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In the seventeenth and eighteenth centuries the combination of trumpet 
and organ is relatively rare. It seems first to occur with the Italian trumpeter 
Girolamo Fantini, who performed in Rome in 1634 with Frescobaldi. Four 
years later he published sonatas for trumpet and organ in his Modo per 
imparare a sonare di tromba (Way to prepare to play the trumpet). Forty 
years after this, Giovanni Buonaventura Viviani published two sonatas for the 
same instruments and in the eighteenth century Ludwig Krebs, a pupil of 
Johann Sebastian Bach, wrote six chorale preludes and a fantasia for 
trumpet and organ. There is also a small group of compositions for trumpet 
and basso continuo or for trumpet with another instrument and continuo, in 
which this last may be played on the organ. 

For the present recording the organ of the Haga Church in Gothenburg is 
eminently suitable. The music is performed in mean-tone temperament and 
the German music is played at a pitch which can be regarded as the average 
pitch in Germany before it was gradually lowered, through French influence, 
by about one tone or even three semitones for voices and instruments 
around the beginning of the eigtheenth century. The German trumpet in C 
Chor-Ton (choir pitch) now became the trumpet in D Cammer-Ton (chamber 
pitch). It seems, therefore, that there was no change from a trumpet in C to a 
trumpet in D, as has sometimes been argued. The organ in general 
continued to be tuned in the higher Chor-Ton, although some appear to have 
been tuned to the lower Cammer-Ton. 

The pitch in Italy in the seventeenth century raises more problems, which 



cannot here be discussed in detail. It varied between different parts of Italy 
and according to Giovanni Battista Boni, writing in 1640, the accompanying 
instruments, at that time generally organs and harpsichords, were tuned high 
in Venice and lower towards the South. In Venice the pitch was a whole tone 
higher than in Florence and a tone and a half higher than in Rome. The pitch 
in Venice may have been about a'= 460-470 Hz. Instruments could also be 
tuned both high and low, for example organs and cornetti. When playing with 
instruments of other pitch the organist or cornettist would have to transpose 
their parts. Church organs were pitched high in Venice, but in 1652 Antonio 
Barcotto is recorded as saying that chamber organs in Venice, Padua, 
Vicenza and other cities of the Venetian Republic were a tone lower than 
other organs. 

If Fantini's trumpet followed the Florentine pitch it may have been pitched 
at a'= 415 Hz. If the organ had a different pitch, the organist would have had 
to transpose. German organs in particular could cause difficulties, as certain 
low notes might be lacking, when transposing. This is also the case with the 
Haga organ so that the decision has been taken to perform the works by 
Fantini at a'= 450 Hz., as they would have been performed in Germany. 

The natural trumpet itself, a trumpet without valves, is restricted to ttie 
notes of the harmonic series, the so-called partials. Some of these notes are 
impure and cause problems with intonation, especially if the trumpet is 
played together with an instrument of fixed pitch like the organ. The eleventh 
harmonic is too high for f' and too low for f sharp"; the thirteenth is too low for 
a" and is nearer to g sharp"; the seventh and fourteenth harmonics are 
slightly too low for b flat' and b flat"respectively. In mean-tone temperament, 
however, the impure notes are less conspicuous and an experienced 
performer can reduce these problems by his embouchure. This is also easier 
on an old trumpet because of irregularities in the tubing. The matter is 



complicated by modern replicas, with even tubing which makes the pitch of 
every harmonic more stable. As the harmonics in the upper register lie very 
close together, it is difficult to achieve secure attack. With the modern valve 
trumpet .lower harmonics are used, making the attack more secure. The 
modern trumpet, with its six valve combinations, is, in fact, a combination of 
seven natural trumpets. On the other hand the valve trumpet needs more 
wind than the natural trumpet, the player will, therefore, have to be prepared 
to adjust his technique to achieve a secure attack with the natural instrument. 
In order to help the modern performer shift between the valve and the natural 
trumpet a finger-hole system was devised in 1960 by Otto Steinkopi. By 
opening one hole all even-numbered harmonics are excluded and by 
opening another all the odd ones. In this way, by opening one of the holes 
the nearest harmonic can be excluded, giving greater security of attack. A 
third hole, which transposes the pitch of the instrument a fourth, gives a purer 
f' and a". Trumpets with such holes may be called Baroque trumpets, to 
distinguish them from pure natural trumpets. 

The trumpeter Girolamo Fantini was reputed to be "the most excellent 
trumpeter of all Italy". He was employed in Rome from 1626 to 1630 and in 
1631 entered the service of Ferdinand II, Grand Duke of Tuscany, remaining 
in the same employment for the rest of his life. His trumpet method, 
published in 1638, was an attempt to introduce the instrument into Italian art 
music. The work includes, among other pieces, eight sonatas for trumpet and 
organ and there are also further sonatas for trumpet and basso continuo, 
other pieces for the same combination of instruments and trumpet duets, with 
exercises for solo trumpet. In the first years of the seventeenth century 
trumpet parts were confined to a limited number of notes, as, for example, in 
the five-part trumpet Toccata in Monteverdi's Orfeo. The melodic part, 
marked Clarin or Clarino, consisted only of the notes c", d ,  e", f" and g", and 



less often a". Fantini broke with this tradition and developed a use of the solo 
trumpet in its entire range, from the second to the sixteenth harmonic, from c 
to c"'. It is very probable that he was influenced by the increasing use of the 
violin as a solo instrument. 

The next composer known to have written for trumpet and organ is 
Giovanni Buonaventura Viviani, who was born in Florence in 1638. Between 
1656 and 1670 he was employed in Innsbruck, where, for the last four years, 
he was Court Kapellmeister. He then returned to Italy, where he was active in 
Venice, Rome and Pistoia. There is no trace of him after 1692. Viviani 
composed a number of instrumental and vocal works, including operas and 
oratorios. His two sonatas for trumpet and organ or gravicembalo are 
included in an appendix to his Capricci armonici da chiesa e da camera, 
Opus 4, published in Venice in 1678. Unlike the sonatas of Fantini, the 
trumpet and organ engage in dialogue and both parts are of equal 
importance. The pitch chosen for the present recording is a'= 460 Hz. 

Johann Jacob Lowe von Eisenach, born in 1629, composed the first 
trumpet duets with basso continuo. He moved to Dresden in 1652 and 
through the recommendation of Heinrich Schijtz later held positions at 
Weissenfels and at Zeltz. He left Zeltz in 1665 and seems to have found a 
new position only in 1682, when he became organist of St Nikolai in the city 
of Luneburg, where he died in poverty in 1703. In his collection Sonaten, 
Canzonen und Capriccen, published in 1664, two of the capriccios are for 
two trumpets and basso continuo. The parts are well balanced, with a fine 
interplay between the soloists. As the music was first published when the 
composer was in Zeltz, the capriccios may well have been first performed by 
the court trumpeters there. 

Born in Silesia in 1639, Johann Christoph Pezel was trained as a. 
Stadtpfeifer (Town Wait) and was appointed Kunstgeiger (Violinist) in Leipzig 



in 1664, to be promoted in 1669 to the position of Stadtpfeifer. He was 
regarded as a very skilled trumpeter and musician. In 1676 he applied for the 
position of Cantor at the Choir-School of St Thomas, but was not appointed, 
because his qualifications were those of a Stadtpfeifer and he was, at the 
same time, a Catholic. In 1681 he left Leipzig to become Stadtpfeifer at 
Bautzen. In 1675 Pezel published his Bicinia Variorum Instrumentorum (Two- 
Part Works for Various Instruments) in Leipzig. In this collection there are six 
Sonatine for two trumpets and basso continuo. His duets are both longer and 
more elaborate than those by Lijwe von Eisenach. They are followed by a 
sonata for trumpet, bassoon and basso continuo. The sonatas are in binary 
form and very demanding, especially if played with all the repeats. In the 
sonata for trumpet and bassoon there are wide leaps and difficult 
demisemiquaver figures which require very advanced technique. Pezel 
himself was noted for his skill in playing the trumpet in the clarino register 
and it is therefore reasonable to assume that he was able to play the parts he 
published. These compositions show the very high standard trumpet-playing 
in Germany had reached by 1675, revealing Pezel as a worthy predecessor 
of Gottfried Reiche, who was later to play Bach's trumpet parts. 

Very little seems to be known of Prentzl, who worked in the second half of 
the seventeenth century. It may be supposed that his sonata for trumpet, 
bassoon and basso continuo was modelled on that of Pezel. The work is 
preserved in manuscript parts in the Library of Uppsala University in Sweden. 

In the Austrian National Library in Vienna there is a collection known as 
Die estensische Musikalien. This was assembled by the Obizzi family at the 
castle of Cataio, near Padua. With the extinction of the family in 1803, the 
collection passed to the Este family in Modena and from them to the library in 
Vienna. The collection includes some works with parts for trumpet, among 
them an anonymous sinfonia for two trumpets and basso continuo and a 



sonata for two trumpets and violone, both in the key of D. The Sinfonia a due 
Trombe o V.V. (Sinfonia for two trumpets or two violins), with continuo parts 
for violone and organo, is in fact a trio sonata, a sonata da chiesa (church 
sonata), with movements in the order slow, fast, slow, fast. The two trumpet 
parts frequently overlap and are very demanding on the players' powers of 
endurance, the probable reason for the alternative instrumentation. At Cataio 
music was performed by resident musicians and visiting composers and 
performers coming especially from Modena and Bologna. Edward H. Tarr, 
who is familiar with the Bolognese tradition of trumpet performance, has 
suggested that the work may have been composed there, even though 
Venice cannot be completely ruled out, as there was there a tradition of 
writing for one or two trumpets in operas. It could also be the work of a 
composer in Modena, the capital of the Este duchy, where several trumpet 
duets, often technically demanding, have been preserved, and it is not 
unreasonable to suppose that the work might have been performed there. If 
this work was performed with trumpets in Padua, it is probable that this would 
have been done not in a church but in a small private theatre, using a 
chamber organ, since the presence of an organ part does not necessarily 
imply church performance and several other sonatas in the Este collection, 
sonate da camera as well as concertos, have a continuo part for organ. The 
title Sinfonia instead of Sonata may also imply that this was not primarily 
intended as a sonata da chiesa. It was therefore recorded at the pitch a'= 
415 Hz. If it was played in a church with a higher-pitched organ, the organist 
might well have transposed his part. 

Girolamo Frescobaldi was born in Ferrara in 1583 and was a pupil there 
of Luzzasco Luzzaschi, with access to excellent organs. When he was 
twenty, he went to Rome, where he became a singer and organist at St 
Peter's, a position he held until his death in 1643. The Toccata nona is from 



the fourth and last edition of his Libro di Toccate, printed in 1637, the first 
edition having appeared in 1615. During the intervening period Frescobaldi 
made several changes in the contents of the collection, both in the number of 
pieces and in their structural development. The last edition is therefore 
characterized by a great variety of musical genres and styles. The toccatas 
show influences of the Ferrarese madrigal, Claudio Merulo's toccatas and 
the harmonic boldness of the Neapolitans. 

Organist at the Oude Kerk in Amsterdam from 1580 until his death in 
1621, Jan Pieterszoon Sweelinck is said to have studied with Gioseffo 
Zarlino in Venice, although this is now generally doubted. he seems, in fact, 
to have spent his whole life in Amsterdam, where he succeeded his father as 
organist, a position that later was occupied by his own son. In his music he 
mixed modern Venetian forms with the figurative techniques of the English 
virginalists. While Sweelinck also wrote a quantity of vocal music, his music 
for organ and for harpsichord is of much greater importance, in its perfecting 
of older forms, even if no new ones were originated. He was especially 
sought after as a teacher by young organists all over Germany, where he had 
the reputation of being the hamburgischen Organisten-macher (Hamburg 
Maker of Organists), as the teacher of the principal organists in Hamburg. 
His Fantasia chromatica consists of a continuous development of the initial 
chromatic subject, which remains melodically unchanged throughout. As the 
work proceeds, various counter-subjects and scale passages are combined 
with the principal theme. 

The Italian composer, violinist and organist Michelangelo Rossi was born 
in Genoa in 1601 or 1602 and was one of the leading composers of keyboard 
music in Italy in the seventeenth century. In Genoa he was assistant to his 
uncle Lelio Rossi, a Servite friar, who was organist at the Cathedral of San 
Lorenzo, but by 1624 he had moved to Rome, where he came under the 



influence of Frescobaldi and was associated with he Barberini family. In 1638 
he toured the northern parts of Italy, where his activities included service of 
the Este family in Modena and the Sforzas in Milan. He eventually returned to 
Rome, where he died in 1656. Rossi's music for organ and harpsichord 
shows great originality, particularly in its aspects of dissonance, 
chromaticismn and sudden modulation. This becomes especially evident 
with an organ of mean-tone tuning, as in the present recording. The Toccata 
settima comes from his Toccate e Corenti d'lntavolatura d'Organo e 
Cimbalo, printed in Rome in 1657 as a further edition of an earlier version. 

Reine Dahlqvist 
English translation by Kerstin Swartling 



The Organ 
The unique instrument used for this recording is situated in the north 

transept gallery of the Haga Church in Gothenburg. It was built by John 
Brombaugh of Eugene, Oregon, in the United States of America, and was 
installed in the church towards the end of 1991. The organ has been largely 
modelled on North German instruments of the early seventeenth century. The 
instrument is tuned 114 syntonic comma meantone, with two manuals and 
pedals, 21 stops, 11 13 pipes and one dummy row of pipes in the front. Wind 
is supplied by two wedge bellows. The wind pressure is 78mm and the pitch 
of the instrument is a'= 460 Hz. 

Werk 
(Manual 1) 
CDE - c3 
Praestant 8* 
Gedackt 8 
Holzprincipal 8 
Octava 4 
Spitzpipe 4 
Octava 2 
Quinta 3 
Sesquialtera II 
Mixtura IV-VI 
Trommet 8* 

Brustpositiv 
(Manual 11) 
CDEFGA - c3 
Holzgedackt 8 
Floit 4 
Hohlquinta 3 
Holfloitlein 2 
Regal 8 

Pedal 

CDE - d l  
Subbass 16 
Praestant 8* 
Octava 4 
Bawrfloitlein 1 
Posaunen16 
Trommet 8* 
Dulcian 8 
Cornett 2 

= transmission WerkIPedal 



Niklas Eklund 
Niklas Eklund was born in Gothenburg in 1969 and when he began to play 

the trumpet at the age of four was continuing a family tradition of four 
generations. His first teacher was his father, Bengt Eklund, a musician and 
teacher well known in Scandinavia. In 1991 Niklas Eklund became principal 
trumpet in the Basle Symphony Orchestra, but subsequently resigned, in 
order to pursue a career as a soloist on the natural or Baroque trumpet. Even 
as a student he undertook concert engagements abroad, and now has a busy 
schedule of performances that have included appearances with London 
Baroque, the Cologne Collegium Cartusianum, the Drottningholm Baroque 
Ensemble and the Joshua Rifkin Bach Ensemble. He had his professional 
training at the University of Gothenburg School of Music and with Edward H. 
Tarr at the Schola Cantorum Basiliensis, and in 1996 won first prize at the 
first competition for Baroque trumpet-players, the International Altenburg 
Competition in Germany. For the present recording he uses a Baroque 
trumpet made by the Basle maker Reiner Egger, after an original instrument 
by Johann Leonard Ehe 11 (1663-1724). 

Knut Johannessen 
Knut Johannessen teaches harpsichord and performance practice at the 

Norwegian Musikkhugskole in Oslo and appears as a soloist and in chamber 
music in Europe and the United States of America. Since 1977 he has been a 
member of the Norsk Barokkorkester and a director of the Oslo 
Barokkorkester and Christiania Consort. He is also organist at the Fagerborg 
Church in Oslo. Knut Johannesen studied at the Norwegian Musikkhugskole 
and at the Sweelinck Conservatory in Amsterdam, where he specialised in 
early music and performance on period instruments. 



Marc Ullrich 
Marc Ullrich has been principal trumpet of the Basle Radio Symphony 

Orchestra since 1978. Previously he held the same position in the Orchestre 
Regional de Mulhouse. He also performs with other ensembles, such as the 
Basle Brass Quintet, La Follia and the Swiss Symphonic Brass. He has 
made a number of broadcasts and recordings and was a pupil of Roger 
Delmotte in Versailles and Maurice Andre in Paris. 

Mats Klingfors 
Mats Klingfors was born in Guldsmedshyttan, Sweden and studied in 

Stockholm. He has always been actively involved in chamber music. His 
interest in baroque music and music of the classical period very soon led him 
to play original instruments. He played for several years with the Florilegium 
Musicum and is now a member of Concerto Copenhagen and the Norsk 
Barokkorkester. 

Tormod Dalen 
Tormod Dalen was born in Trondheim, Norway. After having completed 

his studies at the Norwegian Musikkhergskole he specialized in Baroque 
music and studied at the conservatories in the Hague and Brussels with Jaap 
ter Linden and Hidemi Suzuki. He performs with ensembles such as the 
Norsk Barokkorkester, Concerto Copenhagen, La Petite Bande and 
Florilegium Musicum and has appeared under conductors such as Ton 
Koopman, William Christie and Andrew Parrott. 
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