Hora decima: The Musical
Theology of the Stadtpfeifer:

Timothy A. Collins

“. .. why shouldr’t a Christian-minded heart let itself
be inflamed to God’s honor and glory by the sound of
cornets and trombones?”

Hora decima musicorum Lipsiensium (1672)
Johann Pezel

Itis midmorning on a warm summer day and the town square
is abuzz with activity. Itis market day. Amid all the bustle and
clatter of people, carts and animals moving about the
cobblestone Marktplatz can be overheard any number of
vignettes unfolding: housewives bargaining for pantry staples,
the tuneful calls of vendors? peddling exotic goods and wares
imported from far and wide, the clang of a tinker’s hammer
on an anwil as he repairs a kettle, the giggles and whines of
children testing the bounds of parental patience, and the
commotion of chickens and hogs on their way home for
dinner. Before long the bell in the church tower resonantly
peals the top of the hour with its usual patient regularity- one.
.. two. . . three. . . . When the tenth and last toll has nearly
died away, a trumpet flourish sounds from the balcony of the
town hall at the opposite end of the square. At first few below
seem to take notice. Then, moments later, the small band of
town musicians plays a well-known chorale to begin their
daily concert. Though the activity of those in the market place
below continues, it is decidedly quieter as the music wafts
through the air from high above. Some even stop what they
are doing, pausing for a moment to recall the familiar tune,
while an old woman, weighted by bundles of produce and
with a plump loaf of bread stuck under her arm, hobbles her
way through the crowded market singing the chorale almost
imperceptibly under her breath as she slowly makes her way
home-"Allein Gott in der Hoh sei Ehr. .. .”

THOUGH ENTIRELY FICTIONAL, there can be
little doubt that such a scene regularly took place in
many German cities and towns during the late
sixteenth and seventeenth centuries. The daily
performance of music, called both Turmmusik and
Abblasen, from the tower or balcony of the Rathaus

(city hall) by the Stadtpfeifer (town pipers) was a "_ Reformation, reaffirmed the importance of this
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regular feature of almost every city and town that
employed a band of civic musicians. While these
performances provided music purely for public
consumption, they reached to the very soul of
German Lutheran society and in effect assumed a
theology in their own right. This musical theology, as
such, was in fact a realization of Reformation ideals
within the context of everyday life.

The Reformation had a profound effect on the
shape of Germany’s musical landscape. The
successful spread of Lutheran reform, of which music
was a vital element, brought about a redefinition of
the fundamental role of music within German
society through not only the Lutheran worship
service, but by a reaffirmation of the social identity of
the Christian way of life.# Luther believed that music
was a wonderful creation and gift of God and
regarded its importance to be second only to
theology. Armed and inspired with scriptural
justification, he recognized music as both a potent
spiritual weapon in the struggle against the worldly
influence of the devil and as an important and
valuable religious tool. It was not only an appropriate
and sincere way of worshiping God, but also a most
powerful means of conveying the Word of God to the
people.5 As such, music also played an important
role outside of the church and worship service in
fostering the Christian way of life. In the third part of
his On the Councils and Churches (1539), Luther
wrote that Christians are “recognized by prayer,
public praise and thanksgiving to God. Where . . .
psalms or other spiritual songs are sung, in
accordance with the Word of God and the true faith .
. . you may rest assured that a holy and Christian
people of God are present.”® The Wittenberg
theologian and professor, Philip Melanchthon, who,
next to Luther, was the principal figure in the
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universal role that music played outside of the
church proper As a dedicated humanist,
Melanchthon was devoted to cultivating the
connection between the spiritual and temporal
worlds.” He asserted that religious musical
edification is essential to the Christian way of living
and should pervade every quarter of daily life,
because “music is [a] means by which man can come
to know God and contemplate Christian truth,
which towers above all human knowledge.”8 “The
cultus dei,” he explained in his preface to Georg
Rhau’s Officia de Nativitate (Wittenberg, 1545),
“should permeate the whole life of man, because
where church music ceases to sound, it is to be feared
that a disintegration of the sacred doctrines will
follow.” This infusion of religious music into the
secular realm of every day life that

Melanchthon envisioned represented a

veritable sanctification of that life-"the Luther believed Ratsmusikanten,

people in the church, the boys in the schools,
the girls in their domestic tasks or in the

that music

most important role in musically promulgating the
‘Protestant Christian way of life in the public domain.

t

The tradition of civic authorities maintaining
musical ensembles runs deep in German history. As
early as the thirteenth century, and undoubtedly
even well before, most cities and larger towns
employed instrumentalists whose sole duties were to
herald public proclamations and to keep watch and
signal alarm for such “enormities in the night”!? as
the ever-present danger of fire, mayhem and
attack.'? During the fifteenth century, this purely
functional role began to evolve as more musically
oriented duties were required, and it is from about
this time that come the first performances by civic-
watch wind bands that were intended purely for the
sake of public entertainment. By the beginning of the

sixteenth century, the civic ensembles of the
Stadtpfeifer or town pipers (also known as
Stadtmusikanten,
Kunstpfeifer and Tiirmer) had become
integral elements in a wide range of civic

garden, the farmers and reapers in the fields, was @ wonderjul music making and enjoyed a municipally
and the rider in the countryside all singing creation and ™andated monopoly on all music making

the words of the prophets and the apostles.”®
Through this viva vox evangelii (living voice
of the Gospels), as Luther equated the
ministry of music,!© the common citizen is

gift of God
and regarde

within city boundaries, a charge that often
included local rural districts as well. In the
d wake of the Reformation, Stadtpfeifer
ensembles played an increasing role in

fortified by God’s Word and Christian it8 importance church music.13 By the beginning of the

teaching to face the many vicissitudes of

seventeenth century, their participation

everyday life. to be second extended well beyond seasonal feasts and
With its focus on common people and only to celebrations to include lesser festivals and

their direct relationship with God, the theology even weekly services.14

Reformation also had a dramatic influence ’ The second half of the sixteenth century

on Germany’s social culture. Much of was a time of rapid growth for Stadtpfeiferei.

Germany’s northern and central regions ® Though most larger cities and towns had

were effectively transformed from

hierarchical ecclesiastic states based on the

principle of sacramental and intercessory

religion to evangelical municipal states based on a
principle of direct spiritual religion, at the heart of
which was a pious and hard-working community for
whom personal and immediate faith was the
backbone of society. With this change in the role of
the church from a political power to a social force,
cultural elements- especially music-as vehicles for
the expression and propagation of faith, became
important catalysts for public social bonding,
mollifying the natural dichotomy between the
respective public/secular and private/sacred aspects
of daily life. The civic musical institutions of the
Kapelle, Kantorei and Stadtpfeiferei became the very
means by which Melanchthon’s musical
sanctification of daily life was facilitated. Of these
institutions, the Stadtpfeiferei played perhaps the

possessed civic wind bands in some form

since well before the beginning of the

sixteenth century, many established civic
musical ensembles for the first time during this
period expressly for the purpose of taking part in
weekly church services. Such cities included Halle
(1571), Dresden (1572), Berlin (1575), Koln (1575),
Stettin (1588), Eisenach (1589), WeiBenfels (1580)
and Nordhausen (1595).15 It was also during this
period that the regular practice of concerts of multi-
part instrumental music, familiarly known as “tower
music” (Turmmusik, also Turmblasen or Abblasen6),
by Stadtpfeifer from the church or gate tower, or
balcony of the town hall began. These performances
quickly became a regular feature of almost every city
or town that employed civic musicians and, in spite
of a period of decline during the Thirty Years War
(1618-48), would reach their greatest height in the
last half of the seventeenth century.1?7 A poem by
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Jacob Lottich published in 1679 charmingly depicts
this custom in any number of German cities and
towns during the post-Reformation era:

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 as 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

never tiring horses

and when we no longer see any light or

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;

As soon as Aurora?! gleams in gold and roseate hues
the watchman still awake takes his trumpet,

alerts and wakes the town with a morning song.
After that he retires and makes up for lost sleep.22

Performing so-called “tower music” was, next to
participating in church music, the most important
duty of the Stadtpfeifer. Consequently, appointment
documents for town musicians usually outlined in
some detail what was expected with regard to this
responsibility. The appointment contract of Grimma
Stadtpfeifer Andreas Jacob Burgken from 1674 states
that, in addition to diligently attending to church
music, he was required to “perform from the town
hall at mid-day at 10 o'clock, every Sunday and
holidays,23 also on Wednesdays and Saturdays, [and]
as is customary, each time there is a market day.”24
Some cities even required daily performances of their
musicians, as was the case in Leipzig, where
Stadtpfeifer were directed to perform each day at ten
o'clock “to the honor of God.” A special balcony,
referred to as a Pfeiferstuhl, had even been
constructed for them to perform from when the town
hall was rebuilt in 1599.25

Another responsibility related to performing
tower music, though musically speaking considerably
less substantial, was playing Stundenblasen to signal
the hours and various important times of the
workday.26 For a society that traditionally began
work at dawn, this practice was an essential part of
every day life. In some places it even continued right
up to the First World War.27 Beginning as early as
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three or four o’clock in the morning, a fanfare, hymn,
or other short piece familiarly referred to as the
morning blessing (Morgensegen) or Taganblasen,
would be sounded to mark the start of the working
day. Other hourly fanfares would be sounded
throughout the day to signal the mid-day pause
(usually at ten o’clock), the afternoon break (around
three or four o’clock). Finally, the end of the day
(nine or ten p.m.) would be signaled with an
Abendsegen, an evening blessing.2® There were also
later performances known as Aubaden or simply
Nachtmusik, though these were usually associated
with the night watch.?2® While the times and
frequency may have varied, most cities and towns
followed this general schedule. In Cologne, during
the sixteenth century, the town musicians were even
required to vary their performances according to the
time of day: “[signaling] all the hours with cymbals,
and also every morning around daybreak, [but] at
about three or four o’clock [a.m.?] they are to play on
flutes, crumhorns, cornetts or shawms; also around
midday at eleven o’clock and then again in the
evening. . . at about nine or ten o'clock.?? Similarly
in Greiz in 1619, the town musicians played “spiritual
songs and other appropriate pieces” every morning at
three and eleven , and again in the evening at seven,
though they played trumpets at nine a.m. and four

p.m.31 Leipzig appears to have had a particular -

penchant for antiphonal tower music. Not only was
the hourly signal echoed back and forth between the
towers of the Thomaskirche, Nicholaikirche and the
Neukirche, but three verses of an appropriate song
were played, with each verse echoed three times
from tower to tower.32 Niirnberg had a similar
tradition, which apparently lasted until 1806.33 It
was also customary in some cities to sound the hourly
fanfare to each of the four points of the compass.®*
Other performances of Abblasen included
commemorations of various community occasions
such as anniversaries, celebrations, weddings,
baptisms and deaths. These Abblasen, as with
Stundenblasen, varied anywhere from simple fanfares,
bicinia and tricinia, to hymns and other polyphonic
pieces.35 In Reutlingen, for example, a Sterbechoral
(death chorale) was performed from the church
tower at the death of a Biirger.3®

It is impossible to say just how the midday
“concerts” of the Stadipfeifer were conducted or what
specifically was performed on them. What few
written accounts there are of tower performances are
frustratingly laconic, and the rare iconographic
depictions of town musicians performing outdoors
reveal little if anything pertinent to performance
practice. Less vague, yet still uncertain, is the matter
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of repertoire. Period references speak only in the
most generic of terms, referring to “spiritual pieces,”
chorales, Psalms, motets, festive songs, or simply
Stiicken, indicating a mostly sacred repertoire, likely
of harmonized chorales, chorale based canzonas and
sinfonias, motets, Psalm settings, liturgical
(ordinary) settings and other cantus-firmus type
works. The particular text settings performed would
almost certainly have closely paralleled the church
lectionary and seasonal calendar. Such was implicit
in a directive given by the mayor of Oldenburg in
1665, which instructed the town’s Stadtpfeifer to
perform spiritual songs with gospel or other such
“preached texts.”37

Some idea of what the tower music repertoire
may have consisted may be gleaned from various
Stadtpfeifer or Ratsmusik inventories, as well as
certain manuscript collections believed to be
associated with Stadtpfeifereien. Many Stadtpfeifereien
are - known to have assembled manuscript
anthologies of works for their own use, as well as
maintained libraries of manuscripts and printed
editions. An entry in the records of the Leipzig city
treasury in 1600, for example, notes a payment of 3
Gulden 17 Groschen to a copyist for “copying 80
pieces into the Stadtpfeifer books.” An entry three
months later indicates the placement of an order for
6-part pieces from Venice.?8 Inventories cataloguing
the music and instruments belonging to the
Niirnberg Stadtpfeiferei dating from 1575, 1598 and
1609 reveal a sizeable library of manuscripts and
printed editions consisting of mostly sacred vocal
anthologies by predominantly German and Italian
composers. Represented are works by Christian
Erbach, Melchior Frank, Hans Leo Hassler, Orlando
di Lasso, Pierre Phalése, Michael Praetorius,
Cipriano de Rore, Tilman Susato, Horatio Vecchi,
Tomas Luis de Victoria, Adrian Willaert and
others.3® One interesting manuscript collection
dating from the late sixteenth century and thought
to be that of a Stadtpfeiferei is preserved in the Proske-
Bibliothek in Regensburg (Hs. A.R. 775 & 777).4° It
is an eclectic collection, consisting of some 120
untexted motets, madrigals, and chansons by Abran,
Corteccia, Andrea Gabrieli, Gosswin, Lange, Lasso,
Monte, Striggio, Utendal, and Wert, with
instrumental scorings for cornetts, trombones and
shawms.#! The diversity represented by this
collection and the Niirnberg inventories illustrates
the popularity and ready accessibility of a broad
range of foreign editions throughout Europe during
the late sixteenth and seventeenth century. The
widespread distribution of such welschen Stiicken
(pieces by foreigners) was greatly facilitated by

German reprint editions and seasonal Mdrkte or
Messen (trade fairs) such as those which took place
tri-annually in Leipzig. .

While most municipal authorities maintained
libraries of editions and manuscripts for their
Stadtpfeifer to use, some town musicians are
themselves known to have owned sizeable personal
music collections. In 1748, Leipzig Stadtpfeifer,
Johann Gentzmer, recommended that the city
council purchase the personal music collection and
instruments of the former senior Stadtpfeifer,
Gottfried Reiche (+1734), because they (some five
chorale books, 122 Abblasen, and several
instruments) were “still very usable.”42

In addition to being the leading professional
musicians of their day,® many Stadtpfeifer were also
composers of some competence,?* though the
number of extant editions by them is relatively
modest. Perhaps the earliest edition by a Stadtpfeifer
to include music ostensibly suitable for use as tower
music is Stettin (and later Frankfurt) town musician
Paul Liitkeman’s Newe latienische und deutsche
Gesenge (Stettin, 1597).45 This collection consists of
five- to seven-part sacred vocal settings with
German and Latin texts, and five- and six-part
instrumental fantasies, paduans and galliards, six of
which are chorale based.#® Even more rare are
collections explicitly designated for use as tower
music. The only extant examples are two late
seventeenth-century anthologies by Leipzig

Stadtpfeifer:

Johann Pezel (1639-1694; Leipzig, Bautzen)*”
Hora decima musicorum Lipsiensium, oder
musicalische Arbeit zum Abblasen, um 10. Uhr
Vormittage in Leipzig, bestehend in 40. Sonaten mit 5.
Stimmen als 2. Cornetten und 3. Trombonen, inventirt,
componirt und Auff Anhalten vieler guten Freunde.
(Leipzig, 1670).48

Gottfried Reiche (1667-1734; Leipzig)#°
Vier und zwantzig neue Quatricinia mit einem Cornett
und drey Trombonen vornehmlich auff das sogenannte
Abblasen auf den Ratthiusern oder Thiirmen mit Fleif
gestellet; Dem Héchsten Gott zu Ehren und denen

Musicis zu Nutz und Vergniigen an das Licht von
Gottfried Reichen. (Leipzig, 1696).5°

Save for a single sonatina on the chorale melody
“Allein Gott in der Hoh sei Ehr” in Reiche’s
Quatracinia, these two editions consist entirely of
secular instrumental pieces (intradas, sonatas,
fugues, Aufziige, bicinia, “arias”, balletti and dance
movements) for four- and five-part ensembles of
cornetts and trombones. A third collection,
amusingly subtitled “Newly-baked Table Scraps”
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(Frankfurt, 1685),51 by the Stuttgart town musician
Daniel Speer (1636-1707) also includes pieces for
trumpets, cornetts, trombones and dulcians
designated as especially appropriate for use by town
musicians, and by correlation therefore, also suitable
for tower music.?2 These editions attest to the fact
that by the end of the seventeenth century, tower
music performances had come to include a variety of
purely secular instrumental genres in addition to the
mandated spiritual repertoire.

Throughout Protestant urban Germany during
the period from the early sixteenth to early
eighteenth century, tower “concerts” by Stadtpfeifer
were an integral and important part of daily life. But
they did much more than signal various times of the
working day and provide music for public
" entertainment. They were a “sign of joy and
peace”®3 that spoke to the very faith of the
community, providing an important element of
peaceful repose and spiritual reassurance. The direct
impact this had on the average citizen in the street
was recognized by both municipal authorities and the
Stadtpfeifer themselves, who spoke with eloquence
and conviction of the fundamentally spiritual
purpose underlying the performances. Johann Pezel,
in the dedication to his Hora decima musicorum
Lipsiensium (1670), asserted that town musicians
performing Abblasen from the town hall at ten
o’clock with trombones and cornetts “is indeed a
truly Christian act, and one which, above all, may
kindle Christian hearts to God’s praise and honor.”
After all, he continues,

why shouldn’t a Christian-minded heart let itself be
inflamed to God’s honor and glory by the sound of
cornetts and trombones? I remember in this regard the
customs of the Persians and the Turks [who, in ancient
times, shouted praises to God from high towers®4]. How
much more is it incumbent upon us Christians to think
every day, yea, every hour of God's glory? Surely the
[sounding of] Abblasen, which is done at certain hours by
the watchmen of this city [Leipzig] and by the town
musicians from the town hall at ten o’clock, plays no
- small part in jt,55

The music of the Stadtpfeifer did indeed play no
small part in the public affirmation of faith in the
everyday world. Such sentiments, together with the
associated social benefits of a morally conscientious
population, were the fundamental reasons that many
towns instituted tower music concerts. Stadtpfeifer
appointment contracts consistently emphasize this
point when outlining tower music duties. In 1726
Hamburg’s town musicians were instructed to
perform psalms at appointed times “to the honor of

Almighty God, to inspire Christian prayer and to
sustain the goodwill of the citizens and the entire
community.”>® So valued was the message that the
Stadtpfeifer performances imparted to the
community at large that, when in 1738 a proposal
was introduced in Miihlhausen to reduce the tower
music to a single trumpet, it was summarily rejected
on the grounds that “the playing of one trumpet will
arouse poor devotion; such a performance cannot
replace the harmonious music of trombones. A great
and divine force lives in the harmony [of multiple
instruments]. God transplanted his image into it,”57

The significance of tower music was not limited
to merely its spiritual intent. The very instruments
that the Stadtpfeifer played figured prominently in
the psalms and scriptures, and were themselves
symbols of God and Christian - faith. Leipzig
Thomaskantor, Johann Kuhnau, once wrote “when
our town musicians at festival time play a spiritual
song on resounding trombones from the tower, every
measure stirs in us the image of angels singing. The
eternal and heavenly instrumental music is that of
wind instruments. No other instruments but wind
instruments are played in heaven by the angels!”
This “opening of heaven” at the sound of wind
instruments led Kuhnau to conclude that “wind
instruments are the oldest, most eternal, most
beautiful, most pleasing, most penetrating, and most
valuable of all musical instruments.”®8 Of the
principal instruments town musicians used for tower
performances-trumpet,5? slide trumpet, cornett
(Zink), trombone and shawm-the trumpet
undoubtedly had the most readily recognizable
biblical associations. Among the many references to
trumpets in the Bible, perhaps the most memorable is
that found in Numbers 10 which tells of the
hatzotzerot, the silver trumpets that God commanded
Moses to make and sound in order to gather the
congregation to the temple.6% Furthermore, the
trumpet of the period, the valveless eight-foot
natural trumpet, possessed a certain divine
perfection in itself, inherent in the limited notes it
could produce: those of the natural harmonic series,
symbolizing the godly perfection of creation and the
divine "harmony of nature. Additionally,
representation of the Holy Trinity was found in the
natural harmonic series’ principal tonic triad.5!
Interestingly however, the trumpet or horn most
often referred to in Luther’s German translation of
the Bible was a Posaune, a trombone,52 the
instrument through which we hear God himself
speaking to his people. At the receiving of the
commandments at mount Sinai (Exodus 19: 16-19)
“there was a thunder and lightning, and a thick cloud
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was over the mountain and there was the sound of a
very strong Posaune . . . and Moses led the people out
of the camp to God. . . and the Posaunen became
louder and louder.”63 The cornett or Zink, which was
the primary soprano instrument of tower
performances during the seventeenth century, was
descended from simple instruments made from
animal horns and was both visually and aurally
evocative of the geren or shofar, the ram’s horn
instrument used by the Hebrews at temple
celebrations. The shawm and other woodwind
instruments or Pfeifen (i.e., crumhorns,
Schreyerpfeifen, Rauschpfeifen, dulcians, recorders,
flutes, etc.) also variously used by the Stadtpfeifer
symbolized shepherds’ instruments and other
pastoral motifs.

The spiritual power of tower music was manifold
and lay principally in two aspects of its performance:
its public venue, which brought the music and
message of the church out into the everyday world,
and its ability to convey a spiritual message and
promote Christian ideals without an explicitly
articulated text. Luther believed in the ability of
music to affect the human heart and mind and in its
capacity for promoting virtue. In his preface to Georg
Rhau’s Symphoniae iucundae (1538) he wrote:

Experience testifies that, after the Word of God, music
alone deserves to be celebrated as mistress and queen of
the emotions and of the human heart. . . And by these
emotions men are controlled and often swept away as by
their Lords. A greater praise of music than this we
cannot conceive. For if you want to revive the sad, startle
the jovial, encourage the despairing, humble the
conceited, pacify the raving [and] mollify the hate-filled.
.. what can you find that is more efficacious than music?
The Holy Spirit himself honors it as an instrument of His
specific office when He testifies in His Holy Scriptures
that his gifts came upon the prophets through its use,
that [music] is the impulse toward all virtues . . . its use
drives out Satan. . . . Not in vain, therefore, do the
[church] fathers and the prophets want nothing more
intimately linked to the Word of God than music. From
this arise so many hymns and psalms, in which the
message and the voice [Sermo et vox] 64 5t upon the
heart, while in other animated and living bodies music
alone, without message, causes reactions.®3

Luther’s distinction between music’s so-called
“message” (sermo) and “voice” (vox) reveals that he
recognized music’s capability for expression even
without the articulation of a text. The music itself, by
virtue of the substance of its extra-musical
associations, its “message” (which, incidently, also
serves to define its genus), inherently expresses
meaning. Luther also acknowledged that even purely
abstract music, without extra-musical associations,

that is “without message” (i.e., instrumental music),

: was capable evoking a response, albeit on a more
!
primal level.

The efficacy of instrumental music in worship
became one of the central issues in the polemics that
arose between conservative and liberal Protestant
camps during the late sixteenth and seventeenth
centuries.f¢ Though the tower music of the
Stadtpfeifer appears to have remained peripheral to, if
not entirely immune from the fray, the prolific
minutiae that grew out of the heated debate echoed
the substance of Luther’s views and offered apt
explanations as to how tower music expressed
spirituality and promoted devotion. According to a
group of Wittenberg theologians who responded to a
call for the purification of church ceremonies in
1597, “instrumental music is in itself such a gift of
God as to move the hearts of men with power even
when no human voice sings along.”67 The scriptural
requirement that worship be understandable (1
Corinthians 14) was unnecessary, they felt, because
the mere perception of instrumentalists playing
spiritual music, whereby the music itself
communicates its genus, was sufficient for the power
of the music to be felt and its effect achieved. Such is
the example of the call to battle, which is readily
understood without words. The Bible also provides
numerous examples of instruments being used by the
ancient Hebrews at festivals to rouse worshipers. On
a more practical note, the Wittenbergers found it
unrealistic to believe that worshippers at temple
celebrations were always able to discern the text
being sung amid the clamor of all the wind and
stringed instruments being played.®® Later defenders
of instrumental music during the seventeenth
century argued along similar lines, concluding that
“even as pure sound without words music is capable
of conveying a certain knowledge of God,” thereby
moving human hearts and exciting “devout minds
greatly to earnest prayers and works of grace.”6?
Additionally, secular instrumental music,
particularly that which did not evoke or promote
frivolity or wantonness, was accepted, albeit
reluctantly, as capable of promoting piety and virtue
by “awakening the soul,” especially so when
performed and heard with “fervent devotion.””0

But text was not necessarily out of the picture
with regard to tower music. Many of the psalms,
hymns and “spiritual pieces” performed
instrumentally by the Stadtpfeifer would have been
well known to most, if not all, and would have
mnemonically evoked equally familiar and cherished
texts. Congregational hymns in the vernacular had
been an integral, almost liturgical, part of the
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Protestant worship service since the Reformation,
and together with the psalms, were the chief vehicle
by which the congregation, Luther’s “priesthood of
believers,” participated in the worship service. In
addition to liturgical musical settings associated with
the ordinary of the mass, hymns provided worshipers
with not only an elementary interpretation of
scripture and Christian teaching that was readily
understandable by all, but an aesthetic means of
direct and overt praise and thanksgiving that was
accessible by all. The sixteenth and seventeenth
centuries witnessed a proliferation of printed
editions of Protestant hymn books and hymn
poetry,”! which in itself stands as a testament to the
widespread approbation of congregational hymnody
as a corporate act of worship and expression of the
immediate and personal joy of faith. In those familiar

and well-loved melodies and texts, devout:

Protestants found a certain personal spiritual
expression and affirmation that was in many ways
analogous to prayer.”2 It was this very familiarity,
esteem, and joy of personal faith that the Stadtpfeifer
tapped into when playing spiritual pieces from the
tower or balcony of the town hall.

Stadtpfeifer were an important element of
Protestant German society during the post-
Reformation Era. The “friendly and peaceful sound
of their music,” as Johann Pezel referred to it, was as
much a part of daily life, and indeed functioned in
very much the same way, as the clock in the church
tower which guided the people throughout the days
and seasons, and the peal of whose bells marked their
joys and sorrows. The performance of spiritual music
and hourly psalms from the tower by town musicians
was, by design, intended to foster devotion and
Christian ideals among the people. As such, it was a

public ministry embraced by the greater theology of

music as an aesthetic means of communicating the
Word of God and Christian teaching, and an
expression of doxological praise and joy of personal
faith tantamount to prayer. The importance of such
“musical prayet,” as well as its effects, were all the
more powerful when extended beyond the sheltered
sanctuary of the church environs to the outside
world of everyday life, where, for the devout people
in the street, temptations, superstitions, evil
influences, mortal dangers, and the myriad
uncertainties that tried one’s faith were very real.
The public performances of the Stadtpfeifer offered a
potent  source of spiritual reassurance,
encouragement, and hope. In a difficult and
uncertain world, they were an aural reminder of the
boundless power of faith and the eternal reward that
awaits the faithful. As Johann Matthaeus Meyfart

commented in 1627, amid the backdrop of escalating
hostilities of the Thirty Years War, “one who in

devotion looks toward the glory of eternity easdy

endures the misery of temporality.”73

. The old woman turns down a quiet side street, the door to
her house-in sight. In the distance the final verse of a lively
hymn can be faintly heard:

Ifheis ours,

we fear no powers,

not of earth or sin or death.
He sees and blesses

in worst distresses;

He can change them with a breath.
Wherefore the story

tell of his glory

with heart and voices;

All heaven rejoices

in him forever: Alleluia!

W shout for gladness,
triumph o'er sadness,

love him and praise him
And still shall raise him

glad hymns forever. Alleluia!

Though the music fades away, yielding to the conversations of
passersby, and the sounds of street sweepers and barking
dogs, she continues to hum and sing snippets of the well-
known tune-In dir ist Freude in allem Leide. . .- savoring the
last notes almost as a benediction: “Al-le-lu-ia.” With the
click of her key in the door latch, the bell in the distant church
tower, almost as if on cue, tolls the bottom of the hour. 74
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Music, bestehend in Intraden, Allemanden, Balleten, Courenten,
Sarabanden, und Chiguen, als zweyen Cornetten und dreyen
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under the title of Supellex Sonatarum Selectarum. See Wienandt,
XXii-Xxv. -

49
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the technique of printing.” See Collins, “Gottfried Reiche,”
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how and why music was able to physically affect man’s body and
sway his heart and mind. See Emily Kalmbach Collins, “Soothing
the Savage Breast: Music and Medicine in Pre-Modern Western
Culture” (M. A. thesis, Case Western Reserve University, 2002).
66
See Irwin, 11-13, 16; Webber, 9-21.
67
Irwin, 38.
68
Ibid., 16.
69
Ibid., 16, 20, 28.
70 :
Ibid., 31,40, 111, 137.
w1
One estimate puts the number of hymn texts in circulation at
the beginning of the eighteenth century at some ten thousand.
Lang, 472.
72 :
Ironically, the Bergdorf pastor Christoph Frick illustrated the
moral that “God lets himself be moved by Christian psalms of
prayer to protect his own with the host of heavenly angels” in his
Musica Christiana (1615, pp. 78-9), with an apocryphal anecdote
about three tower trumpeters from Brandenburg who
“...get up at three in the morning and signal the day from the
tower with the glorious song of prayer:

Wenn wir in héchsten Nothen seyn/

Und wissen nicht wo aus noch ein/

Und finden weder hiilf noch Rath/

[ob wir gleich sorgen frith und spiit.] etc.
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[When in the hour of utmost need

We know not where to look for aid;

When days and nights of anxious thought

No help or counsel yet have brought. c.f., LBW 330]

After they have thus fervently called upon God the Lord to stand
by them in deepest need, they lie down again to rest. At 4 o’clock
the tower falls down, the players fall down with it, none of them
breaks a bone, and they don’t know how they got down.” Given
in Irwin, 32. .
73
Ibid., 47.
74

Wenn wir dich haben,

kann uns nichts schaden,

nicht die Siinde noch der Tod.

Du hasts in Hénden,

kannst Alles wenden,

wie nur heiflen mag die Not.

Drum wir dich ehren,

dein Lob vermehren

mit hellem Schalle,

freuen uns alle

in dieser Stunde. Hallelujah!

Dir jubilieren

und triumphieren,

lieben und loben

dein Macht dort oben

mit Herz und Munde. Hallelujah
Johann Lindemann (1549-ca. 1622), “In dir ist Freude;” adapted
to the balletto melody of “Linnomorate” by Giovanni Giacomo
Gastoldi (1550s-ca. 1622); viz. LBW 552.
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