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THE SOUND OF TRUMPETS
GERARD SCHWARZ, conductor and trumpet soloist New York Trumpet 
Ensemble and Y Chamber Symphony of New York

Johann Ernst Altenburg (1734–1801)
Concerto in D Major [4:36]
1. Allegro (2:06) 
2. Andante (1:34) 
3. Vivace (:56)
7 TRUMPETS: Gerard Schwarz (piccolo A) • Mark Gould (piccolo A) • Ed Carroll (piccolo
G) •  Robert Sirinek (D) • Norman Smith (piccolo A) • James Miller (piccolo A) • Neil
Balm (D)

 
Antonio Vivaldi (1675–1741)
Concerto in C Major [7:27]
4. Allegro (3:00) 
5. Largo (1:00) 
6. Allegro (3:27)
2 TRUMPETS: Gerard Schwarz (piccolo G) • Norman Smith  (piccolo G)

H.I.F. Biber (1644–1704)
7. Sonata “Scti Polycarpi” in C Major [5:41]
8 TRUMPETS: Gerard Schwarz (C) • Edward Carroll (C) • Mark Gould (C) • Robert Sirinek
(C) • Norman Smith (C) • James Miller (C) • Neil Balm (C) • Raymond Mase (C)

Giuseppe Torelli (1658–1709)
Sonata a cinque No. 1 in G Major [8:26]
8. Andante (2:19) 
9. Allegro (1:40) 
10. Grave (2:39)
11. Allegro (1:48)
TRUMPET: Gerard Schwarz (piccolo A)

Georg Philipp Telemann (1681–1767)
Concerto in D Major [8:11]
12. Adagio (2:12) 
13. Allegro (2:02) 
14. Grave (2:17)
15. Allegro (1:40)
TRUMPET: Gerard Schwarz (piccolo A
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Recorded in Masonic Temple Auditorium, 
New York City March 15-16, 1979

Syoko Aki (concert-mistress/violin solo)
Frederick Zlotkin (cello)
Loren Glickman (bassoon)
Linda Skernick (harpsichord)
Gordon Gottlieb (timpani)
And Strings of the Y Chamber Symphony

TECHNICAL INFORMATION

For this recording we used three omni B & K condenser microphones, capsule #4124, and B & K
pre-amplifier 2319S.  The specially constructed low noise, low distortion power supply and line
driver amplifiers were designed and built by John Meyer of Meyer Sound Laboratories, Inc., San
Leandro, California.
The output of the line driver amplifiers was fed directly into the line level input of a Studer

Model 169 Stereo Mixer, which was fed directly into the Digital Tape Recorder.  The portable
Studer console is batter-powered.  There is no AC and therefore no chance of hum.  The power
supply for the Studer 169 console is a sophisticated battery charger.
The B & K microphones were originally designed for high pressure or very loud sound meas-

urement.  It is because of this design characteristic that the microphone is able to withstand the
very high sound pressure level encountered in music, especially brass and percussion.  The high-
est quality music recording microphones will typically go into “crashing,” i.e. gross distortion, at
a sound pressure level of 120-130 dB SPL.  The B & K microphones typically reach 3% distortion
at kl160 dB, thus giving approximately 30 dB headroom for peaks.  The music of brass instru-
ments is full of such peaks.  The listener who has performed in any kind of wind and percussion
ensemble will understand that the sounds generated by these instruments, experienced close up,
are very strong indeed.
The way in which the strings were placed — violins and double basses on the left, and second

violins and violas on the right — as well as the fact that the conductor was also the performing
soloist playing a directional instrument, dictated an unorthodox microphone placement.  Three
microphones were used in a variation of the classic left-center-right microphone setup.

— Stan Ricker



Since Antiquity trumpets have conveyed magical
strength, nobility and authority; and their multi-purpose
use over the centuries has ranged from the military to
the spiritual. During the High Baroque, trumpet playing
reached a pinnacle of musical refinement and virtuosic
skill. Outstanding trumpeters, celebrated throughout
Europe, inspired a golden performance age which pro-
duced compositions of a brilliance to match the perform-
ers’ virtuosity. It seems appropriate that the revolution
in digital sound should be given a fanfare from such a
glorious past. On this recording we present five works
which span that fascinating age and represent some of
the finest German and Italian music ever written for
clarino trumpet.

Baroque trumpets were natural instruments — valve-
less metal tubes approximately eight feet long, either
straight or coiled into a loop, with cylindrical bores and
flared bells. They were capable of producing only one
note, the fundamental, although overtones could be ob-
tained by changing lip tension at the mouthpiece. To
achieve a complete diatonic scale, trumpeters were
forced to play in the top, or clarino, register, sometimes
up as high as the eighteenth overtone. Bores were made
narrower to facilitate technique, and as a result the natu-
ral trumpet, unlike the modern valve trumpet, had a
soft, flute-like tone. Composition for these instruments

presented grave difficulties, since they could not move
harmonically very far from their fundamental pitch. In-
tonation was often insecure, and melodic limitations
loomed in all but the upper register. As musical styles
began to change in the mid-18th century, clarino playing
became passé and began to decline. In the aftermath of
the French Revolution many of Europe’s smaller courts
and consequently private trumpet corps, were swept
away and inventors began experimenting to find a more
practical instrument. And finally with the 1813 develop-
ment of the valve trumpet, the once highly-prized clar-
ino techniques were lost.

From the classical era until recent years much of the
music written for the natural trumpet was considered
unplayable. However, the brilliant trumpet virtuosi of
our time have developed the techniques and stylistic
command to allow this music once again to dazzle and
delight the listener.

Johann Ernst Altenburg (1734–1801), a famous trumpet
virtuoso, wrote the most important theoretical treatise
on Baroque trumpet playing, Versuch einer Anleitung zur
heroische-musikalischen Trompeter-und Pauken-Kunst.
Printed as a stylistic example, his “Concerto for Seven
Trumpets and Timpani” was found in the appendix of
this 1795 treatise. No key was specified for this three
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movement concerto (Allegro, Andante, Vivace). It is
often played in C, but the New York Trumpet Ensemble
plays it in the more difficult and brilliant key of D. Two
choirs of three trumpets each and a timpani form the
concerto ensemble which accompanies the solo trumpet,
while in the beautiful cantabile second movement only
the concerto group plays. Although the piece has a pre-
dominantly military spirit (perhaps the result of Al-
tenburg’s career as a field trumpeter), the contrasting
piano and legato sections magnificently demonstrate the
pure, woodwind-like tones trumpets are capable of pro-
ducing when playing softly in the highest registers.

Antonio Vivaldi (1675–1741) is considered one of the
most influential leaders during the musical transition
from late Baroque to early Classical style. From 1704 to
1740 Vivaldi served as conductor, composer, and teacher
of music at the Conservatorio dell’ Ospedale della Pieta,
one of Venice’s four famous music schools for girls. This
position provided a testing ground for Vivaldi’s composi-
tional experiments, as the variable quality of the stu-
dents’ performing skills required great resourcefulness.
In the company of approximately 450 concertos, Vivaldi’s
brass works are relatively rare, and the “Concerto in C
Major for Two Trumpets, Strings, and Basso Continuo” is
his only concerto for two trumpets. A noble festivity per-
vades this three movement work which is considered by
many modern trumpeters to be the most important mul-
tiple-trumpet concerto. Skillful use of arpeggios, careful

dynamic shading, motivic repetition, interlocking imita-
tion, movement in thirds, and virtuosic sixteenth note
runs decorate the work's Allegro movements. An intro-
spective six measure chordal progression for strings char-
acterizes the second movement Largo, allowing for solo
extemporization and far-reaching harmonic exploration,
while being reminiscent of the middle movement of
Bach's Brandenburg Concerto No. 3.

Heinrich Ignaz Franz von Biber (1644–1704) has been
called the most important Baroque composer before
Bach. Known for his experimental compositional tech-
niques, Biber served as Lord High Steward to the court in
Salzburg, where he was ennobled in 1690 by the Bo-
hemian Emperor Leopold I. “Sonata ‘Scti Polycarpy’,” for
eight trumpets, timpani, and basso continuo, was proba-
bly written for the Collegiate Church of St. Mauritius to
commemorate the feast day of the martyr Saint Polycarp.
Brilliant roulades, arpeggiated melodies, passages in
thirds, imitation, terraced dynamics, and a tonic-domi-
nant harmony enriched through occasional borrowed
chords are the chief characteristics of this three move-
ment C Major work. Skillfully contrasting with overall
fast tempos are a majestically broad opening introduc-
tion, a homophonic dance-like second movement in
triple time, and a similar brief triple-time passage in the
third movement. Biber instructed that this piece was to
be performed by two antiphonal choirs; trumpets 1, 2, 5
and 6 in one group and trumpets 3, 4, 7 and 8 in the



other. Interplay between these overwhelming forces,
with their powerful tutti drives to cadences, make for a
thrilling example of Baroque sacred brass music.

Guiseppe Torelli (1658–1709) enjoyed a reputation, dur-
ing his lifetime as a composer, equal to Corelli and Vi-
valdi. As leader of one of Italy's finest orchestras, at the
Church of St. Petronius in Bologna, Torelli must have
had a superb trumpeter among his musicians, for he
composed twenty-eight sonatas for one or two trumpets
during his residency there. The “Sonata a cinque No. 1,”
for solo trumpet, strings, and basso continuo, stylisti-
cally resembles the sonata da chiesa. The opening D major
Andante immediately establishes the work’s mood, with
a pensive feeling surrounding lyrical trumpet solos that
alternate with tutti strings. Sudden harmonic shifts em-
phasize the expressive coloring; and a two-measure
Adagio bridge for solo strings progresses into the bright
Allegro fugue of the second movement. The trumpet
leads with spirited vigor and brilliantly ornamented
clarino melodies, yet remains an integral part of the con-
trapuntal ensemble. Driving rhythmic pulse and a grad-
ual dynamic increase bring the fugue to its
high-powered conclusion, creating a startling contrast
with the Grave third movement. For strings alone, it
presents a series of short modulatory sections leading
from the opening A major to F# minor. Again a wistful
mood prevails with brief tutti passages juxtaposed
against the haunting sparsely-accompanied violin solos.

The Allegro closing borrows from the first movement for
its melodic and rhythmic inspiration, while unifying the
work's compositional elements and infusing them with
abundant joy, life and spontaneity.

Georg Philipp Telemann (1681–1767) was one of the out-
standing and prolific representatives of the Hamburg
school of composition, which was preeminent during the
first half of the eighteenth century. Instinctively following
the older more severe Baroque styles, he prospered in the
free city's atmosphere, where he held music directorships
at Hamburg’s five principal churches from 1721 to 1767.
Telemann was also recognized during his lifetime as one
of the era's finest composers. The four movement “Con-
certo in D Major for D Trumpet, Strings, and Basso Con-
tinuo” is one of his 120 surviving autograph concertos.
Opening with an exquisitely beautiful Adagio, pulsing
string chords lend an air of sadness to the soaring, qui-
etly regal trumpet solo. A playful Allegro follows, with
the soloist alternating and recombining with the ensem-
ble in shared motives and sudden dynamic changes. Solo
strings end the third movement, a stirring Grave in B
minor, with long overlapping imitation not possible with
an accompanying trumpet. Recapturing the second
movement's light-heartedness, the concluding Allegro
freely tosses spirited imitative motives, fanfares, and
arpeggios throughout the ensemble, finally culminating
in breath-taking sixteenth note clarino runs.

— MARY LOU HUMPHREY


