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The dissertation consists of four recitals. Three solo 

recitals featured a variety of selected works for bass 

trombone and piano by traditional and contemporary composers. 

The lecture recital, entitled "The Trombone in German and 

Austrian Ensemble Sonatas of the Late Seventeenth Century," 

is a study which examines the role of the trombone, both as 

a solo and ensemble instrument, and the functions of the 

instrument in ensemble sonatas of the late seventeenth 

century. 

The trombone's use in instrumental ensembles was traced 

from the fifteenth century to the present. The program 

included selections by German composers Daniel Speer and 

Matthias Weckmann, and Austrian composers Autonio Bertali, 

Johann Heinrich Schmelzer and Heinrich Ignaz Franz Biber. 

After the seventeenth century, little evidence is 

available documenting the continuation of the trombone's 

extensive use in instrumental chamber ensembles. It was not 



until the twentieth century that the trombone regained the 

position it enjoyed in the late seventeenth century. 



Tape recordings of all performances submitted as dissertation 

requirements are on deposit in the North Texas State 

University Library. 
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CHAPTER I 

BACKGROUND 

The trombone is frequently associated with chamber 

ensembles consisting solely of brass instruments. However, 

the instrument has a history of extensive usage in mixed 

instrumental ensembles from the late sixteenth century to 

the present. In the Baroque period, the trombone was 

popular in other combinations of instruments and voices. 

Its usage in concerted church music, for instance, has been 

documented in Jeffrey Williams' study, "The Trombone in 

German and Austrian Concerted Church Music of the Baroque 

Period." In this study Williams treats the instrument as 

an ensemble instrument and as a solo obbligato instrument in 

church music of the Baroque period.1 

Occasionally the trombone was also employed as a member 

of instrumental ensembles of the seventeenth century. Ger-

man and Austrian composers wrote ensemble sonatas for three 

or more instruments with continuo, often employing the trom-

bone on an equal basis with the other instruments. This 

study will examine five representative examples by German 

1. Jeffrey P. Williams, "The Trombone in German and Austrian 
Concerted Church Music of the Baroque Period, A Lecture 
Recital, Together with Three Solo Recitals" (unpublished 
D.M.A. dissertation, North Texas State University, 1974). 



composers Daniel Speer and Matthias Weckmann, and Austrian 

composers Antonio Bertali, Johann Heinrich Schmelzer and 

Heinrich Ignaz Franz Biber. 

The seventeenth century ensemble sonata was not the 

first chamber music to call for trombone, for isolated 

examples appear as early as the fifteenth century. A scene 

painted on a panel in the Accademia delle Belle Arte at 

Florence depicts three shawm players and a trombonist per-

forming at the marriage festivities of Boccaccio Adimari 

and Liza Ricasoli. 

In the sixteenth century the trombone was often found 

in the company of other instruments and voices. In 1539 

at the wedding of the Duke of Tuscany with Eleanor of 

Toledo, the bride was met at the gates of Florence by a 

choir of twenty-four singers, accompanied by four cornetti 

and four trombones.^ 

The cornetto and trombone became a popular combination 

of instruments in the sixteenth and seventeenth centuries. 

In Germany, the cornetto (zink)-trombone (posaune) combina-

tion was a favorite of the Stadtpfeifer guilds. ̂  In his 

2. Francis W. Galpin, "The Sackbut, Its Evolution and History," 
Proceedings of the Musical Association XXXIII (1906), 10. 

3. Ibid., 12. 

4. Anneliese Downs, "The Tower Music of a Seventeenth-Century 
Stadtpfeifer: Johann Pezel's "Hora decima' and ' Fiinft-
stimmigte blasende Music1," Brass Quarterly VII/1 (Fall, 
1963), 6. 



article Brass Instruments of Italian Church Music of the 

Sixteenth and Early Seventeenth Centuries," Denis Arnold 

describes several musical events in which the trombone is 

found in combination with cornetti as well as strings and 
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voices. It must be pointed out, howeverf that it was often 

the wish of the publisher to leave the choice of instruments 

to the performers in order to sell as many copies as possible, 

The practice of printing on the music "buoni da cantare et 

sonare con ogni sorte di strumenti" (good for singing' and 

playing on any sort of instrument) was common throughout the 

mid-seventeenth century.^ 

Giovanni Gabrieli was the first composer to indicate 

parts for specific instruments. In his Sonata pian' e forte, 

from the Sacrae Symphoniae of 1597, Gabrieli designated a 

cornetto and three trombones in one choir, and a violino and 

three trombones in another choir. 

In the seventeenth century, the practice of specifying 

instrumentation became more common, and chamber works 

including the trombone are more abundant. This is documented 

by James E. Roberts' "A Preliminary List of Seventeenth-

5. Denis Arnold, "Brass Instruments in Italian Church Music 
in the Sixteenth and Early Seventeenth Centuries," Brass 
Quarterly 1/2 (December, 1957), 81-92. 

6. Egon F. Kenton, "The 'Brass' Parts in Giovanni Gabrieli's 
Instrumental Ensemble Compositions," Brass Quarterly 1/2 
(December, 1957), 74. ~ 



Century Chamber Music Employing the Trombone," in which he 

cites works by fifty-five seventeenth-century composers.7 

The ensemble sonata of the seventeenth century, usually 

a single-movement multi-sectional composition for three or 

more parts with continuo accompaniment, continues the equal 

distribution of parts found in Renaissance music, and is 
O 

limited to the seventeenth century. Stylistic elements 

include motivic imitation in all parts, a generally poly-

phonic texture with occasional shifts to chordal or homo-

phonic sections, a fast harmonic rhythm "and a state of 

tonal flux marked by successive drives towards cadences."9 

Geographically speaking, the development of the ensemble 

sonata began in Northern Italian centers in the early seven-

teenth century, and spread into Germany and Austria in the 

second half of that century. The effects of the Thirty Years 

War cannot be ignored when discussing German music of this 

period. This political conflict virtually destroyed the 

courts and towns, and left the country in ruins in the early 

part of the century. The previously musically active courts 

at Dresden and Hamburg were the earliest to recover, but the 

7. James E. Roberts, "A Preliminary List of Seventeenth-Century 
Chamber Music Employing the Trombone," Journal of the Inter-
national Trombone Association VIII (March, 1980), 19-22. 

8. William S. Newman, "Sonata," The New Grove Dictionary of 
Music and Musicians, 6th ed., 20 vols., ed. Stanley Sadie 
(London: Macmillan, 1980), XVII, 482. 

9. Ibid. 



Hofkapellen at each of these centers were reduced in size 

after the war.-*-® 

German courts were musically influenced by surrounding 

countries. Perhaps the most influential country was Italy, 

whose musicians had been appointed to posts in the German 

courts. Before the seventeenth century Italian musicians 

served in the Hofkapelle at both Dresden and Munich.^ The 

Italian-trained Heinrich Schiitz (1585-1672) , a student of 

Giovanni Gabrieli who served in the Dresden Hofkapelle, was 

probably the greatest German composer of the seventeenth 

century. Matthias Weckmann (c.1619-1674), who will be 

discussed later, studied with Schiitz. Daniel Speer (1636-

1707), though cosmopolitan, was principally active in 

Stuttgart as a composer and theorist. Two of Speer's ensemble 

compositions will be discussed later. 

Austria witnessed a surge of musical growth in the seven-

teenth century. The main impetus for this growth came from 

the imperial Hofkapelle at Vienna, where musical activity had 

a long-established tradition. Ferdinand II, emperor from 

1619 to 1637, brought Italian musicians such as Antonio 

Bertali to the court, marking the beginning of a Baroque 

10. Christoph Wolff, "Germany," The New Grove Dictionary of 
Music and Musicians, 6th ed., 20 vols., ed. Stanley Sadie 
(London: Macmillan, 1980), VII, 272. 

11. Ibid., 270, 



musical style in Vienna and, in spite of the Thirty Years 
12 

War, the most brilliant period of the imperial Hofkapelle. 

The number of musicians increased during the reign of 

Ferdinant III, emperor from 1637 to 1657. During the reign 

of Leopold I, 1658 to 1705, the imperial Hofkapelle nearly 

trebled in size. It is thought that as many as one hundred 

musicians could have been employed, including 
. . . five organists, a director of the chapel 
(Kapellmeister) . . . a sub-director (Vice-
Kapellmeister) ; eight trombones [sic], five 
trumpeters, four gamba players; and other 
singers and players in proportion; as well as 
a lute maker; and two instrument attendants— 
apparently employed to keep the various instru-
ments in good order. 

One of the musicians in the employment of Leopold I was 

Johann Heinrich Schmelzer, who served in the imperial 

Hofkapelle from about 1635 to 1680, and was the first 

Austrian to become Kapellmeister. 

The musical environment created by Leopold I had a great 

influence on a number of provincial noblemen, who sought to 

emulate the customs and fashions of the aristocracy.^ One 

12. Helmut Federhofer, "Austria," The New Grove Dictionary of 
Music and Musicians, 6th ed., 20 vols., ed. Stanley Sadie 
(London: Macmillan, 1980), I, 731. 

13. H.V.F. Somerset, "The Hapsburg Emperors as Musicians," 
Music and Letters XXX/3 (July, 1949), 207. 

14. Federhofer, op. cit., 732. 

15. Stephen C. Anderson, "Selected Works from the Seventeenth-
Century Music Collection of Prince-Bishop Karl 
Liechtenstein-Kastelkorn: A Study of the Soloistic Use 
of the Trombone and Modern Editions" (unpublished D.M.A. 
dissertation, University of Oklahoma, 1977), 5. 



of the most notable, if not the most famous was Karl 

Liechtenstein-Kastelkorn, who was elected Prince-Bishop of 

Olomouc, the episcopal seat of Moravia and Silesia in 1664. 

He served in that capacity until his death in 1695. While 

he served as titular head of Olomouc, Liechtenstein resided 

at his castle residence in Kromeriz, a town approximately 

ninety miles northeast of Vienna. During his reign as 

Prince-Bishop, Liechtenstein rebuilt Kromeriz, which had 

virtually been destroyed by the Swedes toward the end of the 

Thirty Years War."^ 

Liechtenstein cultivated music on a scale equal to 

Leopold I. He established a choir and a court Kapelle, with 

1 7 

as many as thirty instrumentalists. Heinrich Biber was 

the first Kapellmeister at Kromeriz. The most impressive 

evidence of Liechtenstein's interest in music is the large 

collection of manuscripts now preserved in the castle 

18 

archives. The compositions in the archives, nearly one 

thousand in number, came from a variety of sources. In 

addition to having musicians such as Biber at his disposal, 

Liechtenstein maintained an agent in Vienna to keep him 

informed of the musical activity at the imperial Hofkapelle. 
16. Don Smithers, "Music for the Prince-Bishop,11 Music and 

Musicians XVIII/8 (April, 1970), 24. 

17. Don Smithers, "Komerlz," The New Grove Dictionary of 
Music and Musicians, 6th ed., 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), X, 277. 

18. Ibid. 
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He occasionally visited Vienna, accompanied by a copyist who 

reproduced those works which interested the Prince-Bishop.19 

Among the compositions in his collection are works by Bertali, 

Sciimelzer, and Biber, whose ensemble sonatas are discussed 

below. 

Excellent examples of instrumental chamber compositions 

by seventeenth-century German and Austrian composers are now 

available in modern editions. Musica Rara Publications of 

London has published over thirty-five works, including the 

five selections to be examined in this paper. These works 

demonstrate both the role of the trombone as a solo and 

ensemble instrument, and the functions of the instrument 

in the composition. 

19. Anderson, op. cit., 7. 



CHAPTER II 

FIVE INSTRUMENTAL ENSEMBLE SONATAS 

BY GERMAN AND AUSTRIAN 

COMPOSERS 

Daniel Speer (1636-1707) 

Daniel Speer was born in Breslau in 1636. His three 

autobiographical novels, published anonymously, describe 

his years of wandering throughout southeast Europe, after 

leaving Breslau as an orphan.^" Speer eventually settled 

in Stuttgart, where his presence as a town and church musician 

was recorded in 1665. 

He held posts in Goppingen, Gross Bottwar, and Leonburg, 

before returning to Goppingen in 1668 as a teacher at the 

Lateinschule. Between 1681 and 1689 Speer published a total 

of fourteen compositions. In addition to these works, he 

wrote political commentaries, one for which he was imprisoned 

in 1689. After a few months he was released and sent to 

Waiblingen, near Stuttgart. In 1694 Speer returned to the 

Lateinschule to serve as Kollaborator, and later as Kantor. 

He remained at this post until his death in 1707.2 

1. Rosemary Roberts, "Daniel Speer," The New Grove Dictionary 
of Music and Musicians, 6th ed., 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), XVII, 821. 

2. Ibid., 822 
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Although Speer is probably best remembered for his one-

movement sonatas for brass instruments, he also published 

sacred vocal music and a textbook entitled Grund-richtiger 

Kurtz leicht und nothiger unterricht der musicalischen Kunst 

(Fundamental Short Easy and Necessary Instruction in Musical 

Art). This work, first published in 1687, was revised and 

enlarged in 1697, and subtitled Vierfaches musicalis.ches 

Kleeblat (Fourfold Musical Cloverleaf). The instructional 

work contains several musical compositions, and gives 

instruction in singing, figured bass realization, composi-

tion, and performance on instruments,with emphasis on the 

trumpet and trombone. 

The Sonata a 3 and Gigue a 3, the first works for 

examination, are taken from the collection, Recens 

fabricatus labor, oder Die lustige Tafelmusik mit 3 Vokal— 

und 4 Instrumentalistimmen (Recently Composed Works, or the 

Merry Dinner Music for 3 Vocal and 4 Instrumental Voices) pub-

lished in Frankfurt in 1685."̂  His frequently performed 

Sonata for Four Trombones is contained in the same collec-

tion. These works have been edited and published together 

because of the rhythmic contrast provided in addition to 

their brevity. 

The Sonata a 3 is a one-movement work in two sections, 

each of which is repeated and complete in itself. There are 

3. Glenn P. Smith, Preface of his ed. of Sonata and Gigue by 
Daniel Speer (London: Musica Rara, 1978^ ~~ 
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a total of thirty-three measures cast in quadruple meter. 

The sonata, in the tonality of G major, is scored for two 

violins, trombone and continuo. Much contrast is achieved 

by alternating homophonic and polyphonic sections in a fast 

harmonic rhythm. The trombone part is constructed in con-

junct motion, with occasional skips in imitative sections. 

The Gigue a 3 is also in the key of G major and 

utilizes the same instrumentation as the Sonata a 3. It is 

also constructed in two repeated sections. This work, cast 

in binary form, contains all of the chief characteristics 

of a typical gigue of the Baroque period, such as compound 

duple meter (^), dotted rhythms, wide intervals, and fugal 

writing.^ 

The trombone serves in a diversified role, both of motivic 

imitation and of reinforcing the bass line of the continuo. 

The example below, taken from the Sonata a 3, illustrates both 

aspects of that role (Figure 1). The range of the trombone 

part in both the Sonata a 3 and Gigue a 3 spans an octave and 

a third, although this lies within the middle range of the 

instrument. 

Since the trombone is frequently in imitation of the 

two violins, articulations should be executed in a light 

manner. The equality of writing for the solo instruments 

has been well established. It is, therefore, necessary that 

4. Willi Apel, "Gigue," Harvard Dictionary of Music, 2nd ed. 
(Cambridge, Mass.: Belknap Press, 1969), 346. 
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Fig. 1—Speer, Sonata a 3, measures 29-33 

the trombonist exhibit sensitivity and control in order to 

achieve the blend and balance desired in the three-part 

texture. 

Matthias Weckmann (c.1619-1674) 

Matthias Weckmann was born around 1619 in Niederdorla, 

near Miillhausen. His father, Jacob Weckmann, a schoolmaster 

and organist at Opperhausen from 1628 until his death in 

1631, held a similar post at Niederdorla. Matthias' birth 
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was not recorded at either location, but since official 

registers had been destroyed in a fire at Niederdorla in 

1619, it seems likely that he was born within that year.5 

Weckmann1s early training in music came from his father. 

In 1630 he became a choirboy under Heinrich Schiitz at the 

Dresden Hofkapelle.6 He continued his studies in organ and 

composition, and when his voice began to change, Schiitz 

decided to limit Weckmann's study to the organ.^ 

In 16 33 Weckmann was sent, upon Schiitz' recommendation, 

to study organ with Jacob Praetorius in Hamburg. Upon his 

return to Dresden in 1637, he was appointed organist at the 

Electoral Chapel. In September, 1642, he traveled with 

Schiitz to Copenhagen for the double wedding of Christian IV's 

twin daughters. He remained as court organist at Nyk^ping 

for Crown Prince Christian, on whose death in 1647 he 

returned home.^ 

In 1647, Weckmann returned to Dresden and resumed his 

duties as organist at the Electoral Chapel. He became the 

organist at the Jacobikirche in Hamburg in 1655. It was 

here that Weckmann founded a Collegium Musicum in 1660. 

5. G. B. Sharp, "Matthias Weckmann, 1619-1674," The Musical 
Times CXV/1582 (December, 1974), 1039. 

6. Alexander Silbiger, "Matthias Weckmann," The New Grove 
Dictionary of Music and Musicians, 6th ed., 20 vols., 
ed. Stanley Sadie (London: Macmillan, 1980), XX, 284. 

7. Sharp, op. cit. 

8. Ibid. 
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This group, consisting of approximately fifty members, 
Q 

provided weekly concerts in the church refectory. Matthias 

Weckmann remained in Hamburg until his death in 1674. 

The second selection to be performed is Weckmann's 

Sonata a 4, written for his Collegium Musicum. It is the 

first of eight ensemble sonatas scored for the following 

instruments: cornettino/violin, violin, gamba/trombone, 

bassoon/bombard and continuo. Alan Lumsden, the editor of 

t h e Sonata a 4, suggests the use of the oboe as an alterna-

tive to the cornettino in modern performance. 

The composition is a one-movement work with four major 

sections. Each section is distinct and contrasts with the 

other sections both in meter and style. The tonality is 

D minor with occasional shifts to C major and D major. 

The first section is in quadruple (^) meter, and the 

opening six-measure subject, characterized by disjunct 

movement, is first stated by the trombone. This subject 

consists of two melodic ideas. The first motive is an 

ascending arpeggiated figure, which is followed by a pattern 

of sixteenth notes with a distinctive repeated-note figura-

tion. The other solo instruments motivically imitate the 

trombone melody (Figure 2). 

9. Silbiger, op. cit., 285. 

10. Alan Lumsden, Preface of his ed. of Sonata a 4 by 
Matthias Weckmann (London: Musica Rara, 1957). 
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Fig. 2—Weckmann, Sonata a 4, measures 1-9 

The second section is in triple (^) meter with the 

indicated instruction that the pulse remain the same. The 

trombone imitates the melody presented by the bassoon. Each 

of the other instruments also imitates that melody through-

out the section, which cadences in C major. 
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The short third section, two measures in length/ serves 

as a transition in returning to D minor. The section is 

characterized by dotted rhythms in adagio tempo, and resumes 

the quadruple (|) meter. 

The final section, marked allegro, begins with an 

arpeggiated motive similar to the melodic motive that opens 

the first section (Figure 3). 

i - : 

•8 

,1,1 1 
f 

_ _ — i 

t f — * — • — • S •U 5 
f 

=|=5= g 

Fig. 3—Weckmann, Sonata a 4, measures 42-47 

A second motive follows, and these two motives are worked 

out in imitation by all four solo instruments throughout the 

composition. 

The range of the trombone part in the Sonata a 4, as in 

the previously discussed composition, encompasses an octave 
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and a third. The fact that the trombone part is written 

in alto clef, coupled with the extremely high tessitura, 

suggests that Weckmann had originally intended that the alto 

trombone be utilized. 

This does not preclude the possibility of performing 

the Sonata a 4 on the tenor trombone. In his Syntagma 

Musicum (1619) Michael Praetorius stated that the tenor 

trombone was preferred to the alto trombone because of the 

tone quality, and should be employed if possible."'""'' In any 

event, the trombonist must have secure command of the upper 

register in order to execute the quick arpeggiated figures 

and rapid scale passages. Unlike the previously discussed 

work by Speer, the trombone does not duplicate the bass 

line, that role now being assigned to the bassoon. The 

trombone, employed equally with the other instruments, has 

a particularly challenging part, and the performer must 

possess excellent embouchure facility and endurance in order 

to perform this composition. 

Antonio Bertali (1605-1669) 

Antonio Bertali was born in Verona in 1605. He 

received his early training from Stefano Bernardi, the 

distinguished maestro di cappella of the Verona Cathedral 

11. Michael Praetorius, The Syntagma Musicum, Vol. II, 
trans. Harold Blumenfeld (New York: Da Capo Press. 
1972), 31. 



18 

12 

from 1611 to 1622. It was Bernardi's influence that led 

to Bertali1s employment at the Hofkapelle in Vienna. An 

imperial resolution of 1666 referred to his forty-two years 

of service at the court, so it seems logical that he first 

arrived there in 1624. ̂  In 1649 Bertali was appointed 

Hofkapellmeister, a post that he held until his death in 

1669. 

During his years in Vienna, Bertali enjoyed a reputa-

tion as an excellent violinist and composer. He is reputed 

to have written over six hundred works, most of which are 

now lost.14 Even though the works which were the basis of 

his reputation while he lived are practically forgotten, 

a small but distinguished portion of his chamber music 

which remains reveals him to be an excellent composer."''5 

A large number of Bertali"s chamber compositions are 

listed among the library holdings of Leopold I, emperor from 

16 
1657 to 1705. Included in this inventory are eleven 

12. William S. Newman, The Sonata in the Baroque Era, rev. ed, 
(Chapel Hill, N.C.: University of North Carolina Press, 
1966), 118. 

13. Rudolf Schnitzler, "Antonio Bertali," The New Grove Dic-
tionary of Music and Musicians, 6th ed., 20 vols., ed. 
Stanley Sadie (London: Macmillan, 1980), II, 633. 

14. Newman, op. cit., 206. 

15. John D. Kill and Robert P. Block, Preface of their ed. of 
Sonata a 3, No. 1 in D Minor by Antonio Bertali (London: 
Musica Rara, 1970). 

16. Newman, op. cit. 
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Sonate con trombe solemni in 13 to 18 parts, seventeen 

Sonate ordinare per Chiesa a 5 and 6, twelve Sonata da 

camera a 3 , 5, and 8, and ten Sonata a 3 of which several 

are for two violins and trombone.17 The Sonata a 3, No. 1 

in D Minor is contained in the set of ten sonatas, and was 

probably performed at the court, if not composed there. 

The signature on the manuscript of the Sonata a 3 is 

Antonio Bartali, one of the variable spellings of his name. 

There are two sets of parts for this sonata. The manuscript 

was done by the same hand. One set is scored for violin I, 

violin II, trombone and organ. The second set is scored for 

violin I, violin II, viola da gamba and organ. Both sets 

are identical, including the trombone and gamba parts, with 

the organ specified as the continuo instrument.18 

The Sonata a 3 is a one-movement composition, divided 

into ten sections. These sections, often contrasted by 

changes in style and meter, afford each instrument a brief 

solo display of its own. The tonality is cast in D minor. 

The first section is polyphonic in texture, and employs 

much imitation. The trombone part is characterized by small 

skips and rapid passages of conjunct scale movement. Much 

of this line, as illustrated in the example below, duplicates 

the bass line of the continuo part (Figure 4). 

17. Ibid. 

18. Hill and Block, op. cit. 
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Fig. 4—Bertali, Sonata a 3, measures 4-12 

The second section serves as an introduction to the 

first violin solo in section three. The trombone, again, 

serves as a reinforcement for the bass line in section two. 

Each of the three solo instruments is given the oppor-

tunity for soloistic display, accompanied only by the 

continuo. Each of the solos, marked adagio, is succeeded 

by a homophonic ritornello, in contrasting tempo and meter 

(2)» with the trombone doubling the bass line of the continuo 

part. 



21 

The trombone solo, characterized by rapid sixteenth-note 

figures in a sustained style, highlights section seven, and 

is complete in the following example (Figure 5). 
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Fig. 5—Bertali, Sonata a 3, measures 72-78 

After a brief restatement of the homophonic ritornello, 

section nine begins. This section is similar to the first 

section, utilizing much imitative play among the solo 

instruments. 

The last section starts in a homophonic texture, with 

the trombone frequently doubling the bass line. The texture 
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evolves into a highly imitative play among the solo instru-

ments, in a slow harmonic rhythm, and the section and the 

composition come to a close. 

Of the compositions discussed in this study, the 

trombone part in Bertali's Sonata a 3 possesses the widest 

range, covering two and a half octaves. In this work, 

Bertali has little consideration for the limits of the 

trombonist's capabilities. The performance of this composi-

tion demands a player who is capable of producing a good 

tone over a wide range, and who can execute rapid passages 

of eighth-note and sixteenth-note combinations in wide 

intervallic leaps, as well as conjunct movement. 

This work, as well as others by Bertali, was probably 

intended for performance on the tenor trombone, since the 

range requirements extend below the capabilities of the 

19 

alto trombone. The low D in the first section is very 

difficult to execute, but is possible by embouchure dis-

placement. Michael Praetorius documented this practice by 

citing players of that time who were capable of such per-

formance.^ The wide range of the trombone part illustrates 

that players of the seventeenth century had great technical 

facility and proficiency, and that composers like Bertali 

19. Clyde R. Wigness, "A Comprehensive Performance Project 
in Trombone Literature with an Essay on the Soloistic 
Use of the Trombone in Selected Works of Eighteenth-
Century Viennese Imperial Court Composers" (unpublished 
D.M.A. dissertation, University of Iowa, 1970),27. 

20. Praetorius, op. cit., 31. 
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were aware of the abilities of those players. The instru-

mental texture is identical to that of the ensemble sonata of 

Daniel Speer, which was previously examined. The trombone 

serves in a dual capacity as a solo instrument in the three-

part texture, frequently reinforcing the bass line of the 

continuo. The trombonist must display great sensitivity, 

both as a soloist and as an ensemble member, particularly in 

lyrical sections involving legato performance. 

Johann Heinrich Schmelzer (c.1623-1680) 

Johann Heinrich Schmelzer was born around 1623, the son 

of a lieutenant in the imperial army. Though little is known 

about his early training, it is assumed that he was a pupil 

at the imperial Hofkapelle, and studied with Giovanni Sansoni, 

Burkhardt Kugler, or Antonio Bertali.2-*-

Schmelzer began his service in the imperial Hofkapelle 

as early as 1635, according to an imperial resolution of 

1674, probably as a violinist.22 He was officially appointed 

as a violinist in 1649. From the limited information avail-

able, it appears that he composed continually and achieved 

success as a violinist. In 1660 he was cited as ". . . the 

celebrated and nearly finest violisten in all Europe."2^ 

21. Rudolf Schnitzler, "Johann Heinrich Schmelzer," The New 
Grove Dictionary of Music and Musicians, 6th ed., 20 
vols., ed. Stanley Sadie (London: Macmillan, 1980), XVI, 
665. 

22. Ibid. 

23. Newman, op. cit., 215. 
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After 1665, Schmelzer became the official ballet com-

poser at the imperial Hofkapelle, and was the most prominent 

Viennese ballet composer of the seventeenth century. In 

his ballet-arias, he was the first to write Viennese tunes 

and dances that were distinguished from the Italian opera 

music of his time.24 

In 1671, Schmelzer was appointed vice-Kapellmeister, a 

post in which he had to assume a large share of the responsi-

bilities of the ailing Kapellmeister, G. F. Sances.2-5 It 

was through his efficiency in this position, combined with 

his rising fame that prompted Leopold I to ennoble him in 

1673, adding 'von Ehrenruef1 to his name.2® 

After Sances1 death in 1679, Schmelzer was officially 

appointed Kapellmeister. He enjoyed this position for only 

a short time because in 1680 he died of the plague, which had 

spread through Vienna and Prague. 

Schmelzer's Sonata a 3, in A minor, is part of a large 

collection of secular and sacred instrumental sonatas which 

appear in Prince-Bishop Karl Liechtenstein-Kastelkorn's music 

collection.27 Scored for violin, trombone, bassoon and 

24. Paul Nettl, "Equestrian Ballets of the Baroque Period," 
Musical Quarterly XIX (January, 1933), 78. 

25. Schnitzler, op. cit., 665. 

26. Ibid. 

27. Anderson, op. cit., 27. 
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continuo, the work is divided into four sections, which are 

contrasted in stylistic and tempo changes. 

The first section is in quadruple (̂ ) meter, and the 

tempo indication is adagio. The trombone carries the open-

ing melodic statement. The bassoon and violin enter in 

imitation of the trombone, though the bassoon often dupli-

cates the bass line of the continuo part. This may be seen 

in the following excerpt which also shows the trombone 

melody in its entirety (Figure 6). 

Violin 

Trombone 

Organ 
Double Bass 

Fig. 6—Schmelzer, Sonata a 3, measures 1-9 

The second section is marked piu allegro, and remains 

in the same meter as the first section. The section 

involves much imitation in all solo parts. Solo passages, 
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consisting of wide intervals and arpeggiated figures in a 

quick tempo, are passed from one instrument to another. 

Technically speaking, the trombone passage in this section, 

as shown below, is the most difficult to execute of all the 

compositions presented in this study (Figure 7). 
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Fig. 7—Schmelzer, Sonata a 3, measures 59-70 
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The third section is in triple (̂ ) meter, and begins 

with a basically homophonic texture. Once again, the 

bassoon part reinforces the bass line. Later, a new melodic 

idea, illustrated in the example below, is introduced by the 

trombone, and is motivically imitated by the other members 

of the ensemble (Figure 8). This section cadences in C 

major. 

| | j •••• -
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Fig. 8—Schmelzer, Sonata a 3, measures 100-113 
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The final section returns to quadruple (^)meter in an 

adagio tempo, similar to the first section. This section 

serves to return the tonality to A minor. 

As the preceding examples have shown, this ensemble 

sonata by Schmelzer requires a trombonist with excellent 

technique. The player must display a quick slide technique 

in conjunction with a light articulation of the tongue. The 

composition illustrates the disjunct but lyrical style often 

attributed to Schmelzer's works. The equality of parts 

stresses the need for the trombonist to exhibit restraint 

and control when blending with the violin and bassoon. The 

bassoon part is employed in a similar capacity to the bassoon 

part in the Sonata a 4 by Weckmann, often reinforcing the 

bass line of the continuo part, as well as serving the 

ensemble as a solo instrument in the three-part texture. 

Despite the quick passages of arpeggiated figures and other 

disjunct movement, these parts need to be performed in a 

smooth and lyrical manner. The range factor, two octaves, 

combined with the frequent quick tempos, requires the 

trombonist to have a thorough knowledge of alternate posi-

tions. Performance of the Sonata a 3 requires the trombonist 

to possess extraordinary flexibility and endurance. 

Heinrich Ignaz Franz Biber (1644-1704) 

Heinrich Ignaz Franz Biber was born in 1644 in Warten-

berg, near Reichenberg in Bohemia. Though his early training 
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has not been established, it is thought that he studied with 

Johann Heinrich Schmelzer.^® 

In 1666, Biber entered the service of Prince-Bishop 

Karl Liechtenstein-Kastelkorn of Olomouc.2^ He left his 

position in 1670 under unexplained circumstances to become 

a member of the orchestra of Count Maximilian Gandolph of 

Kuenberg, Prince—Bishop of Salzburg.Recent evidence 

indicates that Biber was in the service of Prince von 

Eggenberg of Styria, before going to Kromeriz.31 

While serving as an instrumentalist at Salzburg, Biber 

continued to compose. In 1677 he was promoted to Singing 

Master of the choirboys' school, and in 1679 became vice-

32 

Kapellmeister. He was officially promoted to Kapellmeister 

in 1684, and became the dean of the choirboys' school. In 

1690, after several requests, Biber was raised to the rank 

of nobility by Leopold I. He died in 1704, in Salzburg. 

A few operas and sacred choral works by Biber are extant, 

but his main output consisted of sonatas and instrumental 

ensemble music.33 Much of this music was published during 

28. Don Smithers, "Music for the Prince-Bishop," Music and 
Musicians XVIII/8 (April, 1970), 24. 

29. Anderson, op. cit., 41. 30. Ibid. 

31. Elias Dann, "Heinrich Ignaz Franz Biber," The New Grove 
Dictionary of Music and Musicians, 6th ed., 20 vols., 
ed. Stanley Sadie (London: Macmillan, 1980), II, 679. 

32• Ibid. 33. Newman, op. cit., 217. 



30 

his lifetime. Biber is perhaps best remembered for the 

utilization of scordatura in his violin sonatas. 

Most of Biber's manuscripts/ including all the known man-

uscripts of the chamber music, remain in the castle archives 

3-t Kromeriz. Biber's Sonata a 3, the final selection to be 

discussed in this study, is contained in these manuscripts. 

The Sonata a 3 is scored for violin I, violin II, trom-

bone and continuo. It is suggested that the continuo part 

be performed on either harpsichord or o r g a n . T h e composi-

tion contains nine sections which contrast in style and meter. 

The tonality is D minor. 

The first section, marked allegro non troppo in alia 

b r e v e (̂ ) meter, is in homophonic texture. In this section, 

as in Bertali's Sonata a 3 for the same instrumentation, the 

trombone duplicates the bass line of the continuo part. The 

second section is in triple (|) meter, and is marked poco 

allegro. The section is thoroughly imitative. 

The slow passages which follow are designed for the 

technical display of the two violins and the trombone. These 

solos are accompanied by continuo only and, like the Bertali 

ensemble sonata, are succeeded by a homophonic ritornello, 

with the trombone reinforcing the bass line. 

The trombone solo comprises sections seven and eight. 

In the adagio section, the trombonist is afforded an 

34. Dann, op. cit., 681. 

35. Kurt Janetzky, Preface of his ed. of Sonata a 3 by Hein-
rich Ignaz Franz Biber (London: Musica Rara, 1958). 
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opportunity to improvise ornamental figures or trill. 

The dance-like allegro which follows is also a solo for the 

trombone. The triple meter is the same meter that is used 

in the ritornello sections. Section seven of the trombone 

solo is complete in the example on the following page, which 

includes the first three measures of section eight (Figure 

9) . 

The final section is divided into two parts. The first 

part is basically homophonic, with the trombone doubling, or 

reinforcing the bass line. The last part of this section 

involves motivic imitation. Schmelzer's influence on 

Biber can be seen in the disjunct and arpeggiated composi-

tional style of this work, as illustrated in the example 

below (Figure 10). 

Many similarities exist between this work by Biber, 

and the Sonata a 3 by Antonio Bertali. Although the ranges 

for the instruments differ, the basic tessitura is similar. 

The instrumental texture of the two ensemble sonatas, as 

well as the Sonata a 3 and Gigue a 3 of Daniel Speer, is 

identical employing two violins, trombone and continuo. In 

all three works the trombone serves in a diversified role 

both as a solo instrument as well as an ensemble instrument; 

in the latter role it frequently reinforces the bass line 

of the continuo part. Therefore, the trombonist performing 

36. Ibid. 
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Fig. 9—Biber, Sonata a 3, measures 96-108 
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Fig. 10—Biber, Sonata a 3, measures 163-176 

these works must possess skillful control in order to 

achieve the blend and balance desired in the three-part 

texture. 



CHAPTER III 

CONCLUSION 

The trombone occupies an important position in German 

and Austrian ensemble sonatas of the late seventeenth cen-

tury . Manuscripts that have appeared in recent years 

indicate that the trombone was employed significantly in a 

solo role in ensemble sonatas of this period. 

Through the presentation of selected works, the musical 

role of the trombone and the technical demands of the per-

former have been discussed. Components of this role include 

the equality of the trombone part relative to the other 

instruments in the ensemble, its diversified character in 

reinforcing the bass line of the continuo part, as well as 

in displaying soloistic skill, and in serving the composi-

tion with thematic and motivic importance. The technical 

demands required of the compositions were considered with 

respect to range, flexibility, endurance and articulation. 

From the discussion of these various functions one 

must conclude that composers of the seventeenth century were 

well aware of the tonal and physical capabilities of the 

trombone and the trombonist. Because of the demands placed 

upon the trombonist, as indicated by the music, one may 

conclude that the trombone of the seventeenth century was 

well constructed, and players were technically proficient. 

34 
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After the seventeenth century, little evidence is 

available documenting the continuation of this integrated 

medium. The trombone lost much of its prominence in the 

eighteenth century, except for occasional use in opera 

and oratorio orchestras. The rise of solo concertos for 

the trombone by Georg Christoph Wagenseil (1715-1777), 

Leopold Mozart (1719-1787), and Johann Georg Albrechtsberger 

(1736-1809) brought the trombone into the spotlight as a 

solo instrument. 

Only a few chamber works employing the trombone are 

extant in the nineteenth century. The two best known works 

are the Three Equali for four trombones by Beethoven, and 

the nonet Eine kleine Trauermusik for two clarinets, three 

bassoons, two horns,and two trombones, by Schubert.1 

It is not until the twentieth century that composers 

again begin to use the trombone extensively in instrumental 

chamber ensembles. Many consider this century to be the 

culmination of the trombone's use in chamber music. The 

instrument certainly has not enjoyed this level of promi-

nence since the seventeenth century. 

1. Robert Gray, "The Trombone in Contemporary Chamber Music," 
Brass Quarterly 1/1 (September, 1957), 13. 
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