movement).
A weakness in Spohr's compositional style that is mentioned by
some writers relates to his use of rhythm.

cited by Swalin as

37
38
39

40
41

a

Rhythmic monotony is

serious defect in the violin concertos,Ll and

Ibid., p. 96.
Ibid.

Edward Dannreuther, Musical Ornamentation II, p. 136.
Veinus, Concerto, p. 157.
Swalin, Violin Concerto, pp. 13, 28.
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Johnston extends the criticism of weak rhythm to the clarinet
concertos as we11.L2

There is often

a

lack of strong rhythmic drive

in Spohr's works, and in some movements, like the third movement of

Clarinet Concerto III, the rhythmic pulse is very difficult to define.

Certainly it is true that he did not develop rhythm with the same
ingenuity that he employed in developing harmony in his compositions.
His meters can often be modified to good effect (as in slowing down
to set off a cadence or announce the beginning of a particularly

brilliant passage), but, as mentioned earlier, Spohr cautioned
against using too much rhythmic freedom in interpreting his music

.»

Spohr wrote the accompaniments for a standard orchestra with
winds in paire, trumpets, horns, and timpani.
in the last two concertos.

He added trombones

The first two concertos use no orchestral

clarinets; the Third Concerto has two B -flat clarinets and no oboes,
and the Fourth uses two clarinets in A.

scored for reduced forces.

The slow movements are all

Spohr's orchestration is clear and

effective, particularly in the Second and Fourth Concertos, both

written for festivals.

The Second Concerto illustrates an effective

use of the timpani, which introduce the third movement.

however, Spohr was conservative in his treatment.

Overall,

Of the orches-

tration of the violin concertos Swalin says:
Spohr remained behind the significant advances already effected
in the expansion and development of the orchestral unit. The
influence of contemporaries such as Beethoven, Weber, Marschner,
and Berlioz had touched him but lightly. LL

Mozart was Spohr's mentor, and his direct influence can be heard
in the clarinet concertos, particularly in the slow movements.

42
43
14)4

Johnston, Clarinet Concertos, p. 84.
Ibid., p. 88.
Swalin, Op. cit., p. 29.

The
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opening of the slow movement of the Third Concerto uses

a

similar

melodic line to that of the slow movement of Mozart's Clarinet
Concerto, only with different rhythmic values

(Example 6), and the

beginning of the slow movement of Concerto IV is almost

a

quote from the opening of the overture to The Magic Flute.

Example 6.

Concerto III, second movement, measures

direct
(Example 7.)

7 -10.

Solo

Example 7.

Concerto IV, second movement, measures 1 -6.

Larghetto

M.J,92

Solo

Spohr wrote in
he wrote operas,

a

wide variety of idioms; besides his concertos

oratorios, symphonies, and

large number of various

a

chamber works, including a fine Nonet, Opus 31, for flute, oboe,
clarinet, bassoon, horn, violin, viola, cello rnd string bass.

The

clarinet is also included in his Octet, Opus 32, his Septet, Opus
147, and a Quintet, Opus 52, for piano,

bassoon.

flute, clarinet, horn, and

Works that feature the clarinet in

all written for Hermstedt,

include:

opera, Alruna, with orchestra

Peter von Winter,

a

soloistic capacity,

variations on

a

theme from his

(1809); the Potpourri on Themes of

Opus 80, with orchestra (1811); Fantasie and

Variations on a Theme of Danzi with two violins, viola and cello,
Opus 81 (1814); and in 1837 the Six German Songs, Opus 103, with

soprano voice and piano, written at the request of the Duchess of

Sondershausen.

19

Spohr received tne greatest acclaim for his nine symphonies,

several of which are early examples of program music.

His Fourth

Symphony, "The Consecration of Sound," was inspired by

ä

poem by

Pfeiffer, and Spohr's instructions were that the poem either be

printed in the programs or read aloud to the audience before the
performance, "no doubt," says Veinus, "for the improvement of their

immortal souls. "145

The Sixth,

four historical styles:

"An Historical Symphony," represents

the first from the period of Handel and

Bach (dated by Spohr as 1720), the second from that of Haydn and

Aozart (dated 1780), the third from the time of Beethoven (dated
1810), and the fourth from the "present period"

(1840).

There is

general agreement that Spohr's hand is obvious throughout.

The two

other program symphonies are the Seventh, "The Earthly and Divine in

Human Life," described earlier (see page 10), and the Ninth, "The
Seasons."
There are probably

a

number of reasons for the comparative

neglect of Spohr's clarinet concertos at the present time.

They

have undoubtedly shared the critical and popular decline of Spohr's

other works,

a

very recently.

decline which continued steadily after his death .ntil
In his own lifetime,

Spohr was a highly acclaimed and

very popular composer; in England he was even considered the equal of

Beethoven.

His later decline can be observed in the length and in

the tone of discussions of his work.

For instance, in the second

edition of Groves Dictionary of Music and Musicians, published in
1904, Spohr is given, besides
a

a

lengthy article under his own name,

four -column discussion under "Symphony."

45

Veinus, Concerto, p. 157.

It is carried over almost

20

intact into the third edition of 1927, but the 1951

fifth edition

gives only a short, one- paragraph listing of Spohr's symphonies.

After mentioning the Fourth, the Sixth, the Seventh, and the Ninth
Symphonies, the discussion ends with:

"But for the titles, these

symphonies would probably share the dusty oblivion into which the
rest of Spohr's work has fallen; for it is only in their titles that
46
they survive."
One senses in much of this derogatory commentary on Spohr,

particularly in the writings of late nineteenth and early twentieth century authors, a need to place him in a more realistic perspective
than his enormous earlier popularity had suggested.
however, is surely too harsh

a

final judgment.

"Dusty oblivion,"

The clarinetist in

particular can benefit from an inclusion of Spohr's works, especially
the concertos,

in his study and performance.

The concertos represent

Spohr at his very best, and as such are a fitting tribute to the

great clarinet virtuoso from Sondershausen who inspired their
creation.

lab

Groves Dictionary of Music and Musicians, fifth edition, vol. 8,
p. 227.
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