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Abstract
General Description of the Thesis

Relevance of the dissertation topic. The history of the invention of various instruments,
their dissemination and refinement of mechanisms, expansion of repertoire, emergence of new
performance techniques, and the study and systematization of the associated historical, technical,
and expressive challenges are of utmost importance for both performers and composers.
Understanding and investigating these issues is directly connected to the broader questions of
musical art, performance, and music perception.

The study of performance art, including its history and theory, is a relatively new field,
and within it, the art of playing wind instruments has been comparatively underexplored. This
very aspect defines the relevance of our dissertation.

The clarinet, in its modern form, was invented by Johann Christoph Denner, a musical
instrument maker from Nuremberg, according to various sources. The clarinet became actively
integrated into musical practice in the second half of the 18th century as an orchestral,
ensemble, and solo instrument.

Before the invention of the modern clarinet, its predecessor—the chalumeau—was used
in performance practice during the Middle Ages, Renaissance, and partially in the Baroque era.
The term “clarinet” derives from the word clarino, which describes a type of wind instrument
with a bright tone (from Latin clarus).

Like other woodwind instruments, the clarinet is not a single instrument but a family that
includes instruments of different sizes and timbres. In addition to the primary A and B
clarinets, the family includes the D and C clarinets (soprano), A (piccolo), E (sopranino), bass
clarinet, and, more rarely, basset clarinet, alto clarinet, contra-alto clarinet, basset horn,
contrabass clarinet, and sub-contrabass clarinet. Their construction, timbre, and technical
capabilities vary. For example, the basset horn was invented in the second half of the 18th
century and was mainly used by composers of the Classical era. Today, the most commonly
used instruments are the A and B clarinets, which are regularly used in orchestral, chamber,
and solo repertoire. An orchestral clarinetist must master both A and B clarinets, and
orchestras also use bass and piccolo clarinets. It should also be noted that beyond academic

music, the clarinet is popular in jazz as well.
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One of the significant issues in the history of clarinet performance concerns the
instrument's mechanism. Initially, the only available model was the so-called German system
(now represented by the Oehler system), but later the French (Boehm) system was developed,
which is now used worldwide except in Germany and Austria. These two main systems (though
others exist) differ in their technical and timbral characteristics, influencing their popularity in
performing specific styles.

A clear understanding of how the clarinet evolved is offered through its use in various
genres—solo, chamber, and orchestral music. It is crucial to understand the changing role of the
clarinet in orchestras across different eras. For this reason, we study the history of the clarinet's
development through the lens of its repertoire in different genres.

Particularly significant in this context is the evolution of the clarinet concerto genre, as
this form played a key role in establishing the instrument’s identity as a soloist. The first
concerto for clarinet is attributed to Italian composer Antonio Paganelli—Concerto per og»
Clareto, likely written in 1733, possibly for the chalumeau. A few years earlier, in 1728, Johann
Valentin Rathgeber used the clarinet as a solo instrument in his Concerto grosso. During the
Classical and early Romantic periods, concertos for the clarinet became more widespread,
thanks in part to the rise of virtuoso performers. Among the notable concertos written after the
mid-18th century are those by the Stamitz family, Krommer, Mozart, Weber, and Spohr.

In the 20th century, the clarinet experienced a renaissance as a solo instrument. Of
particular note are concertos by Nielsen, Stravinsky, Hindemith, and Copland. Interest in the
clarinet continued among composers in the latter half of the 20th century. Among those whose
works feature clarinet concertos are Francaix, Corigliano, Lachenmann, Adams, Carter, and,
entering the 21st century, Lindberg and Saariaho.

To illustrate the use of the clarinet in various compositional contexts, the dissertation’s
analytical chapter presents a performance-focused analysis of selected concertos from different
historical periods. Each period is represented by one concerto that, in our view, best exemplifies
the characteristics of the clarinet and its repertoire in that era. Each piece presents unique
challenges to the performer, and these challenges and their solutions are examined in the

dissertation. It is also worth noting that compared to the A and B clarinets, other members of
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the clarinet family have a more limited solo repertoire. However, there is still relevant
literature, especially for the bass clarinet. Therefore, we address the significance of these
instruments in the chapter concerning their role in chamber and orchestral music.

A separate chapter is dedicated to the specific aspects of clarinet performance and
teaching methodology, as it is impossible to fully explore the performance aspects of the
clarinet and its repertoire without addressing these issues.

In contemporary music, the use of extended techniques on various types of clarinets has
developed into a distinct trend. The dissertation dedicates an entire chapter to extended
techniques, as it would be impossible to discuss the modern clarinet repertoire without
considering their specific use.

In light of all the above, the objective of this research is to study the evolution of the
clarinet and its repertoire from historical and performance perspectives. This will help us better
understand the artistic development of the instrument and enrich interpretive approaches to
clarinet performance.

Thus, the object of the research is the clarinet, and the subject is its repertoire. To
achieve this goal, the following tasks were undertaken:

* To study the historical development of the clarinet and analyze the evolution of its
construction and repertoire across different musical periods;

* To analyze the most important works of clarinet repertoire from different eras (with
emphasis on the concerto genre), identifying stylistic features and innovations;

* To study performance practices, with attention to interpretation, articulation, phrasing,
technique, and how these have changed over time;

* To analyze the relationship between performers and composers and identify prominent
clarinetists who significantly contributed to both performance and repertoire;

* To provide practical recommendations for clarinetists, addressing performance challenges,
instrument selection, historically informed performance, and stylistic nuances.

Brief Overview of the Literature Review

The scholarly literature dedicated to the clarinet is diverse and extensive. A significant

segment is composed of historical studies. The transformation of the clarinet from the Baroque-
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era chalumeau to the modern instrument is thoroughly described in several foundational works.
Of particular note are Albert R. Rice’s The Baroque Clarinet and The Clarinet in the Classical
Period. Eric Hoeprich’s monumental book The Clarinet offers a comprehensive view of the
clarinet’s evolution, combining research on construction, performance history, and repertoire.

Another important area of focus is performance practice and technique. Among historical
pedagogical manuals, especially noteworthy is the French clarinetist Hyacinthe Klosé’s
Méthode compléte de clarinette, which laid the foundation for modern pedagogy, particularly
within the French school. Other important works include: Jean-Xavier Lefevre’s Méthode de
Clarinette: adoptée par le Conservatoire pour servir a l'étude dans cet établissement; Joseph
Frohlich’s Vollstindige theoretisch-praktische Musikschule fiir alle Musikinstrumente,
insbesondere fiir Clarinette; Johann Georg Heinrich Backofen’s Anweisung zur Klarinette nebst
einigen Duetten und Vortragsstiicken; and two works by Amand Vanderhagen — Meéthode
nouvelle et raisonnée pour la clarinette and Nouvelle méthode de clarinette. Additionally, the
French-language treatise by Valentin Roeser, Essai d'instruction a l'usage de ceux qui
composent pour la clarinette et le cor, is aimed at composers who wish to write music for the
clarinet.

From the Georgian-language literature, notable examples include Shalva Mshvelidze’s
Instrumentology, in which one chapter is dedicated to the clarinet and its family; the student
manual The Pianist-Accompanist, which analyzes key principles of accompanying wind
instruments; and the works of Georgian composer Giorgi Shaverzashvili, whose studies in
instrumentology (available as manuscripts) naturally include sections on the clarinet.

As we can see, the literature devoted to the clarinet creates a multidimensional picture of
the instrument, one that continues to inspire research on historical, technical, artistic, and
cultural levels.

This body of work has also served as a source of inspiration for our dissertation. However,
in our research, we aim to present an integrated picture of the clarinet and the
evolution of its repertoire — including Georgian compositions — and, within this context,
we offer practical performance advice based on personal experience. These insights

address both general clarinet technique and the interpretation of specific concertos. In this
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regard, the dissertation incorporates elements of artistic research, a methodology recently
introduced in Georgia, which, in our view, defines the unique and scientifically
innovative character of this work.

Research Methodology

As a result of the aforementioned considerations, the research methods employed in this
study are predominantly qualitative. We applied the following approaches:

* The principle of historicism, by examining the evolution of the clarinet within a
historical context;

* The comparative method, used in the analysis of selected examples from different
musical periods;

* Descriptive, as well as compilative and complex methodologies.

Additionally, as previously mentioned, we employed elements of artistic research
methodology, which enabled us to draw conclusions based on personal performance
experience.

This range of approaches determined the structure of the dissertation. The work consists
of an introduction, four chapters, a conclusion, and a bibliography in Georgian, English, French
and German (51 sources in total). The dissertation is presented in 84 pages of typeset text.

A preliminary defense of the dissertation was conducted on June 9, 2025, during a session
of the Wind Instruments Department at the Thbilisi State Conservatoire.

Content of the Dissertation

The introduction of the dissertation outlines the clarinet’s role in the development of

classical music and, based on a brief overview of its invention and historical development,
justifies the relevance of the dissertation topic. It reviews the existing literature on the subject,
defines the object and subject of the research, as well as its goals and objectives. It also identifies
the scientific novelty and practical significance of the study and presents the structure of the
dissertation.

Chapter I - The Clarinet and Its Instrument Family: Origins and

Development of Timbre and Acoustic Capabilities. This chapter is divided into two

subchapters. 1.1. Timbre-Acoustic and Technical Capabilities of the Clarinet and
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Its Instrument Family and Their Development. This subchapter describes in detail the

timbral-acoustic and technical features of the most common instruments in the clarinet family
and provides an overview of their historical development. The chapter includes an in-depth
examination of different clarinet systems, with particular focus on the Oehler (German) and
Boehm (French) systems. Discussion of these systems is integrated with the repertoire they
serve. Solo, chamber, and orchestral repertoire are all addressed to evaluate the clarinet’s
evolving role across musical contexts.

The timbral and technical capacities of the clarinet family have undergone significant
development over the centuries. From the early chalumeau to the modern clarinet and its
variants, each innovation expanded the instrument’s capabilities and enriched its musical
potential. The unique tonal qualities and technical advancements of the clarinet family have
made it a diverse and expressive group of instruments used in many musical genres.

1.2. Origins and Developmental Stages of the Clarinet Across Epochs and

Genres. This subchapter traces the development of the clarinet and highlights the roles of key
composers and clarinetists (such as Beer, Stadler, Baermann, Hermstedt, Miihlfeld, Goodman,
and others) in shaping the instrument and its repertoire.

It begins with a review of the clarinet’s origins, from single-reed instruments of the
Middle Ages to the chalumeau. The pivotal transformation from chalumeau to clarinet is
attributed to Johann Christoph Denner, whose innovations were critical to the clarinet’s
creation. Soon after, the instrument entered the Baroque repertoire, appearing in works by
composers such as J.S. Bach, Telemann, and Vivaldi. Thanks to its expanded range and
expressive capacity, the clarinet adapted well to orchestral, ensemble, and solo music.

In Baroque orchestras, clarinets were often used to double other woodwinds for a richer
orchestral color. The clarinet proved uniquely capable of blending with other instruments
while maintaining a distinct timbre.

The development of solo clarinet repertoire soon followed, showcasing the instrument’s
virtuosity. Johann Melchior Molter’s six clarinet concertos (1740s) are among the earliest solo
works for the instrument. Significant contributions were made by the Stamitz family. Johann

Stamitz composed one of the earliest high-level concertos for clarinet in B major and helped
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establish the clarinet’s role in orchestras. His son, Carl Stamitz, played a key role in expanding
the repertoire, composing 11 concertos.

Mozart greatly enhanced the clarinet’s role in classical music. His love for the instrument
is evident in his Clarinet Concerto in A major, Clarinet Quintet in A major, and Clarinet Trio in
E major. Mozart’s use of the clarinet in symphonic and operatic works is also examined. It may
be said that full integration of the clarinet into the symphony orchestra occurred during the
Classical period, with Haydn and Beethoven also recognizing its lyrical and virtuosic potential.

During the Romantic era, the clarinet's role further expanded in orchestral, chamber, and
solo repertoire. Composers such as Spohr, Mendelssohn, Brahms, and Weber fully utilized its
dynamic and expressive range.

The clarinet’s expanded range and technical capabilities made it ideal for the emotional
and dramatic qualities of Romantic orchestral music. Brahms frequently used the clarinet in his
orchestral writing. Wagner, too, incorporated it as a key color in his expanded orchestras,
adding dramatic and psychological depth to his music—his use of the bass clarinet was
pioneering.

In the 20th century, music underwent major transformations, introducing new styles and
techniques. The clarinet and its family continued evolving. Composers such as Stravinsky,
Schoenberg, Nielsen, and Copland pushed the instrument beyond its traditional limits.

The repertoire was enriched by major figures like Bartdk, Poulenc, Hindemith, and
Messiaen, each appreciating the clarinet’s expressive capabilities. With the rise of extended
techniques, interest in the clarinet continued into the late 20th and early 21st centuries.
Notable composers such as Carter, Berio, Stockhausen, Boulez, Saariaho, Lindberg, Adams,
Widmann, and Reich significantly shaped the modern clarinet repertoire.

The chapter also recognizes important contributions from Georgian composers, including
Ramaz Kemularia’s Sonata for Clarinet and Piano, and Vazha Azarashvili’s works in the same
genre. The first Georgian clarinet sonata (1962) was written by Mikheil Shugliashvili (although
the manuscript is lost). Extended techniques are regularly used by Georgian composers

Chabashvili and Virsaladze.
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The study and application of new techniques deeply influenced orchestral music. Non-
traditional techniques were adopted, and musicians began using the clarinet in new ways. The
bass clarinet’s role grew, enriching the orchestral sound. The clarinet family also expanded with
the addition of instruments like the contrabass clarinet, offering new timbral possibilities.

Contemporary orchestration treats the clarinet as a highly flexible instrument. Modern
orchestras typically use B and A clarinets, bass clarinet, and sometimes E clarinet. Composers
now frequently require rapid switching between instruments and employ extended techniques
as standard practice.

This flexibility allows the clarinet to adapt to many diverse musical environments—from
jazz to electronic and experimental genres. New technologies, electronic music, and extended
techniques have further expanded the clarinet family’s possibilities.

The following Chapter II is dedicated specifically to extended techniques — from

experimentation to contemporary practice. In the first subchapter, 2.1. Extended

Technique — A General Overview, we present an overall survey of extended techniques
and analyze the conditions that led to their emergence. Extended technique refers to the non-
traditional methods of playing an instrument, aiming to produce unique and unconventional
sounds. It has a rich and complex history spanning centuries. Although often associated with
avant-garde and contemporary academic music, this innovative approach to sound production
originates from musical traditions across different cultures and eras.

While reviewing these historical antecedents, we emphasize that the beginning of the
20th century marked a turning point in the development of extended technique. Composers
began a systematic study of new sound possibilities, driven by a desire to overcome the
constraints of traditional tonal and timbral systems. In this subchapter, we explore the
contributions of composers such as Henry Cowell, John Cage, Karlheinz Stockhausen, Krzysztof
Penderecki, Helmut Lachenmann, and Evan Parker to the evolution of extended techniques for
various instruments.

Subchapter 2.2. Extended Technique and the Clarinet focuses specifically on

extended techniques for the clarinet. We describe techniques such as multiphonics, flutter-

tonguing, circular breathing, microtones and quarter tones, percussive effects, glissandi, pitch
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bending, and alternative methods of tone production. Examples are provided from the works of
Evan Ziporyn, Tui St. George Tucker, Vinko Globokar, Maka Virsaladze, Eka Chabashvili, and
Franco Donatoni. The contributions of William O. Smith, Karlheinz Stockhausen, and Pierre
Boulez to the development of extended clarinet technique are also highlighted.

Subchapter 2.3. Challenges and Future Potential of Extended Technique

examines the main challenges associated with these techniques and focuses on their future
potential. Performing extended techniques often requires significant physical adaptation from
performers. Their notation also presents challenges for both composers and players. Although
modern notation has gradually become more standardized, many composers develop their own
systems, which require intensive study and interpretation.

The integration of extended techniques with new technologies opens fresh possibilities for
exploring the clarinet's sound. This approach has fundamentally transformed the clarinet’s role
in contemporary music, pushing its expressive and technical boundaries beyond traditional
limits. From the pioneering work of William O. Smith to the complex sonic landscapes created
by today’s composers, extended techniques have become essential tools for modern clarinetists
and composers alike.

Chapter III - Specifics of Clarinet Performance and Pedagogical

Approaches. This chapter is devoted to issues of clarinet performance and teaching
methodology, as it is impossible to discuss the performance aspects of the clarinet and its
repertoire without addressing these areas. The chapter covers pedagogical aspects of clarinet
playing and provides practical advice for performers. It discusses: The importance of correct
breathing and embouchure development; The influence of hand position on performance; The
effect of mouthpiece, reed, and instrument construction on tone; Articulation and tongue
position; Phrasing, tempo flexibility, and methods for achieving dynamic variety; The necessity
of understanding the instrument’s specific nature and choosing individualized approaches,
especially in pedagogy.

Drawing on the methods of authors (Lefevre, Klosé, Frohlich, Backofen), the chapter

presents a synthesis of historical and modern approaches to clarinet instruction.
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The central focus of the dissertation is Chapter IV — Performance Analysis of

Landmark Clarinet Concertos in Historical Context, which includes three

subchapters. In the first subchapter, 4.1. General Overview of the Clarinet Concerto

Genre, we analyze the historical development of the genre.

The clarinet concerto genre saw significant development at the end of the 18th century,
reflecting the evolution of both clarinet performance techniques and compositional style. From
classical-era concertos that first showcased the instrument's virtuosity to avant-garde works of
the modern era, the clarinet concerto has remained a dynamic and evolving genre. This section
examines the genre’s historical trajectory and shows how the technical and musical challenges
faced by clarinetists have changed over time.

Within this subchapter, we provide a historical overview of early examples of the genre—
concertos by Molter, Johann and Carl Stamitz, Mozart, and Krommer. From the 19th century,
we highlight the concertos of Weber and Spohr. From the late 19th and early 20th centuries,
we focus on works by Nielsen, Hindemith, Aaron Copland, and Igor Stravinsky’s Ebony
Concerto. In the second half of the 20th century, composers began exploring new sound
possibilities for the clarinet. In this context, the concertos of Francaix, Corigliano, Lindberg,
and Saariaho’s D’om le vrai sens hold a special place in our dissertation.

Through brief reviews of these works, we aim to present the evolutionary path of the
genre. Fach landmark concerto reflects the aesthetic ideals of its time, underscoring the
continuing development of the clarinet concerto.

The second subchapter, 4.2. Performance Analysis of Selected Clarinet

Concertos from Different Epochs, builds on the general overview by closely examining

specific landmark works, their historical context, form, and performance challenges. We focus
on concertos that, in our view, best represent the core principles of their stylistic periods.
Personal performance experience is also taken into account, as each of the concertos discussed
has been either studied or performed on stage by the author of the dissertation.

The following concertos are analyzed: Johann Stamitz — Clarinet Concerto in B-flat Major;

Wolfgang Amadeus Mozart — Clarinet Concerto in A Major, K. 622; Carl Maria von Weber —
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Clarinet Concerto No. 1 in F Minor, Op. 73; Carl Nielsen — Clarinet Concerto, Op. 5; Kaija
Saariaho — Clarinet Concerto D’om le vrai sens

Each analysis includes historical background, a discussion of formal features, and an
exploration of performance-related challenges, with suggestions based on the author’s practical
experience.

This leads into the third subchapter, 4.3. General Overview of the Evolution of

the Clarinet Concerto Genre, which summarizes the genre’s development. We draw

parallels between changes in the construction of the clarinet and the evolution of the concerto
genre, and through comparative analysis, we trace the genre’s progression. The evolution is
especially evident in comparing landmark clarinet concertos from different eras.

Mozart’s Clarinet Concerto remains a pinnacle of classical balance and lyrical beauty,
demanding particular control over phrasing. Weber’s concertos require heightened drama and
the ability to overcome technically virtuosic challenges characteristic of early Romantic
virtuosity. In the 20th century, Stravinsky’s and Copland’s concertos incorporate jazz and
syncopated rhythms, highlighting the increasing influence of diverse musical styles on classical
music. Nielsen’s concerto introduced a more individualized and confrontational relationship
between soloist and orchestra, differing from the lyrical dialogue tradition of the 19th century.
In contemporary music, the clarinet is seamlessly integrated into the coloristically rich
orchestral texture, becoming an inseparable part of the whole.

As a genre, the clarinet concerto has continually evolved in response to innovations in
instrument design, performance practice, and compositional thought. Clarinetists continue to
explore new technical possibilities, and composers expand the instrument’s expressive
boundaries. The clarinet concerto remains a dynamic and evolving art form. Its future
development will depend on innovations in clarinet construction, the integration of digital
technologies, and new genre influences—all of which will further solidify the clarinet’s
position as one of the most versatile and expressive instruments in academic music.

The results and conclusion of the dissertation summarize the outcomes of the study.

The historical and performance analysis of the clarinet as an instrument revealed many layers of

its development, which are closely connected both to technical progress and to transformations



34

in musical language across different periods. The comparative analysis of historical, stylistic,
and performance material conducted within the framework of the dissertation uncovered
numerous important tendencies and characteristics.

The analysis shows that the pace of the clarinet’s technical development varies
significantly between the Baroque, Classical, Romantic, and Modernist eras. While the Baroque
clarinet was still characterized by a limited range and sonority, during the Classical period
(especially from the second half of the 18th century), the instrument adopted a multi-keyed
model, making it technically more flexible and sonically diverse. In the Romantic era, alongside
the refinement of its mechanism, composers began writing longer melodic lines for the clarinet
and employed dynamic contrasts and expressive variety. In the 20th century, works composed
for the clarinet featured diverse articulations and experimental sounds, and from the second
half of the century onward, various forms of extended technique were introduced. These
developments transformed the role of the performer, who was no longer just an interpreter of a
given text, but a co-creator in the compositional process.

The comparative analysis of clarinet repertoire demonstrates that the instrument’s role
across different genres and styles assumes different functions. During the Classical and early
Romantic periods, sonatas, concertos, and solo pieces dominated the repertoire, and their
structure closely followed formal models. Performance practice of the time emphasized tonal
balance, symmetrical phrasing, and restrained virtuosity. In the 20th century, genre diversity
increased sharply: the clarinet became prominent in chamber and orchestral works, as well as
in electronic, improvised, theatrical, and multimedia projects. Articulation and timbre played
central roles, requiring a radically different approach from the performer compared to classical
repertoire. During this period, the clarinet family also adapted well to many diverse musical
styles and contexts.

Performance practice itself underwent significant transformations across historical eras.
While Classical and early Romantic clarinetists largely followed written scores and adhered to
formal conventions, the modern performer is expected to possess a high level of creativity,

improvisation skills, interpretative freedom, and an updated technical command.
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Trends in the use of historical and modern instruments also differ. Since the second half
of the 20th century, the historically informed performance movement has drawn attention to
replicas of instruments from the Baroque and Classical periods. In contrast, modern repertoire
frequently involves the use of new technologies (electronics, effects, live processing), which
challenge traditional interpretative boundaries.

The role of the clarinetist has evolved historically: in the Classical era, they were the
executors of a composer’s text; in Romanticism, they emerged as virtuosos and expressive
heroes; and in contemporary music, they have become researchers, experimenters, and creative
partners.

Based on the historical and performance analysis of the clarinet repertoire, several key
conclusions can be drawn:

* The clarinet is an instrument that has undergone both technical and expressive evolution
through the major stages of music history;
* Its repertoire reflects the full spectrum of stylistic transformations—from the Baroque to

Postmodernism—and often serves as an indicator of aesthetic shifts;

* The performer’s role within this repertoire has evolved continuously, necessitating
adaptability and a consistent research-based approach;

* The contemporary clarinetist is responsible not only for meeting academic and technical
standards but also for contributing actively to the evolution of musical thought.

This dissertation lays the foundation for future studies aimed at in-depth analysis of
clarinet repertoire within the context of specific periods, national schools, or contemporary
performance experiments.

Thanks to its unique timbral characteristics and technical possibilities, the clarinet has
become a favored instrument in solo, chamber, and orchestral compositions. Its ability to blend
seamlessly with other instruments while retaining its distinctive tone ensures its ongoing
relevance and importance in the world of music. With continuing technological advancement
and the emergence of new musical styles, the role of the clarinet family in music is likely to

expand even further, offering new opportunities for both composers and performers.
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The main provisions of the dissertation thesis are reflected in the following publication:

Jishkariani, D. (2025), The Clarinet and Its Family of Instruments (History of Origin and
Issues in the Development of Timbral-acoustic Capabilities), GESJ: Musicology and Cultural

Science. No.2(30), 31-46. https://gesj.internet-academy.org.ge/ge/list_artic_ge.php?b_sec=muz




