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Essay Nr. 159:  On German Military Music of the Baroque.
The previous two essays discussed performance aspects which also played an important role in the development of German military music.  During the 17th century, before the introduction of the new Hautboisten, the movements of the German armies were controlled by the powerful trumpet guilds.  These guilds were sufficiently independent that even when serving the army the trumpeters were subject to guild discipline rather than military codes.
  Indeed, existing under imperial “privileges,” the trumpeters expected a level of respect above that of the ordinary soldier, as Altenburg maintains.

No colonel, cavalry captain, or commanding officer shall willfully treat a trumpeter or military timpanist badly, as was in vogue for some time.  [He shall not] shame him, despise or prescribe menial labor for him without good cause, nor throw him out of the service without pay, but rather, as in the custom of old, treat him like an honorable officer.
 

Altenburg also points out that the trumpeter was entitled to wear the ostrich feather on his hat, which was otherwise reserved to officers.  But, he warns, it will be necessary for the trumpeter to augment with his own funds the clothing allowance in order to buy clothes of a better quality – more appropriate to a trumpeter -- for it is important that a trumpeter “shall and must live in grand style, especially when he is young and single.”
For his quarters, the trumpeter was allowed to have extra lodging money which normally only married men received.  He received his horse from the nobleman who was paying the costs of his particular regiment, but the trumpeter had to pay the regular cavalryman who fed and groomed the horse, took care of the saddle and boots, etc.  To do all this on a trumpeter’s pay requires budgeting, warns Altenburg!

The primary duty of the trumpeter, of course, was to sound the military signals which transmitted the instructions of the officers to the troops.  Altenburg observes that these, being nothing more than “artistic variations” on the major triad, must have been invented by someone with talent and intellect to have brought about such diversity from only the six lowest pitches.  This possibility of “artistic variations” was such that Altenburg remembered, and regretted, that the “old calls” had been gradually abbreviated until they had lost their original meaning and were now so “capriciously played that their true purpose and melodiousness have been obscured, especially in the Feldstucke played by many instruments together.

But among them all no Feldstuck is more improperly played, by all armies, than the heroic trumpeter march.  It should be played slower for the heavy cavalry, in order to express the serious and heroic, and it should be played more briskly for the Hussars because they are the light cavalry.

The cause for this loss of the original style of performance, Altenburg attributes to the modern concept of notating the signals.  Art, it seems, always is the loser when it is removed from the experiential and made conceptual.
  The principal military signals known to Altenburg at the end of the Baroque Period were,
Boute-selle, boots and saddles, sounded two or three hours before riding out of camp.  Its real importance is to encourage the troops.

A Cheval, to horse.  In the field, upon hearing this call the cavalry assembles in order before the commander’s quarter.

Le Marche

La Retraite, retreat, played in the evening after the sun has gone down…and all is calm.

A l’Etendart, to the colors.  In the battle it is a signal for the scattered troops to reassemble.

Alarme

Apell blasen, to signal the retreat.

Ban, for announcements and proclamations

Charge, the signal to attack.

Fanfare, for days of celebration and gala occasions.  It is of two kinds, first, one of an Intrada nature, a short prelude or introduction to a musical piece; this is usually improvised.  Second, the Tusch, also improvised, as a short fantasy consisting of nothing but arpeggios and runs, played when noblemen drink a toast.  Altenburg further observes, “it makes noise enough, but contains neither art nor order.”

Guet, for changing the guard.  Altenburg says the Prussian army trumpeters here played a “Bicinium in the clarin register.”

Altenburg says the Germans were superior in playing these field signals because they employed certain embellishments, or “tricks of the trade”; especially the lowest part, or Principal, was very much ornamented or improved.  The secret was a system of tonguing based on syllables, following the Renaissance tradition.  Altenburg reveals only one, for single-tonguing, “ritiriton,” or “kitikiton,” together with the observation that either could be turned into double-tonguing by the addition of another “ti” in front.

The military timpani, which were so closely identified with the trumpeters, actually borrowed technical terms from the trumpets to name some of their drum strokes, as for example Einfache Zungen and Doppel Zungen.
  Zedler, in his Universallexikon (1735), describes the timpanist as one “who knows how to strike the drum elegantly.”  Altenburg mentions their improvisation, called Praambulieren or Fantasieren, and their playing, “now loud, now soft, now fast, now slow.”

There is one German military signal which had its origin for drums which is particularly interesting, the “Zapfenstreich.”  This term which continues well into the 19th century and appears as the title of a well-known band composition by Beethoven.  It takes its name from the spigot of the wine cask and apparently dates from some remote time when the signal announced the hour for the soldiers to depart from the tavern.
  The earliest form of the signal was “Zapfenschlag” (to hit or close the spigot) and is mentioned in an edict from 1636, which we paraphrase, 

Moreover We command that as soon as the drum plays, at nine o’clock from our Church of the Holy Trinity, no tavern, private or public should pour more wine or beer, but [rather] point out that it is time to go home.

A similar order of 1672 refers specifically to soldiers,

…no soldier should go to a tavern after the “Zapffen Schlag,” or be found in the alley; in addition the Innkeeper should not serve beer after the Zapffen Schlag and if he [does not adhere to this], he will be punished and made an example of….

An edict from the same period is more firm, indicating that any soldier not in his quarters after the Zapffen-Schlage will be punished by running the gauntlet.
  A similar ordinance is found from the period of Fredrich Wilhelm I (1713 – 1740) in Berlin.

In the evening after the sun has set, the artillery will fire a shot and at the same time all the drummers of the army will beat a Zapfenstreich.  After this there should be no running around and in case a soldier does, he will be required to run the gauntlet 30 times.

The military trumpeter, following an ancient tradition, also served as the ambassador, carrying messages to the enemy commander and back.  Altenburg provides an interesting review of the facets of this responsibility.  First, he says, one must take care to put the message in a safe place, where it will not get dirty.  One must not show the message, or disclose his purpose, to anyone -- not even the officers of his own regiment.  One must be careful to get a receipt from the enemy commander to prove the message was delivered.  One must be careful not to say anything that might reveal your own army’s poor circumstances, but must discreetly look around for anything that might be welcome information to one’s own commander.  In summary, one must “conduct oneself soberly, moderately, and carefully, since one can otherwise easily run the risk of being shot dead!”
 

A final piece of diplomatic tradition is mentioned by Alltenburg.  After military funerals the trumpeter usually was allowed to receive the dead man’s boots and dagger, but only after an established ritual.  The trumpeter removed the boots and dagger from the top of the coffin, where they were placed during the ceremony, and gave them to the captain in charge, offering the captain at the same time a “tip” appropriate to the rank of the deceased, whereupon the captain was supposed to offer the boots and dagger back to the trumpeter.

Before the advent of standing armies, the free German cities maintained their own militia.  When the civic militia appeared in ceremonies, it was the civic wind band which joined them in temporary military duty.  The basic wind band of shawms, with a few drums, can be seen in the “Schalmeier, Pfeifer and Trommler,” of 1625 Hamburg, and in the three musicians of the “guardia” in 1603 Augsburg.
  A particularly valuable reference to one of these civic bands participating with the civic militia is found in an account of the celebration of the birthday of the Archduke of Austria in Frankfurt in 1716, in which an eye-witness speaks of the six-member Hautboisten band performing a march by Telemann.

Military Shawm Bands of the 17th Century

The first true independent military band tradition in Germany coincides with the 17th century decision to create standing armies.  One might point to the date of 1646, when the elector Friedrich Wilhelm (1640 - 1688), “the Great Elector,” founded his Charbrandenburgische Liebguardie, which consisted of 200 troops and a band of four Schalmeyer (two discant and an alto shawm, with a dulcian) with drums which concertized [konzertierte] for the troops.
   Degele also indicates the typical German infantry Regimentskapellen by 1670 was still 3 shawms and a dulcian, called Feldpfeifer, but he adds that the sound of these ancient shawms was so offensive that the military band was made to march 25 to 30 paces in front of the troops.

These Renaissance shawms provided the basic German military music until 1681 when one begins to find the introduction of the modern oboe.  At this time the elector in Berlin had 12 instruments, divided between “teutschen Schalmeyern” and “franzsischen hoboisten.”  A chronicle of 1690 speaks of the “French shawm, called Hautbois,” and also informs us that these musicians followed the troops into actual battle.
 

It was this period that the African blacks began to appear in European military bands.  The first colony of these persons were acquired from the West African coast in 1683 and appear as military timpanists in the Berlin court by 1685.
  This became a tradition in Berlin and Friedrich Wilhelm I (1713 – 1740) had an entire band in his personal regiment composed of 15 black musicians.
  A contemporary account relates hearing, as the king sat down to his mid-day meal in the great hall in Potsdam, a procession of 26 blacks, playing n the “Moorish and Turkish” style with cymbals, timpani and wind instruments.  By the beginning of the 18th century these musicians were found in many European regimental bands.  Even in Poland, under August der Starke, one finds 29 “Mohren” employed in 1730.

Friedrich I (1688 – 1713)

During the reign of the Elector Frederick III (1688 – 1713) the Hohenzollern family finally succeeded in having their electorate become a kingdom and so, in 1701, Frederick became Frederick I of Prussia.  It was during his reign that the new Hautboisten band begins to replace the older shawm band.  He maintained a standing army of some 31,000 men with each battalion consisting of a grenadier company with 2 “pfeifer” and 3 drums and 5 musket companies with only 3 drums in each.  His headquarters troops, the Leibgarde zu Fuss, had a regimental drummer and six pfeifer.
  This last band was probably oboes, and not shawms [pfeifer] as a court record mentions that in 1706 he transferred this military “Hautboisten” band to the palace musical establishment.
  As a testimony of his interest we note that Friedrich I arranged for his Hautboisten to study composition for two years under Johann Theile (1646-1724)
 

Also in Austria these new Hautboisten bands began to appear.  Suppan even lists a typical infantry band in 1706 as having 2 oboes, 2 clarinets (!), 2 bassoons, trumpet and trombone.
  An engraving by J. A. Pfeffel pictures a military Hautboisten band of 3 oboes and bassoon performing in Vienna in 1712.

But it would probably be a mistake to assume that these first military Hautboisten bands were as musically capable as the court Hautboisten bands discussed in a previous essay.  For one thing, during the first generation of military Hautboisten the military shawm players were no doubt struggling with the new French oboes.  Indeed in the town of Stade a document by the local civic band complains that the nearby army Hautboisten “have not correctly learned nor do they understand their music.”
 

It was also during this period that the first examples of Turkish Music began to appear in this part of Europe.
  One early exponent was the King of Poland, August der Starke, who by 1699 had an entire Janitscharen-Bataillon, including a Janitscharen-Musikkorps of 27:  9 shawms, 4 timpani, 4 cymbals and 10 drummers, all German players.  For his coronation in the same year he assembled 170 Janitscharenleibgarde members, again with Turkish music, as is clear from an eye-witness,

They played with Turkish army music, small oboes, cymbals played by twelve year old boys, large drums and a pair of small copper timpani.

Frederick William I (1713 – 1740)
Frederick William I was an extraordinary man who worked hard to develop his nation and his court into a strong entity with an emphasis on German, rather than French, qualities.  Whereas his father had had a standing army of 31,000, Frederick William, known as the “Soldier-King,” increased it to 80,000 and left it as a highly disciplined bequest to his more famous son, Frederick the Great.  A contemporary account describes him as,

both the master and the servant of the state.  He cut in half the number of pompous commissioners whose conflicting authority had obstructed the business of government.  He sold the jewels, horses,
 and fine furniture bequeathed to him, reduced the royal household to the simplicity of a burgher’s home, gathered taxes wherever they could be made to grow….

In building his army he conscripted the tallest and strongest men he could find, even in one case snatching a man away while he was praying in church.
  In each infantry regiment, Frederick William had 2 battalions and 10 companies, totaling 40 officers, 110 under-officers, 130 grenediers and 1,080 muskets.  The military music consisted of only three drums in each company, except for the command regiment which had a Hautboisten band of 2 soprano oboes, 2 tenor oboes and 2 bassoons
 and 6 fifes.
  Frederick seems to have taken a keen interest in this Hautboisten band and even used it to replace the usual court “art” music.

Eventually Frederick added the trumpet to the Hautboisten band and one source says this trumpeter marched in front of the Hautboisten, alternating his fanfares with their music.
  Brixel, quotes an unnamed 1737 source who believes the Hautboisten, in turn, took their cue from the drums, beginning to play when they heard the drums begin behind them.
  The often reproduced engraving by Ch. Weigel (c. 1720) pictures just such an Hautboisten band of oboes, horns and bassoon and the trumpeter marching in front.  Frederick must have also added timpani, the constant companion of the aristocratic trumpeter, for it is known that he had built a special “timpani wagon.”  One observer of a parade in Prague saw an entire “turkische musik,” consisting of 9 blacks, riding and performing on this wagon.

Frederick William I also founded the first military music school in 1724.
  The school was housed in the Military Orphans Home in Potsdam and its original purpose seems to have been to create Hautboisten musicians from the orphans.  The first director of the school was Gottfried Pepush and he appears to have been in charge of about twenty students by 1750.
   The king seems to have taken a personal interest in the school and in an extant note calls Pepusch’s attention to a young boy whom he wanted placed in the school.

The most interesting first-hand account of German military music during the Baroque Period is found in a publication (1726) on the subject by Hans von Fleming.
  He includes a long discussion of the method of performing the standard drum signals
 and mentions a player called the “Quer-Pfeiffer.”  This player, the “good companion of the drummer,” plays a morning song during Reveille and also plays during marching.  He carries both a large and small instrument in a wooden case and, according to Fleming, when he played these instruments his performance varied considerably with the printed page.
  Fleming relates seeing these instruments in a procession in Dresden for the changing of the guard.
In Dresden I have observed that 12 Querpfieffer and 24 drums, 6 in rank and 6 in front of the Head Guard, in the New Market Place.  As soon as the clock struck 12, the eldest regimental drummer gave an orderly cadence to the drummers, which was a signal for them to remove their instruments from their shoulder harnesses before preparing to play.  Then he commanded them to play the “Changing of the Guard,” which occurred to their slow beating.

His description of the new oboe, as compared to the old shawm is particularly interesting.

During the time of the shawm there were 4 players: 2 discant, an alto and a Dulcian.  After the oboe took their place, one finds 6 oboes as the oboes were not so strong but had a softer sound.  The harmonie was now completed with 2 discant, 2 taille and 2 bassoons.

This Hautboisten band, he says, marched in front of the troops and generally was attached to the headuarters command; the players carried the rank of corporal.

The most frequently quoted passage from Fleming’s work is a passage in which he describes performances by one of the Hautboisten bands which were more in the nature of concert music.

In the morning, in front of the commander’s quarters, the Hautboisten play a Morning Song, a newly composed march, an Intrada, and a pair of minuets, which the commander likes; these are often repeated in the evening [or one might also hear at that time] string instruments, or recorders and other instruments.

Very little of such concert music for military Hautboisten has survived.  A rare extant example is the lustige Feld-Music (1704) by Johann Philipp Kreiger (1649 - 1725), consisting of six Suites [Ouverture] scored for Oboe I [three players], Oboe II [two players], Taille
 [one player] and Bassoon [three players].  The composer states that these works may be played either at court or in the field and, in the latter case, he hopes when his music is heard in the field it will be heard “like a ray of sun on a stormy day.”  In the case of the military Hautboisten “who march before the company or perform for the officers,” he notes that almost all the Entrees among these Partien can also serve as marches.

Another example of such repertoire might have been the Parade Sinfonien for 2 oboes, taille and bassoon by Gallo, which was advertised in the 1762 catalog of Breifkopf & Hartel.

Even though these German military bands were very small, one member appears to have served as a conductor.  Several icons from this period picture an oboist-conductor and, as mentioned above, Pepusch served in this role in Berlin.
  A contemporary account (1740) speaks of the Waldeck Kapellmesiter not only conducting his 12 member Hautboisten, but composing for them as well.
  Johann Graf, who had served courts at Mainz and Bamberg, used the title, “Hoboistenmeister,” in referring to a period during which he served in this capacity for 6 years in Hungary.

Horns begin to appear in the military records during the 1720’s.  Fleming speaks of the addition of the horns to the Saxony-Polish army in 1723 as resulting in a “pleasant harmony.”
  One finds 2 horns, together with 2 oboes and 2 bassoons, in the oldest extant music of this army, a set of marches dated 1729.
  Horns appear in the military in 1722 in Bavaria
 and in 1730 in Austria.
  The period of Frederick the Great in Prussia belongs properly to the Classic Period, but we might mention that he had a military band of 16 players already in 1741.

Finally, the oldest composition we know which carries the name “marsch,” is dated 1711 by Johann Storl, for 2 oboes, 2 horns and bassoon, although Kreiger mentions the name in 1704, as mentioned above.   There are also known Baroque examples by Grafe, Graun, Heinrich and Hertel, but we imagine the form must have come to life near the time of the reinstitution of co-ordinated marching.

When Franz Benda made a gift of some marches to a dragoon regiment, he specified that his name not be used.  The generals perhaps had a greater appreciation for the new form, for Kastner quotes an unnamed Prussian general as boasting,

With a good march and my Hautboisten, it is a true pleasure to speak to Europe with the punctuation of the cannon.
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