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Essay Nr. 155:  On Civic Music of the German Baroque
In the lives of the ordinary citizens throughout 17th century Germany, the most conspicuous and most important musical organization was the Stadtpfeifers, the civic musicians -- an institution which was now at its musical peak.  For nearly all of their five hundred year tradition these were civic wind bands.  The members were specialists until the 16th century, when the favored consort principle required them all to be proficient on a number of instruments.  Late in the 16th century they began to use string instruments as well, but there remained a definite hierarchy with cornetts and trombones at the top, followed by strings and then the lowly bagpipe and percussion.
 

By the beginning of the 17th century these were still small ensembles, which should not cause us to minimize the societal importance of this step forward in having regularly employed musicians paid by the town.  In many small towns, such as Marburg, Radkersburg and Graz, there might be only 4 civic band members.
  In the larger and more prosperous cities these groups were larger: Augsburg began the century with 6, but soon added a 7th; Leipzig had 7 and Hamburg had 8 in its principal wind band, but also had a relationship with 7 bands of 5 players each, organized as associated civic bands, who could help out in great celebrations.
  One occasion for such larger festivals was the visit of a high noble.  When the emperor visited Dresden in 1662, the civic band was joined by similar bands from Meissen, Pirna and Freiberg.

As with the use of consorts in the 16th century, instrumental variety and color was achieved by changing instruments for each composition.  Thus an account of a concert by the Nurnberg Stadtpfeifers in 1643 states that they performed on strings; then on silver trumpets and clarions; a “Greek military composition” with trumpets, drums and timpani; on bassoons and bombards in accompanying a chorus; [unnamed] winds in the instrumental performance of a motet and finally a funeral composition for male chorus and trombones.
 

This required, of course, that each member of the Stadtpfeifers be proficient on all the basic instruments.  Accordingly, when an opening occurred the applicant had to audition on many instruments.  Often a local composer would be engaged to write compositions for the applicants to read at the audition.  When, for example, in 1743, the Zeitz Stadtpfeifers had an opening, they paid Johann Gorner, music director of Leipzig University, 12 Thalers to compose works for trumpet, trombone, cornett, horn, and two each for strings and oboe.
 

It should perhaps be mentioned that while the Stadtpfeifer positions were generally filled by audition, other civic positions were often obtainable by bribe.  In fact, when J. S. Bach applied for an organist position in Hamburg in 1720, he was passed over in favor of a candidate named Heitmann who made a gift of 4000 marks to the town council.  Perhaps more surprising than the result is the fact that the town actually advertised their openness to such a bribe.

The question was raised whether it was desired that money should be given for the organist’s post; on which point it was decided that:

There were many reasons not to introduce the sale of an organist’s post, because it was part of the ministry of God; accordingly the choice should be free, and the capacity of the candidates should be more considered than the money.  But if, after the selection had been made, the chosen candidate of his own free will wished to give a token of his gratitude....
 

Bach served on one of these Stadtpfeifer audition panels in 1745 and wrote the following report to the Leipzig Town Council after the examination of the applicant, Carl Friedrich Pfaffe.

At the command of A Most Noble and Most Worthy Council, Carl Friedrich Pfaffe, hitherto apprentice to Your Honors’ Stadtpfeifers, has taken his trial examination in the presence of the other Stadtpfeifers; whereupon it was found that he performed quite well and to the applause of all those present on all the instruments that are customarily employed by the Stadtpfeifers, namely: Violin, Hautbois, Flute Travers., Trompette, Waldhorn, and the remaining bass instruments, and he was found quite suited to the post of assistant which he seeks.
 

But, human nature being what it is, we must not assume that all Stadtpfeifers were equally fine musicians.  When Bach arrived in Leipzig he found some of the Stadtpfeifers at his disposal somewhat lacking.  He tactfully observed,

Discretion forbids me to speak of their quality and musical knowledge, but it should be mentioned that some of them are emeriti and others are not in as good exercitio as they should be.
 

But surely his predecessor at St. Thomas, Kuhnau, was exaggerating when he observed that in an hundred Stadtpfeifers there was scarcely one who could write 10 words on paper, even if his life depended on it.
 

We can see how serious this hiring process was in a case which happened early in the 18th century in Altenburg, when the mayor, without consultation or audition hired a man named, Rossest, to play in the town band.  While the chief Stadpfeifer, Stockel, had not been consulted, he nevertheless was blamed and received contempt from colleagues for allowing this “bungler” to be hired.  For example, this incident came to the attention of a former member of the Altenburg civic band, one Hans Christian Biedermann, who had gone on to become a court trumpeter in Weimar.  He wrote a letter of condemnation to Stockel, which read in part,

I must report that a bad Aestim of you and your collegen has resulted even so far away as Leipzig, Jena and here in Weimar….  [As a result of your actions] all bunglers will now travel to Altenburg (and the words will go out) that all bunglers and “fellows of the road” who hve been cut off from other employment can be engaged in Altenburg….  I say freely, that you have bound yourself to this Rosselt and you must look out for evil.  You should not have let him draw a single stroke on a violin before consulting with the guild…and formalizing the contract with a Notario….

In view of these expectations, the reader might find interesting a letter of recommendation, written by a father in support of his son’s application for a music position in Stettin in 1607.  Particularly astonishing here is the large number of instruments the young man owned!

My son has arrived at a point in his art where he has studied and learned diligently all the musical instruments.  First, he is a good trumpeter and secondly a good cornett player and plays well the discant violin, Querpfeife, dulcian, quart-, tenor- and alto-trombone.  In summary: all perfect instruments, although without proclaiming his fame -- for as one says, “Self praise stinks.”  But he can prove himself where it matters, in what the ear hears and the eye sees.  To cover the subject, he doesn’t quarrel or criticize, and can use the instruments I have given him in praise of God: trombones, cornetts, a good quart-trombone; a dulcian consort; a large and small bombard consort; a large cornett consort; a crumhorn consort; a Querpfeiffen consort; a flute consort; and a violin consort.  He can play all parts and use the fifth, sixth, or eighth voices [ie., read the various clefs], comes from a good home...and is twenty-six years old.

The regular duties of the typical Stadtpfeifer were quite varied, as we see in a contract for one Christoph Schumann in 1726.  The reader will note here in particular the participation in the well-known tower music, known as Abblasen; the surrogate clock duty and the regular service accompanying singers in the church.

He should at 3:00 A.M., 9:00 A.M. and 9:00 P.M. play with diligence a spiritual Psalm, to the honor of the Almighty God and to inspire Christian prayer and to sustain the goodwill of the citizens and the entire community.  Further, at night he should faithfully watch and take heed that with his assistant the horn player they mark every quarter hour with the usual horn playing.  He should keep his quarters in the tower clean.  He must volunteer to play in church with his instrument and assist the civic musicians with weddings, operas, and official banquets, although not permit himself, though helping, to actually take part in the ceremonies.
 

The tower music, or Abblasen, played several times a day from a tower as indicated above, was a very important part of German civic life and deserves far greater attention by music historians.  Far from performing mere chorales, the musicians played chorale canzonas, chorale fantasies, free canzonas, sonatas and suites.
   In the quality of their performance as musicians, there was a certain “public relations” aspect to this music, as is indicated in an ordinance from Zeitz in 1701, which speaks of the performance of Abblasen to “better ornament the town for visitors.”
   More important, however, was the spiritual and psychological impact of this music, which Johann Pezel called “a friendly and peaceful sound,”
 on the ordinary citizen.  The trombones, on which the Abblasen were most frequently performed, had themselves become symbols of God and Christian music.  Thus, Kuhnau, Bach’s predecessor in Leipzig, reflected,

When our civic musicians at Festival time blow a spiritual song on the loud trombones, every measure stirs the image of angels singing.

No other instruments, but wind instruments, he says are played in Heaven by the angels!
 

Regarding the impact of this music on the citizen, one must first remember that there was no noise level comparable to modern towns and that the loudest sound most people would hear in their entire life was a small church organ,  Therefore, it is reasonable to assume that most people in a moderate-sized town could hear this tower music.  What then might be the effect of this spiritual music, floating down from on high, played by instruments which were themselves symbols of God and heard by the citizen several times a day throughout his entire life?  We have heard distinguished musicians in Europe contend that this music, played continuously from the late 16th through the 18th centuries, was more responsible than any other factor for the development of the German character as we know it today.

An eloquent summary of the duties of the tower musician is given in a 1679 poem by Jacob Lottich.

When Titan’s high course is about to bring midday, the clock strikes ten;

Then the musicians meet with all their odds and ends,

Form a group and let us have a tune for lunch on their trombones.

The midday music can be heard from the town hall tower,

Almost high up in the open air; it sounds for the honor of God and to inform the people,

So that everyone knows each day at this time it is the tenth hour.

When Latous has departed from us with his never tiring horses

And when we no longer see any light or any rays from him on earth,

Then a bell is rung so that its sweet sound entices us to vespers.

A cornettist then takes the best of his Zinken,

Chooses a Psalm which he considers just suitable, and he pipes in an artful manner;

He does his duty, stays on the church tower and remains awake for the rest of the night.

In the streets guards who have been appointed for this purpose walk up and down and see

To it that the streets are safe; they seize the trespasser against law and order;

They prevent fire and turmoil so that everyone shall be safe while they rest.

As often as the clock strikes, the hours are called out.

There is no shortage of clocks: hardly anywhere would you find such ingenious clock works.

Anyone who does not believe this should come here and see for himself that one weight alone propels two big clocks.

As soon as Aurora gleams in gold and red hues the watchman still awake takes his trumpet, alerts and wakes up the town with a morning song.

After that he retires and makes up for his lost sleep.
 

As the above poem points out, the worker’s “noon break” came at 10:00 A.M. at a time when work had to begin with first light.  It was for these concerts that the collection of sonatas by Johann Pezel (1639 – 1694), known as Hora decima (“Ten o’clock hour”) was published in 1670.  Among his many publications were a collection of two-part works intended for the recreational music by the musicians in the tower during their long and lonely hours on duty.
   Yet another publication of dance movements, Funff-stimmigte blasende Music, a massive collection of 76 works, may have been used for public concerts from a balcony of the city hall building.  Several important published collections by Pezel are lost and these include two collections of Intradas (Leipzig, 1669 and 1676) for cornett and 3 trombones and a collection of six-part works for cornets and trombones called Decas Sonatarum (Leipzig, 1669).
Pezel, who is probably the best known of the German civic musicians to musicians today, appears to have enjoyed a university education and was also the musical director of the collegium musicum of the University of Leipzig from 1673 to 1682.  In 1677 he applied for the position of cantor at St. Thomas Church, the position J. S. Bach would later hold, but he was considered not acceptable as he had been a Catholic.

Another important published collection associated with Leipzig is the Vier und zwantzig Neue Quatricinia by Gottfried Reiche.  Reiche’s dedication is a testimonial to the importance of these civic wind players.

Nothing in all art can claim finer qualities than Noble Music.  My pen is much too weak either to repeat here, or to say better what professional and highly-learned men have affirmed so competently.  As this matchless art spreads its charms in many ways, we find in most cities the praise-worthy custom of having the so-called Abblasen sounded from churches and town halls.  This is always a sign of joy and peace; because, wherever such music must be discontinued there must be national mourning, war, or other misfortune.
 Regarding Reiche’s final sentence, Kuhnau once observed, “Nobody will pray more devoutly for the long life of his sovereign than the instrumentalists!”  And one measure of Reiche’s reputation can be seen in the fact that during the year-long period of mourning in 1694, when musical performances were not permitted, the city council voted a special monetary “Gratifikation” to Reiche to make sure he was not tempted to leave town.

The continuation of the introduction to Reiche’s Neue Quatricinia also mentions some five-part sonatas which are lost.  The implication of his remarks is that the art of publishing in Leipzig did not permit these particular works to be set in type.  One can only presume that they must have contained more ligatures, that is faster note values than his previous work.  For those interested in early wind repertoire, it is in any case a great loss.
In my own small way, I am also willing, for the honor of God and the useful pleasure of my fellow men, to publish some five-part pieces.  I have already written 40 five-part Sonatas for the musicians here in Leipzig, with whom I have now been associated for 8 years, but because of the difficulties their appearance presents to the technique of printing, I have had to put them aside.  I have taken care with the [present] Quatricinia to make them easy on the eyes and to write something using slower notes.  One more thing must be understood: the Alle breve is performed with a fast moving beat.  Although this reminder is not for the musically enlightened, it is added for the benefit of those who know less about the art.

His estate, following his death in 1734, listed five books of chorales for the tower musicians which are also lost.

Reiche was the senior Stadtpfeifer in Leipzig at the time of Bach and, judging by Mattheson’s Ehren-Pforte (1740), better known than Bach.  Mattheson adds that you can see in an engraving of Reiche that “he resembles an honest man as closely as one drop of water does another.”  He died in service, after a parade honoring a visit by the elector of Saxony in 1734 (an occasion for which Bach contributed his “Preise dein Gluck, gesegnetes Sachsen”).  One present wrote,

On October 6th the skilled and experienced musician and Stadtpfeifer, Gottfried Reiche,...and senior member of the local musician’s guild, suffered a stroke not far from his lodging in the Stadtpfeifer- gasschen, as he was on his way home, so that he collapsed and was brought dead into the house.  And this is said to have occurred because on the previous day he had been greatly fatigued by playing in the royal music and had suffered severely from the smoke of the torches.
 

Several additional collections of German Stadtpfeifer music which survive are by Daniel Speer, who served during the late 17th century in Breslau.  Speer, who was also highly educated, has left an education treatise, Musicalisches Kleeblatt, which contains ensemble music with his own comments on instrumental technique.  In this work, for example, he finds five indispensable qualities for good trumpet playing: good health, good breath control, a fast moving tongue, willingness for constant practice and good, long trills made with the chin.  He discusses the embouchure in detail, concluding with,

Above all, an incipient shall accustom himself to draw in his cheeks, not blow them out, for this is not only unseemly, but hinders the breath from having its due outlet and causes a man pains at the temples, so that true teachers are accustomed to box the ears of their pupils to cure them of this bad habit.

Speer is perhaps better known for another collection, his Neugebachene Taffel-Schnitz (1685), which must be translated as meaning something like “newly baked table goodies” and contains seven sonatas for wind band.  Another publication, Musicalisch-Turckischer Eulen-Spiegel (1688) contains six five-part sonatas for wind band and is dedicated to several civic wind band musicians,
To those well-honored and highly regarded ones who so well practice and perform the noble free art of music; Herr Johann Gotthard Heinrich Strenz, well-deserving instrumentalist of the Holy Romas Imperial city of Heilbronn; and Herr Georg Gottfried Blinzing, commissioned city musician at the princely Württemberg capital city, Tubingen; his especially highly honored, worth and well-loved gentlemen and friends.

Two additional published collections of civic wind band music appear to be lost, a collection of dance movements, Joco-seria (after 1688) and another Klee-Blatt volume published after 1697.

In addition to the tower music, the Stadpfeifer bands also performed evening “concerts,” which are also usually associated with the city hall.  They performed for a wide variety of other civic occasions, including official civic banquets, for university functions, public and trade guild celebrations and even for courts which did not maintain their own musicians.  As is more generally known, they also performed in church when needed and participated in the performances of the collegium musica.  It appears that through their guilds they continued their entitlement to be the “first call” musicians for private weddings.  Indeed, one guild ordinance in Zeitz allowed a bride and groom to bring in outside musicians only after they had “come to terms” with the local Stadtpfeifers.

The music guilds of Baroque Germany are worthy of much more study.  They may have begun to represent a wide number of players, as do the “band associations” of Germany today.  According to Ehmann,
 for example, the guild in Strassburg consisted of 751 menmbers.  We have the regulations for one of the guilds, the Confrerie des Joueurs d’Instruments d’Alsace, for 1606,
 which helps give us a sense of what these civic music guilds were like, as well as their values.  We have to explain that the use of “king” for the player who served as the leader of the guild only refers to the fact that they followed the only social structure they knew, the monarchy.

1.
No wind player, string player or other musician may play by day or night, in the street or in a house for dances or dinners, nor may he receive money or gifts, unless he is first admitted to the fraternity of musicians of Alsace, under the penalty of confiscation of his instrument; the same is true for minstrels….

2.
Each new member must swear to be obedient to the king and the brotherhood statutes.

3.
Each member when in uniform must wear a silver medal showing the Queen Mother of God.

4.
Upon entering the fraternity he must show his birth certificate and have a signed authorization by the noble of the area he comes from.

5.
To be admitted a player in the city, a minstrel must have served two years apprenticeship.
6.
The right to join as an apprentice, or to resign an apprenticeship, costs 12 Strasbourg schellings.

7.
To become a fraternity member, or to resign, costs two ecus d’Empire.

8.
All the members will assist with the annual musicians day festival (Pfeiffertag) and are exempt from annual taxes.

9.
On the day of this celebration, the entire fraternity must meet at the church, then to the castle to give homage to the noble.  Each of them has to take part in the fraternity meal and take his turn at the dance which the king will have arranged with the host.  The king is exempt from [playing the dance] along with two colleagues; the four masters, or jurists, do only half.

10.
If a member, through illness or by order of the noble, can not take part in this festival, he must justify it with good evidence and send his annual tax.

11.
Each member has to pay to the sergeant who announces him.

12.
Each year, at the time of this festival, the members must renew their certification that they are on the roles of the fraternity.  Without this certificate they are prevented from playing their instruments….

13.
If a member leaves the fraternity and wishes to return he must pay one ecu d’Empire.

14.
Upon the death of a member, his best musical instrument and his medal belong to the king of the fraternity.

15.
A member does not have to have apprentices.

16.
None will play instruments at dinners, dances, festivals day or night, indoor or out without being contracted through the fraternity.

17.
If someone makes a contract with a musician after he has made a contract with a first one, the former does not have to play unless the latter receives a salary equal as if he had played.
18.
No musician has to play with a musician who is not a member of the fraternity.

19.
One does not play instruments for the wedding of a Jew who has not paid a golden guilden, which must be given to the king.

20.
All difficulties relative to the profession, contracts contrary to the statutes and injuries between members, etc., are settled by a tribunal of the fraternity and the king.

21.
On the day of the annual festival no player has to play elsewhere than the place of the festival.

22.
All infractions of the statutes are judged by the king or in combination with a tribunal of the fraternity.  Fines, according to the nature of the infraction, will be paid in money which goes to the chapelle de Notre-Dame….

23.
A member can appeal the judgment of the king or the tribunal to the court.

24.
This fraternity having been founded in the glory of God and in particular in honor of his very saintly mother, each member must annually say a Mass, and not just to help with the annual festival, to help honor all the festivities of Notre-Dame….

25.
The Noble reserves the right to change these ordinances according to the needs of the time.

In terms of the future development of music, perhaps the most important civic institutions were the collegium musica, meetings of students and local musicians who met, sometimes in coffee houses, for the performance and enjoyment of music.  The Leipzig collegium musicum had existed periodically during the 17th century but became more influential after 1702 when it was reorganized by Telemann.  Under Telemann the group began to meet on a regular weekly basis and gave concerts for the citizens.  

Bach began to become involved with the Leipzig collegium musicum after 1729, when he seems to have become more interested in secular music in general and a number of his secular cantatas and instrumental works appear to have been composed for these performances.  There is extant an announcement for his public concerts in 1736 which includes several interesting details.

Both the public musical Concerts or Assemblies that are held here weekly are still flourishing steadily.  The one is conduced by Mr. Johann Sebastian Bach, Kapellmeister to the Court of Weissenfels and Music Director at the Thomas-Kirche and Nicolai-Kirche in this city, and is held, except during the Fair, once a week in Zimmerman’s coffeehouse in the Cather-strasse, on Friday evenings from 8 to 10 o’clock....

The participants in these musical concerts are chiefly students here, and there are always good musicians among them, so that sometimes they become, as is known, famous virtuosos.  Any musician is permitted to make himself publicly heard at these musical concerts, and most often, too, there are such listeners as know how to judge the qualities of an able musician.
 

A collegium musicum was also active in Hamburg beginning in 1660 and its emphasis was in giving concerts of new works composed in other major cities.  The group, composed of local professional and amateur musicians, became widely known and after his arrival in 1721, Telemann became associated with its concerts.  Expanding the scope of their repertoire, Telemann began repeating performances of works he had composed for the local church.  This brought an immediate complaint from the town council.

Because the current Kantor Telemann has thought to perform for money his music in a public inn where all manner of disorder is possible; and moreover he makes free to perform operas, comedies, and similar entertainments likely to arouse bawdiness...and all without the consent of this most excellent Council and Citizenry; so the Oberalten of the Council seek a decree that for such music the Kantor shall be most earnestly disciplined and forbidden further such performances.
 

In 1678 Hamburg also had the distinction of becoming the first German city to build a public opera house.  It had seating for 2,000 and its more than 90 performances a year was the beginning of repertory opera in the modern sense.  Although some nobles were enthusiastic over Italian opera, the climate after the period of war left many people more inclined toward religious music.  It was in this context that Rector Biedermann of the Freyberg Gymnasium expressed his extreme disapproval of virtually any form of music in his school’s curriculum following a performance by the students of a Singspiel in 1748.
   In any case, opera was slower in developing in Germany and one must assume that this explains, at least in part, why so gifted a native composer as Reinhard Keiser (1673 - 1739) never received the credit he deserved.  
With the arrival of Telemann in Hamburg in 1721, public concerts became a vital part of civic life.  In a letter to a friend, he is enthusiastic to find strong support for concerts among the leaders of the city.

A great advantage is added to this by the fact that, besides the presence of many persons of rank here, also the most prominent men of the city -- including the entire city council -- do not absent themselves from public concerts.  Likewise the reasoned judgment of so many connoisseurs and intelligent people give opportunity for concerts.
 

We imagine that such works as his concerti for Hautboisten must have been written for concerts at this time, combining as they do a direct galant style and programmatic references to Hamburg geographical features which would be familiar to that public.  By the early 18th century there were public concerts with the public buying tickets.

During the late years of the 17th century another town famous for its public concerts was Lubeck.  Its Abendmusiken, given in the Marienkirche, were even advertised by the city fathers for the purpose of attracting visitors.

In Leipzig soon after the beginning of the 18thh century local publishers began to print music expressly intended for amateur performance by the middle class.  The growing appeal of this market was not lost on Bach, whose first Clavier-Ubung of dance music admits in its title, “Composed for Music Lovers, to Refresh Their Spirits.”
In his autobiography, submitted for Mattheson’s Ehrenpforte in 1740, Telemann provides a rare first-hand account of peasant music.

In Pless, a dominion of the Court of Promnitz in upper Silesia, where the Court used to repair for six months, as well as in Cracow, I became familiar with Polish and Hanakian music in their true, barbaric beauty.  In the public taverns the band would consist of a fiddle strapped to the body, a Polish bagpipe, a bass trombone and a regal.  The fiddle was tuned a third higher than usual, and could thus outscream any six ordinary violins.  At places of better repute the regal was omitted, but the number of fiddles and bagpipes was augmented.  Indeed, once I found thirty-six bagpipes and eight fiddles together.  One can hardly believe with what inspiration bagpipers and fiddlers improvise while the dancers rest.  An observant person could pick up enough ideas from them in a week to last a lifetime.  In short, this music contains much valuable material, if it is properly treated.
 

By the end of the Baroque there must have been much musical activity among the upper middle-class merchants in Germany, although this topic, with the exception of the Fugger family of Munich, has received little scholarly interest to date.  The reader will recall that the great Gabrieli of Venice had dedicated his Concerti of 1587 to Jakob Fugger.
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