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Clarinet Concertos Volume 1 : 
Clarinet Concerto No. 1 in F major 
Double Clarinet Concerto in B flat major 
Clarinet and Bassoon Concerto in B flat major 

Carl Philip Stamitz is the best-known representative of the second generation of 
composers who were active at the court of the Elector Palatine in Mannheim during the 
middle decades of the eighteenth century. He received his earliest musical training from 
his father, Johann Stamitz, Director of Instrumental Music and leader of the incomparable 
Mannheim court orchestra, and in the years following his father's early death, from the 
court musicians Christian Cannabich, lgnaz Holzbauer and Franz Xaver Richter. Extant 
orchestral registers for the period 1762-1770 list Carl Stamitz as a second violinist in the 
court orchestra, a position which enabled him to forge a brilliant performing technique as 
well as study the contemporary Mannheim repertoire. 

Stamitz left Mannheim in 1770, travelling to Paris where, the following year, he was 
appointed court composer to Duke Louis of Noailles. In Paris he made contact with many 
leading musicians including Gossec, Leduc, Beer and with Sieber, who published a 
number of his newest compositions, and, together with his brother Anton, was a regular 
performer at the Concert Spirituel. In the summer of 1772 Stamitz lived at Versailles and 
composed the first of several programme symphonies, La promenade royaie. His 
journeys as a virtuoso took him to Vienna in 1772, to Frankfurt the following year and in 
1774, to Augsburg, Vienna and Strasbourg where he published the Six Quartets Op.14. 

Stamitz's departure from Paris has not been accurately documented although the 
music historian Carl Ferdinand Pohl claimed that he was in London from 1777 until at least 
1779. The Paris years were secure and relatively prosperous for Stamitz. After his 
departure, however, he never again held an important permanent position even during the 
years of his greatest international fame. In London he published many compositions, 
especially chamber works, and continued to style himself composer to the Duke of 
Noailles. Some time after 1779 he moved to The Hague where he appeared as a viola 
soloist in at least 28 concerts at the Court of William V of Orange including one on 23rd 
November 1783 in which Beethoven (aged twelve) played the fortepiano. 

During the next few years Stamitz travelled incessantly, presenting academies in 



Hamburg, Lubeck, Magdeburg, Leipzig and many other centres. He directed a 
performance of Handel's Messiah at the Cathedral in Berlin in 1786 and in 1787 was in 
Nuremberg for a performance of his musical allegory on the occasion of Blanchard's 
balloon ascent. 

Stamitz's last years followed much the same pattern as the decade immediately 
following his departure from Paris. He travelled extensively, made occasional petitions for 
employment and sent his compositions as far afield as Wales and Russia in the hope that 
they would win him lucrative compensation. In the mid-1790s he served briefly as 
Kapellmeister and music teacher at the university in Mannheim but the income was 
insufficient for him to support his family. His wife of ten years, Maria Josepha (nee Pilz) 
died in January 1801 and Stamitz himself died in November the same year shortly before 
his planned trip to St Petersburg received official sanction. In spite of his early fame, his 
obvious gifts as a performer and composer and his sporadic experiments in alchemy, Carl 
Stamitz died so heavily in debt that his possessions had to be auctioned to help pay his 
creditors. A printed catalogue of his music collection was printed for a separate auction in 
1810 but the collection itself has long since disappeared. 

Among Carl Stamitz's best-known orchestral works today are the clarinet concertos, 
written, as far as we can determine, during the period c.1770-1790. As the Mannheim 
court orchestra, of which Stamitz was a one-time member, was among the first in Europe 
to include clarinets among its forces, he would have had an opportunity from his earliest 
years to hear the new instrument used orchestrally, and, of course, as a solo instrument in 
both concertos and chamber music. This early experience of the clarinet was 
consolidated further through Stamitz's friendship with the great Bohemian clarinet virtuoso 
Johann Joseph Beer (1744-1811), whom he met in Paris. Their professional association, 
similar in many ways to that of Mozart and Stadler, resulted not only in a number of joint 
performances at the Concerts spirituels but also in a succession of concertos and 
chamber works which were composed for Beer's use. Stamitz's eleven solo concertos, a 
double clarinet concerto and a concerto for clarinet and bassoon make him one of the 
most prolific composers for the instrument during the eighteenth century and a figure of 
real significance in the history of the instrument. 

As is so often the case with music of this period, very little information has come down 
to us about the genesis and early performances of these works. Although it is possible at 
times to establish a tentative composition date, little more can be added to place the works 



in context. 
The F major Concerto (No.1) was the most popular clarinet concerto of the early 

classical period and the only work of its kind by a Mannheim composer to survive in 
multiple contemporary prints. It is also the only one of Stamitz's concertos to be written for 
the C clarinet. The work may have been composed as early as 1777 but was certainly in 
existence by 1786, the year it appeared in print together with five of the composer's other 
clarinet concertos. The bright opening Allegro is written in the best Mannheim fashion 
although it's dotted 'military' theme owes a little to Parisian fashion. The mellifluous 
clarinet writing makes very effective use of the low chalumeau register and also the wide 
vocal skips which were to become so much a part of Mozart's clarinet style. The orchestral 
accompaniments in the solo sections are a little more complex than is usually the rule 
during this period, which may point to a slightly later composition date. The rather 
introspective slow movement, cast in the minor mode, has a grave beauty and calmness 
about it in complete contrast to the exuberant Rondo which follows with its driving tuttis 
and solo pyrotechnics. 

Concertos for more than one solo instrument were by no means uncommon during the 
Baroque period and in some instances, such as Bach's Brandenburg Concertos, the 
combinations could be unusual to the point of being almost bizarre. Stamitz's essays in 
the genre, however, perhaps owe less to the Baroque concerto grosso than to the new 
hybrid form, the sinfonia concertante, which was highly popular in both Mannheim and 
Paris. Stamitz himself was a leading exponent of the new form and did much to popularise 
it in Paris. With its great freedom of instrumental writing and brilliant exploitation of 
orchestral colour, the sinfonia concertante also played an important r6le in loosening the 
stylistic shackles of the concerto proper, which still retained many vestigial Baroque 
characteristics. Although Stamitz's Double Clarinet Concerto and the Concerto for 
Clarinet and Bassoon both benefit from the liberating influence of the sinfonia concertante, 
they still demonstrate the strong stylistic dualism of the early classical concerto with their 
modern, fully-symphonic orchestral sections and almost skeletal solo sections. 

The Double Clarinet Concerto was almost certainly performed by Stamitz and Beer in 
Paris at one of the Concerts spirituels. Although probably conceived for two clarinets, 
Stamitz took care that the work could also be played by clarinet and violin and it is perhaps 
in this form that the work was first performed under his direction. The expansive opening 
ritornello begins with a sturdy, unison theme from the Mannheim arsenal and proceeds to 



unfold a series of elegant thematic cells in a leisurely fashion. Stamitz's handing of the 
orchestra is deft and assured; the ubiquitous Mannheim crescendo makes an early and 
effective appearance and he makes exciting use of the high horns which blaze through the 
musical texture like a searchlight. The clarinet writing is rather more cautious than in the F 
major Concerto which raises the possibility that this is the earlier of the two works. Further 
support for this view can perhaps be found in the relationship of the solo parts to one 
another: for much of the time, the two instruments shadow each other in parallel thirds and 
sixths and display little of the strong individuality seen in works like Stamitz's Sinfonia 
Concertante for Violin and Viola or the Concerto for Clarinet and Bassoon. The graceful 
second movement, with its gentle, rocking triplet accompaniment, has quite a strong 
Mozartian flavour, particularly in its use of expressive pedal-points; but the most attractive 
and successful movement in the work is the quirky little Tempo di Minuetto finale. 

The Concerto for Clarinet and Bassoon, which survives in a manuscript copy in the 
library of the Princes of Thurn und Taxis in Regensburg, was probably written before 1780. 
It is in many respects a more successful work than the Double Clarinet Concerto and may, 
therefore, have been written some years later. The difference in timbre between the 
clarinet and bassoon is exploited very effectively by Stamitz in this work and there is, 
moreover, a far greater degree of independence in the writing for both solo instruments. 
The bassoon is not an instrument well suited to tragedy; it is hardly surprising then that 
although Stamitz flirts briefly with the minor mode - notably in the Rondo finale - the 
prevailing mood of this charming work is one of genial good spirits and gentle humour. 

Allan Badley 

Nicholas Esterhazy Sinfonia 
The Hungarian Nicolaus Esterhazy Sinfonia was formed in 1992 from members of the 

Hungarian State Symphony Orchestra by lbolya Toth, of the Hungarian Phoenix Studio. 
The Sinfonia has among its musicians the principal wind-players of the Symphony 
Orchestra, many of whom have already recorded concertos for Naxos. The conductor of 
the Sinfonia is the flautist Bela Drahos. 



Kalman Berkes 
The distinguished Hungarian clarinettist Kalman Berkes took his degree at the 

Budapest Liszt Music Academy in 1972, winning second prize at the Geneva International 
competition two years later and in 1975 in Munich with his Opera Wind Quintet. He has 
been principal clarinettist in a number of leading Hungarian orchestras, including the 
Hungarian State Opera, Budapest Philharmonic and Budapest Festival Orchestras and for 
ten years was a member of the Budapest Chamber Ensemble. In 1982 he founded his own 
group, the Budapest Wind Ensemble. Regular concert-tours have taken Kalman Berkes to 
leading Europe and international festivals, to Japan and to the United States of America, 
where he has appeared with fellow musicians of distinction, including James Galway, 
Maurice Andre, Zoltan Kocsis, Andras Schiff and others. He has given master courses in 
Europe and America and holds a visiting professorship at the Musashino Music Academy 
in Tokyo. His recordings include releases for Hungaroton, EMI, Teldec and Decca. 

Koji Okazaki 
Born in Hiroshima, Koji Okazaki began his study of the bassoon at the age of sixteen 

and had his professional training from 1968 to 1972 at the Musashino Academia Musicae, 
thereafter joining the Tokyo Symphony Orchestra. A first prize winner at two of the 
NHKtMaiNichi Music Competitions, he was awarded the Deutsche Akademische 
Austauschen Dienst Fellowship in 1974 and embarked on a course of study at the 
Nordwestdeutsche Musikakademi in Detmold, undertaking concert-tours and recording as 
a member of the Detmold Wind Ensemble. A ~rize-winner. in the Trio Class at the Colmar 
International Chamber Music Competition, he graduated with the highest distinction in 
1978 and was immediately invited to take up his present position as principal bassoonist of 
the NHK Symphony orchestra in Tokyo. H; alsdserves i s  a member of the teaching staff 
of the University of Art, the Musashino Academia Musicae and Elizabeth Music University. 

Tomoka Takashima 
Tomoka Takashima was born in 1973 in Japan and started to play the clarinet at the 

age of twelve, studying from 1987 with Takafumi Kamacsa and Waka Sugo. She is a 
graduate of the Musashino Academia Musicae, where she continued postgraduate study 
and began recording for Naxos in 1994, with her teacher, Kalman Berkes. 




