
 

 

 
PROGRAM NOTES 

 
Eric Hoeprich (performing this evening) writes:  
 
“By1700 the two-keyed chalumeau had appeared on the musical scene in Europe, 
invented by the Nürnberg instrument- maker, Johann Christoph Denner, to whom the 
invention of the clarinet is also attributed. Much like the earliest clarinets, chalumeaux 
(pl.) appeared in works by Europe’s most distinguished composers. Employed in 
different ways, the chalumeau and clarinet developed along distinctly different lines 
during the early 18th century, and by the century’s end the chalumeau had disappeared 
entirely, just as the clarinet became well-established on the musical scene.  
  
“In 1732, Johann Gottfried Walther described the chalumeau in his Musikalisches 
Lexicon: 
  …a small boxwood wind instrument with seven open holes, two brass keys, and, 
at the bottom, another [eighth] hole that is doubled, with a range from f1 to bb2, 
extending also, possibly, to b2 and c3. 
  
“In the same year, J.F.B.C. Majer included this information as well as a more detailed 
description in his Museum Musicum (1732):  
  

It is usual to have soprano, alto or quart, and even tenor and bass chalumeaux, at 
either French or German pitch, and due to their embouchure they are difficult to 
play. The fingerings correspond closely to the recorder; only the range of these 
instruments does not go much beyond one octave. For this reason it is not necessary 
to report more on this; if one can play the recorder then one can also play the 
chalumeau.  

  
“In its heyday the chalumeau enjoyed greater popularity than the clarinet, with more than 
a hundred surviving works in a variety of settings. Composers appear to have found its 
best use as an obbligato instrument in operas and cantatas, but some wonderful, purely 
instrumental music by the likes of Vivaldi and Telemann has also come down to us. The 
different sized instruments allowed for a choice of timbre – the more brilliant and very 
small soprano instrument contrasting with the lowest bass instrument, with its range to 
low Bb. Some composers, such as Telemann, used the alto and tenor together effectively 
to extend the instrument’s range, as heard in the double concerto in D minor.  
  
“In contrast, the earliest clarinets were made to imitate the trumpet, thus the name, 
‘clarinetto,’ a diminutive of ‘clarino.’ This creates the fascinating experience for the 
audience to hear these instruments one after the other.”  
 
The program opens with a work with no winds, from the hand of a master of the Italian 
Baroque concerto, Antonio Vivaldi. Vivaldi wrote an astonishing number of concertos, 



 

 

mostly for various combinations of string instruments, but also for winds. While the 
composer saw many of his concertos published during his lifetime (a fact he liked to 
boast about), the 20th century brought the discovery of many more. Among the recent 
finds is this concerto in E minor, RV 134. The manuscript for the concerto was 
discovered in Turin in the 20th century, together with a large collection of other works. 
True to form, the work is in three large sections, distinguished by tempo, but all in E 
minor. The work opens based on a fugue with a vigorous subject (fugues in Vivaldi are 
not common), followed by a brief Andante e piano. The spry final Allegro exploits 
dynamic contrast. Does this little piece not make a perfect overture to the evening? 
 
This next set of four pieces features the work of four important opera composers of the 
Baroque, each with ties to both Italian and Germanic courts. The set also presents three 
prominent vocal forms of the Baroque: opera, oratorio, and cantata. Johann Hasse is 
mostly known as an opera composer. He shares much of his life span with Handel, but 
lived deep into the age of Mozart and Haydn. His operas are exemplary in their probing 
treatment of the da capo aria. Beyond Hasse’s impressive output of vocal music, both 
sacred and secular, there are a few instrumental works, including the quartet for oboe, 
chalumeau, (bassoon), and continuo. Since the bassoon line doubles that of the bass line, 
the instrument’s omission is not significant. 
 
The Venetian composer Marc’Antonio Ziani was appointed vice-Hofkapellmeister to the 
Holy Roman Emperor Leopold I in Vienna in 1700. Though his predecessor died in 1709, 
he did not ascend to Hofkapellmeister until 1712. For part of this interim 12 years Ziani 
worked for Emperor Joseph I, who counted music among his greatest interests. In fact, 
already King of Hungary and Rome, he was active as a singer up to 1699. He contributed 
arias to Ziani’s 1709 opera Chilonida, including “Tanto in pianto.” The aria is sung by 
the main character, who is torn by the fierce rivalry between her father and her husband. 
The musical writing is effective even in its simplicity. Ziani had begun using the 
chalumeau in his operas in 1704, the first composer to do so. 
 
Francesco Conti’s use of instrumental ritornellos helped to broaden the structure of the 
traditional cantata form. This Adagio from the cantata Fra queste ombrose piante is such 
an expansion. The Italian cantata had typically included only recitatives. Conti’s 
additions were more typical of Bach’s. 
 
In “Io sperai trovar nel vero,” a da capo aria from Handel’s earliest oratorio, Beauty has 
just received a quiet but stern warning from Time, urging her to think on the future: it is 
hidden, but with hope and appropriate deeds there is no reason to fear it. Beauty’s 
reaction is pensive, as she ponders how little she has actually received from Truth. 
 
There is an undeserved shadow over the Venetian composer Alessandro Marcello, 
beginning with his birth year (1669 or 1673 or 1684). Being of noble descent, he led a 
distinctive life in Venetian government, and as an academician. Most of his music, 



 

 

however, is rarely heard. His oboe concerto, on the other hand, is regularly performed, 
even if at times is falsely attributed to his brother Benedetto. When it was written, the 
concerto caught the attention of J.S. Bach, who transcribed it for harpsichord (BWV 
974). Marcello’s writing is very soloist oriented, with the orchestra limited to a 
supportive role. 
 
Johann Friedrich Fasch was a German composer who remained in Germany for his entire 
life. Still, one of the biggest influences on his instrumental writing was the Venetian 
Antonio Vivaldi. In terms of form, Fasch was heavily influenced the by Italian master. 
Among the sundry innovations he brought to the concerto was his manner of combining 
wind instruments. You will hear this strategy exemplified in the concerto for chalumeau, 
which includes an oboe in the orchestra (there are actually parts for another oboe and a 
bassoon, but they double the string and basso parts). The date of this work is unknown. 
 
The next pairing of works by Vivaldi shows off his writing for winds combined with 
voice, with texts in Latin. The first comes from his very popular Gloria, RV 589. The 
“Domine Deus” is sung in an expansive 12/8 meter together with an obbligato oboe. 
 
“Possibly the most compelling aria in the repertoire is Vivaldi’s ‘Veni, veni’ from the 
oratorio Juditha triumphans, RV 644, where the soprano voice and chalumeau are 
exquisitely paired, with the chalumeau imitating a turtle-dove,” writes Mr. Hoeprich. The 
aria, sung by the protagonist and addressed to her servant Abra, seems a relaxed moment 
in the tightly-wound Biblical tale. The two women are on the verge of traveling forth to 
carry out their unsavory, yet divine, deed. 
 
Mr. Hoeprich writes, “The virtuoso lutenist, Francesco Conti, was appointed court 
composer in Vienna in 1713. A set of six cantatas from a few years later includes several 
arias for soprano, with chalumeau and flute, as in Lontananza dell’amato. This highly 
emotive music, set to texts by C. Savallia, deals with the vicissitudes of love, as does 
most music with chalumeau. Conti evidently learned a great deal about composing for the 
chalumeau from his compatriots in Vienna, exploiting the instrument to its extreme, with 
passages into the over-blown register, and employing the contrasting registers to great 
effect.”  
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