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Introduction 
M. Privy Councillor Johann Wilhelm Hertel, born in 
Eisenach, has been court composer already for quite a 
long time. He was formerly an excellent violinist of 
the Benda school. However, due to his shortsighted-
ness, he put this instrument aside completely, and in-
stead cultivated the clavier all the more. He has had 
various things published as a result of which he estab-
lished a reputation for himself as a compleat and taste-
ful composer. 

Charles Burney, Tagebuch einer musikalischen Reise 
durch Böhmen, Sachsen, Brandenburg, Hamburg und 
Holland, vol. 3 (Hamburg: Bode, 1773), pp. 281–82.1 

Johann Wilhelm Hertel was born on 9 October 1727 in 
Eisenach and died on 14 June 1789 in Schwerin. Alt-
hough he is not very well known today, he certainly 
numbered among the composers who played a major 
role during the transitional era that is frequently referred 
to as the “late Baroque” or “pre-Classical” period, a pe-
riod marked by cultural changes and the coexistence of 
different trends. Taught by his father, the famous viola 
da gamba and violin virtuoso and composer Johann 
Christian Hertel (born 25 June 1697/99 in Oettingen; 
died October 1754 in Strelitz), who was known through-
out Europe, Johann Wilhelm was able to learn the fun-
damentals of music already as a young child. Concur-
rently with his basic education at the Eisenach grammar 
school, he continued his musical training with the Bach-
pupil Johann Heinrich Heil (1706–1764). Heil was a vi-
olinist in the Eisenach court chapel in which Johann 
Christian Hertel was also employed as a violinist and 
later concertmaster. After the disbandment of the court 
chapel, the family moved in 1742 to Neustrelitz, where 
Johann Christian had been appointed concertmaster on 
the recommendation of his friend, the violinist Franz 
Benda. During this time, Johann Wilhelm completed his 
studies in Zerbst, where he had received violin lessons 
from Carl Höckh (1707–1773), one of the main figures 
in the new German violin school; already in 1744, at the 
age of seventeen, Johann Wilhelm was hired as violinist 
and harpsichordist for the court chapel of Mecklenburg-
Strelitz. 

Thanks to the frequent journeys with his father, some-
times also as harpsichord accompanist, Hertel became 
acquainted with the lively cultural life and exciting at-
mosphere at the court of Berlin. There he began to ap-
preciate the operas of the Graun brothers, the instrumen-
tal music of Carl Philipp Emanuel Bach, and the numer-
ous vocal talents from Italy with their unforgettable per-

                                                                                                                                                                                                            
1 Translator’s note: This text is not found in any of the English edi-

tions of Burney’s book; it was apparently added to the German 
edition by the unnamed translator. 

formances of works by Jommelli, Pergolesi, and Por-
pora, composers who were very much in fashion at the 
court of Frederick the Great. Moreover, he aroused the 
interest and sympathy of Franz Benda, who avidly taught 
and prompted him to take advantage of his talent. The 
years of residence in Neustrelitz (1742–52) were cer-
tainly the most important for the development of his per-
sonality and his compositional style: he was so greatly 
influenced by the sensitive and gallant style of the Berlin 
composers, not to mention the Italian opera repertoire, 
that he deeply internalized their characteristics and spe-
cific features. 

In 1751, due to his father’s health problems, he tem-
porarily assumed the position of concertmaster in the 
Neustrelitz court chapel, which was however disbanded 
the following year as a result of the death of Duke Karl 
of Mecklenburg. Hertel then went with Karl’s widow, 
Elisabeth Albertine, to Schwerin, where she appointed 
him Court Chapel Composer in 1754. 

The economic difficulties during the Seven Years’ 
War (1756–63) compelled Hertel to seek a more secure 
source of income, and in 1758 he accepted a position as 
organist in Stralsund. However, he returned to Schwerin 
already in 1760, where starting in the following year he 
entered the service of Princess Ulrike Sophie. In spite of 
the definitively implemented relocation of the Schwerin 
court chapel to Ludwigslust by Duke Friedrich III in 
1767, Hertel remained with the princess in Schwerin, 
where he had already relinquished his position as Court 
Chapel Composer in 1764 in order to become Ulrike So-
phie’s secretary. In 1770 she promoted him to privy 
councillor, which gave him the freedom to pursue his ac-
tivities as composer, music theorist, and music critic un-
til the end of his life. Johann Wilhelm Hertel died in 
1789 at the age of nearly sixty-two, as the Ham-
burgischer Unparteischer Correspondent reported, 
slightly inaccurately, shortly after his death: 

Schwerin, 18th June. On the 14th of this month, the 
privy councillor, former chamber composer Johann 
Wilhelm Hertel died of a stroke in the 63rd year of his 
life. He was an admirable composer who had educated 
himself after the manner of C. P. E. Bach, Hasse, and 
Graun, and a good clavier and violin player. 

Hamburgischer Unparteischer Correspondent, Tues-
day, 23 June 1789, no. 99, supplement, p. 2 

The purpose of the present modern edition of the Flute 
Concerto in D Major is to lend new splendor to the Ger-
man composer Johann Wilhelm Hertel, and to simulta-
neously enrich the eighteenth-century German flute rep-
ertoire. 
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The Source 
Endowed with great commitment, sensitivity, honesty, 
and an instinctive, indefatigable, and ironic character (as 
one can recognize from the agreeable narrative style of 
his autobiography), Hertel was interested in the most 
varied areas of knowledge. He was not only a prolific 
composer – as evidenced by the large number of vocal 
and instrumental works – but also a many-sided author: 
as a music theorist he penned treatises (including Theory 
and Practice of the Thoroughbass and Theorie de la Mu-
sique), as a writer his own autobiography and the biog-
raphy of his father. Finally, he was also a music critic 
and wrote many concert reviews during the time he spent 
in Hamburg (1765–67). 

He drew up a detailed catalogue of his works and had 
it printed as an appendix to his autobiography. To be 
found in this catalogue is the entry “Flute: several con-
certos and trios.” Currently, we know of three concertos 
for flute that exist in manuscript. The manuscript of the 
present Flute Concerto in D Major, published here for 
the first time, is preserved, together with the manuscripts 
of the other two flute concertos, in the library of the Con-
servatoire royal in Brussels (B-Bc) under the shelf mark 
5560(1) / FA-Vl-102(1). The first page of music bears 
the title “Concerto per il Flauto da me Hertel,”2 which 
allows the assumption that it is an autograph. It is a score 
consisting of fifty-two folios written on both sides in 
18x32 cm (landscape) format. Neither orchestral mate-
rial nor a solo part have been preserved. 

It is unfortunately not possible to definitively date this 
concerto: in contrast to Hertel’s other preserved solo 
concertos and trios, in which he noted the date of com-
position at the beginning or at the end of the manuscript, 
in this case we have no evidence at all. Fortunately, Her-
tel himself mentions many of his flute concertos not only 
in his catalogue of works (see above), but also on page 
36 of his autobiography: in the chapter “In the service of 
the court and nobility, 1748–1750,” where he tells of his 
years of service in the Mecklenburg-Strelitz court 
chapel. There we read: 

Our Hertel had the fortune to receive this great man’s 
affection, so that he not only had to give him instruc-
tion in music, but also had to be with him almost con-
stantly. He made such progress that our Hertel com-
posed for him the most difficult flute concertos, and 
afterward wrote a small theoretical work about music 
in French, of which the knight still possesses the hand-
written original. 

The “great man” of whom Hertel speaks, and to whom 
he dedicated many a flute concerto, was Isaac François 
Egmonde Vicomte Chevalier de Chasôt (1716–1797), a 
Prussian officer who frequently went to Neustrelitz at 
that time to have music lessons with our composer. Born 
                                                                                                                                                                                                            
2 “Concerto for the Flute by me, Hertel.” 

into a noble Norman family in Caen, he was very much 
admired not only by Hertel.  

The treatise Theorie de la Musique dedicated to the 
Chevalier de Chasôt was precisely dated by Hertel to 
1749 in his catalogue of works. Therefore we can in all 
probability narrow down the date of composition of our 
flute concerto (and also of the other two) to the years 
1748–49: after all, Hertel reported having composed 
them before writing the treatise Theorie de la Musique. 

Critical Report 
The manuscript, which has come down to us in very 
good condition, is carefully written and legible. It does, 
however, contain many deletions and corrections that 
bear witness to Hertel’s impulsive personality, but fortu-
nately to do not impair the legibility. In our edition, we 
have added dynamic and articulation markings only 
where we were of the opinion that the composer had for-
gotten them. They are indicated by parentheses or 
dashed lines. In this way, the symmetry of the phrasings 
and the whole movements have been retained. A few ac-
cidentals have been added in parentheses. 

At the end of the first and third movements, the com-
poser employed da capo signs to indicate the final or-
chestral tutti. This was a common practice at that time, 
and frequently used by Hertel in his other works. In the 
present edition, these da capo tuttis have been written 
out for the sake of clarity. 

Special attention should be given to the da capo tutti 
of the middle movement, which Hertel wrote out him-
self: in the fourth to last measure of this Adagio, the 
composer placed the first four notes of the Violin 1 part 
in the solo part, but left the rest of the staff empty. We 
do not know whether this is an explicit instruction for the 
flute to play along with the orchestra’s last tutti, or 
whether Hertel accidentally wrote the first violin’s notes 
in the wrong staff. It is conspicuous that the outer move-
ments of the other two flute concertos do not contain any 
indications that the soloist is to play along in the da capo 
tutti. In view of the above, the performer is free to make 
the decision at his/her own discretion: the music of the 
Violin 1 part of this tutti is also reproduced in small print 
in the flute part of our edition. 

Furthermore, the editor has allowed himself to sug-
gest a short cadenza at measure 34 of the Adagio.3 This 
is expressly demanded by the composer by means of the 
fermata. The cadenza can of course be altered or com-
posed anew according to the performer’s taste. 

Hertel’s D-Major Concerto is made up of three move-
ments and displays the typical sequence of fast–slow–
fast borrowed from the (late) Baroque solo concerto in 
Italian style. The a ritornello structure employed here, 

3 See G299A (Flauto), p. 5. 
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which is characterized by the alternation between the or-
chestra and the soloist, spread to German-speaking re-
gions via Antonio Vivaldi’s works and enjoyed great 
popularity, especially in the cultural atmosphere of Ber-
lin and Dresden. 

At the time of composition, Hertel was about twenty-
one years old. His musical language displays traits of the 
gallant style, which was influenced by Johann Joachim 
Quantz’s vast oeuvre for flute, and has the expressive 
power of Carl Philipp Emanuel Bach’s sensitive instru-
mental pieces. In comparison to the latter, however, Her-
tel’s melodic lines and harmonic texture are fashioned 
more simply, straightforward, and symmetrically. 
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