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Essay Nr. 154:  On the Hautboisten
One medium which played a prominent role in late Baroque German court music, yet which is almost never mentioned in general music history texts, was the Hautboisten band.   Lack of information by previous scholars caused this ensemble to be written off as simply a military band attached to the court.  But it was never anything of the kind, as the very large body of original concert music extant in German libraries makes quite clear.  The Hautboisten also plays a pivotal figure in the development of the forms of the Classical period, for the concerto da camera of the Hautboisten became the symphony and partita of the Classical Period and the Ouverture became the divertimento.   Quite separate from this, the Hautboisten naturally transformed itself into the Harmoniemusik of the Classic Period; only the name and the style of composition changed.

At a time when Italian style had such a strong influence, the instrumentation came from France and with it the modern oboe, as is reflected in the Germanized French name, “Hautboisten.”  The influence of the court of Louis XIV on the rest of Western Europe is well documented.  Frederick the Great complained in 1750,

Everyone in Germany goes there....  The French taste rules our food, our furniture, and our clothes.
 

It should be no surprise, then, that one of the fundamental ensembles of the court of Louis XIV, the Les Grands Hautbois, a twelve-member oboe and bassoon band, should be imitated in the courts of Germany.  It began to arrive in German courts during the final two decades of the 17th century, as can be documented by its appearance in Stuttgart (1680), Weissenfels (1695),
 Dresden and Gotha (1697) and Gottorf (1699).  Some German ensembles, in imitation of Les Grands Hautbois, even carefully had exactly twelve players.  Twelve-member Hautboisten bands can be documented in Halle (1676),
 Jena,
 and Eisenberg, where the ensemble was known as the “Apostles.”
  Like the French version, the Germans divided the parts of the ensemble (regardless of the number of players on a part) into two soprano oboe parts, tenor oboe (taille) and bassoon.  A leading scholar of this field finds that by 1700 virtually every major court in Germany possessed one of the new Hautboisten bands.
 

Furthermore, the appearance of names in German court records at this time suggest that the new French oboe came to Germany in the hands of French players.  Their French names can be documented in court records of Celle (1681), Bonn (1697), Dresden (1699, “Francois le Riche”) and in Berlin (Dec. 22, 1681, “Pierre Potot and Francois Beauregard”).
   The modern French oboe differed with the shawm primarily in the fact that it was cylindrical, whereas the shawm was conical.  No one has been able to prove what stimulated the invention of this new instrument in Paris just after the middle of the 17th century.  Our supposition has always been that the new cylindrical sound had been suggested to Parisian ears by their interest in the musette, a small bagpipe.  The cantor of this instrument could be, and was, sometimes performed without the bag, in which case it was for all practical purposes a little (cylindrical) oboe.  The association we assume between this “little oboe” and the new modern French oboe is strengthened by the fact that the court oboists played the musette as well, as we can see in a contemporary observation,

When one has heard the musette in the hands of those who play it perfectly, as does M. des Touches, one of the Royal Oboists, it must be admitted that it yields to none of the other instruments, and that there is a singular pleasure in hearing it.

It appears that by the 17th century in both France and in Germany the bassoon had come to be identified as the bass of the oboe.  Mersenne wrote, in 1635,

I treat of these species of basses  because they can be joined in the concert of oboes, and are different from the preceding bass (oboe) only in that they break into two parts to be able to be managed and carried more easily; that is why they are called Fagots, because they resemble pieces of wood….

Johann Mattheson, of Germany, calls the bassoon “the ordinary bass” of the oboe.
 

 It is not clear if the bassoonists also came from Paris, but the instrument begins to appear in Germany at the same time as the Hautboisten ensemble.  Indeed, a reference in the Weissenfels court records to a musician in 1698 calls him “an oboist who plays the bassoon.”  The bassoon is mentioned in court records in Saxony in 1666 and 1680
 and in Wissenfels by 1667.
  The Brerlin court had four bassoons by 1708, who, together with 4 oboes, constituted the Hauboisten.

We might pause to add that music for bassoon ensemble enjoyed a brief fashion in the late Baroque.  Gottfried Pepusch composed, c. 1700 – 1713, a work for 6 bassoons which was much liked by Friedrich Wilhelm I.
  The Kapellemeister of the Wurttemberg court in Stuttgart, Reinhard Keiser, wrote a work in 1720 for 8 bassoons, which he describes in a letter to the prince,

There are two suites which I have composed in all respect for your majesty a few days ago.  When the players had practiced them on their instruments they produced harmony of a special effect.  The two bassoonists of your bande have expressed the greatest satisfaction with them….  The “La Chasse” and the “Granadier-Marsch” produced good humor….  The King of Denmark had 8 such bassoons and “bassonetten” in his Granadier-Guarde which were ceremonious and pleasant to hear….

The composer Johann Trost has left a composition for 6 bassoons (2 octavo, 2 quarto and 2 normal instruments) and two horns.
  Also one finds in London in 1744 a reference to a work performed by 24 bassoons and 4 contrabassoons.

The important point to be made about the first generation of the Hautboisten in Germany, the ensemble made up of oboes, tenor oboes and bassoons, is that the extant repertoire is that of a concert medium, not a military one.  The repertoire consists of major, multi-movement, works which are serious in tone.  These characteristics hold true for such works as an entire “band library” at BRD:HRD-Fu, the 12 Sonatas by Johann Muller (printed in Amsterdam c. 1709) and the several Ouverures (suites) by Venturini, composed in 1723.  There is an extant work for 2 Hautboisten bands in DDR: ROu, although we have not seen it.

The second, and last, generation of the Hautboisten ensemble begins just after the dawn of the 18th century and continues until the Classical style retires the Baroque.  The new characteristic of this second period was the addition of the horns.  Before the 18th century horns are very rarely found at court in indoor venues.  They are no where mentioned, for example, in either the Chapelle Musique or the Grand Ecurie of Louis XIV in France.  Even as late as 1717, in Vienna, an aristocratic lady wrote, in describing a court ball,

…the music good, if they had not that detestable custom of mixing hunting horns with it, that almost deafen the company.

A long tradition has assigned credit for the idea of moving the horns from the hunting lodge to the palace in Germany to a cultured Bohemian aristocrat and supporter of the arts, Franz Anton, Count von Sporck.  The best account was written in 1792,
In the year 1680 he set out upon a tour of foreign countries, according to the custom of Bohemian nobility.  He visited the foremost royal and princely courts, where he noted everything which struck him as beautiful, artistic, or useful; and brought them back with him for the ornament and benefit of his native land.  In this connection we must not omit mention of an incident which forms a proper part of the history of music in Bohemia.  In Paris he heard the hunting horn for the first time, an instrument which had been invented there a short time before.  He found this instrument so agreeable that he caused two men from his retinue to be instructed in the art of playing it. Which they brought shortly to the highest degree of perfection, and upon their return to Bohemia taught it to others….

It does appear that the idea came to German from the East and one of the earliest references to the subsequent expanded Hautboisten speaks of the “Sachsische Variante.”
  The important thing is that with the addition of the horns, we now have a Classical Harmoniemusik in everything but the name.  We find the new Hautboisten with horns mentioned in Zeitz in 1715,
 the “Sachsische Variante”  in c. 1730,
 a performance for the Nurnberg Carpenter’s Guild in 1731 by three such expanded bands
 and even in the Bavarian military by 1722.
  In addition, we have important extant repertoire for the Hautboisten with horns, including works by Handel and Telemann.
Before we turn to the second important aspect of the Hautboisten story, the role its forms played in creating the forms of the Classical Period, we must first conclude these brief remarks about the medium itself by mentioning that these German Hautboisten bands also made concert tours.  One of these was the Hautboisten of the Brandenburg court in Berlin, led by an oboist-director named “Lubuissiere” (and sometimes “Lapuisier” or “La Bassire”), whose tours can be documented between 1693-1700.
   The next leader of this Hautboisten, Gottfried Pepusch, took the band on a tour to London in 1704, where a review in the Daily Courant (April 4) mentions that they performed some music by his brother, “that Eminent Master, Mr. John Christopher Pepusch” [Johann Christoph Pepusch].  

Gottfried Pepusch seems to have been considered an important teacher of this new medium, for in 1703 an entire Hautboisten band came from Ansbach to study with him.
   Six of his students were hired as a Hautboisten band in Hannover in 1705 and when Johann Mattheson visited Hannover the following year he was astonished by the “Virtuosen,” especially the “exquisite Bande Hoboisten.”
 

Aside from the important development of the 17th century French Les Grands Hautbois into the German Hautboisten and finally into the Harmoniemusik of the Classic Period, there is also a very important role played by the German Hautboisten bands in developing the Classic Period forms.  Most of the Hautboisten music found in German libraries fall into two forms, one of which is the “Ouverture.”  Because of the French spelling usually found, some later scholars have renamed this form the “French-Overture-Suite.”  In these works the first movement usually begins in a slow ¾, followed by a fast polyphonic movement of major proportions for the period, often of about 6 minutes.  What follows are usually 4 or 5 short dance movements, the last of which is sometimes a minuet.  Exactly such a work is the well-known Handel Fireworks Music, which also ends with a minuet.

The majority of the extant scores are called simply, “Concerto.”  The reader should remember that this word first appears in music as the name of an ensemble, such as “Concerto di Palazzo” of Sienna (1559) or in the civic wind band Girolamo Dalla Casa conducted (c. 1584),  “Concerti delli stromenti di fiato della Illustriss. Signoria di Venetia.”  By the late 16th century the word had become transformed to be associated with a style, representing a dialog or polychoral style as we see in Bottrigari’s famous definition,

If you inquire into the word Concerto you will find that it signifies “contention” or “contrast.”

Praetorius, in his Syntagma Musicum, Book III, confirmed this in observing that “concerto” derived from concertare, to compete, and not from conserere, to consort.  It is only in the 17th century that the word, concerto, is used generally to mean a form.  

All music history teachers tell students about the “sinfonia da chiesa” and the “sinfonia da camera,” the church and chamber symphonies.  There was also a “concerto da chiesa,” which came in two sizes, the large church concerto, such as the works of Gabrieli, and the small church concerto, as in such a works as Viadana’s Cento concerti ecclesiastici (1602) and Felice dall’ Abaco’s Concerti da chiesa, Op. 2.   And let us not forget, the familiar Italian canzona is also a concerto da chiesa. 

Curiously, very few books mention the companion form, the “concerto da camera,” although it is a very important form.  The concerto da camera, like the church concerti, came in two sizes.  The smaller concerto da camera is what is represented by numerous extant works for Hautboisten.  The large concerto da camera is first seen in compositions for multiple ensembles, such as Stolzel’s composition for three wind bands and strings.  It soon became the practice to use several separate ensembles of a particular court in a single composition and it was this practice of using the wind band in the concertino and the strings in the riepieno which was the first stage of the concerto grosso.   There are a number of such works extant by Torelli and Vivaldi.   This tradition also appears later in Germany, as for example in the case of the composer Fasch who wrote some 20 concerti grossi with wind bands in the concertino.
  And then there is Handel, who wrote concerti for Hautboisten with and without horns in the concertino, as if he was hedging his bets and wasn’t quite sure which wind band instrumentation would win out.   Finally, Muffat suggests that a wind band could substitute for strings in the concertino.

Should there be among your musicians some who can play and modulate the French oboe or shawm agreeably, you may with the best effect use two of these instead of the two violins, and a good bassoon player instead of the French bass, to form the concertino.

According to Hutchings, composers used the term “concerto grosso” to designate the work as being for a larger number of players and not a “concerto da camera.”

While the Italians used the full name, as in examples such as Torelli’s Concerto da camera of 1686 and Manfredini’s Concerti per camera of 1704, the extant German scores for Hautboisten are always called just “Concerto,” dropping the Italian “da camera.”  At a time when words such as sinfonia and sonata still lacked specific definition in Germany, other than just meaning a larger composition for instruments, the label “Concerto” in Germany did seem to carry the understanding that it meant a work intended for concert performance.  This point is made as well by one of the very few scholars who have discussed the concerto da camera,

In 1730 a symphony might still be an Italian overture, a passage for organ in an English anthem, a march, battle, storm or pastoral piece in an opera or oratorio, or a ripieno concerto served under another name; but if a work were called concerto it was intended for ‘absolute’ listening, for use at a concert.

This view is confirmed by Georg Muffat in the foreword of his Ausserlesene Instrumetal-Music of 1701,

These concerti, suited neither to the church…nor for dancing… [are] composed only for the express refreshment of the ear….

This distinction, expressed in actual performance, contributed to the concerto da camera becoming the symphony (for strings) and partita (for winds) of the Classic Period.  It is in the wind ensemble repertoire of the mid 18th century that one can clearly see the transformation of the concerto into the partita and the ouverture into the divertimento.  Among the many wind ensemble compositions by Georg Wagenseil (1715 – 1777) of Vienna, for example, there is a Divertimento in F which is really an old Hautboisten 8 movement Ouverture under a new name.  Another Divertimento in F, however, is in 4 movements (Allegro, Minuetto, Andantino, Chase) which seems much closer to the old concerto form, or the new symphony/partita form.
  In addition one sees the transformation in the style of the music itself.  In the last mentioned divertimento, for example, three movements are in the Classical style, but the slow movement sounds very Baroque in character.  This, of course, only reflects the cross currents of style at this the borderline between the Baroque and the Classical Periods.

The Baroque Hautboisten, with its concerti and ouvertures, then, become the Harmoniemusik, with its partitas and divertimenti, of the Classical Period.  In this way the pure wind band made a significant contribution to the Classic Period.  Odd, to say the least, that music history texts never mention this.
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