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Russian Silver Trumpets: Musical Instruments and Battle
Decorations1

Edward H. Tarr

The historical importance of trumpets, which by their signals directed the course of battles,
is well known. Before the trumpet was introduced into art music by Bendinelli,2 Ballestra,3

Praetorius,4 Fantini,5 and others6 in the years just before and after 1600, it was primarily a
military instrument. Indeed, for more than three centuries afterwards, it led a double life in
both artistic and military spheres.

Trumpets in Russia up to the Great Patriotic War against Napoleon

Trumpets in the military
Many references to the military usage of trumpets have come down to us. In Russia, too, the
trumpet was a standard military instrument. The oft-cited earliest mention of trumpets in
such a context was during the siege of Kiev in the year 968. According to the story, the
desperate citizens sent a message to troops positioned on the other bank of the Dniepr River.
Boarding their boats, the troops sounded their trumpets; and they were answered by
trumpeters in the besieged city. The enemy, fearing the approach of a much larger army,
fled.7 In Kievan Rus (864-1240) military instruments were organized in ensembles called
sygryshi, consisting of woodwind and percussion instruments as well as trumpets.8

It was not until the late seventeenth century that military bands were formed in Russia;
at first they existed only in the elite Semyonovsky and Preobrazhensky regiments.9 The
available reference works do not describe their instrumentation, but it is probable that it was
similar to that of other European military establishments: fifes and street drums for the
infantry, trumpets and timpani for the cavalry. In continental Europe, as is well known,
these two groups were gradually transformed during the eighteenth century into the wind
band (Ger. Infanterie- or Harmoniemusik, a standard instrumentation of the 1770s,
including two oboes, clarinets, horns, and bassoons each, but also in various other
groupings, sometimes with one or two flutes and/or trumpets as well) and into the cavalry
or trumpet music (Ger. Cavallerie- or Trompetenmusik, including natural trumpets crooked
in various pitches, plus trombones, to which keyed bugles and other chromatic instruments
were added later), respectively, before merging in the late eighteenth or early nineteenth
century with the janissary or Turkish music (Ger. Janitscharenmusik, consisting of various
percussion instruments of Turkish origin, including the “jingling Johnnie,” Ger.
Schellenbaum) into the wind bands with full instrumentation still existing today. These
various traditions can be observed in Russia as well.
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According to the sporadic information available, Peter the Great (1672-1725; r. jointly
with his brother Ivan IV 1682-96, alone from 1696) employed trumpets and timpani, as
well as other wind instruments, for the open-air festivities celebrating the fall of Schlüsselberg
(1702), the founding of St. Petersburg (1703), and the victory over the Swedes at Poltava
(1709).10 In 1711 each regiment was assigned its own German oboe band, consisting of nine
to eleven members,11 who taught their instruments to Russian children.12 Trumpeters and
timpanists were delegated to the See- oder Schiffs-Musik in the fleets stationed in St.
Petersburg, Archangelsk, Cronstadt, and Reval (Tallinn). In the new capital, from 11
o’clock to 12 noon daily, the trumpeters could be heard from the tower of the Peter and Paul
fortress—a musical custom that survived at least into the second half of the century.13 Peter’s
Service Regulations, published in 1716, confirmed all this.14 Tsar Peter himself was known
to be an excellent drummer.15

The names of some of the trumpeters active during Peter’s reign have come down to
us. Friedrich Wengstern (active in Russia from 1712 to 1755), head of an entire Swedish
dynasty of trumpeters, probably arrived as a prisoner of war. Other Wengsterns were Tobias
and Andris, who were in the employ of Count Alexander Daniilovich Menchikov (1673-
1729) from 1716 to 1719 and in 1716, respectively. Other foreign trumpeters in Russian
service were Georg Friedrich Pomorski (active 1704-42 and the head of another musicians’
dynasty, see below), Grigory Massur (active 1706-62), Gottfried Boritius (active 1709-50),
Gregory Griger (active 1716-26), and Friedrich Visten (1726).16

During the reign of Peter’s niece, Anna (1693-1740, r. from 1730), the Service
Regulations were revised. Now the number of musicians per regiment was increased from
eighteen to twenty.17 It was during her reign that silver trumpets were granted for the first
time.18 They were soon awarded to military regiments as battle decorations. This first
happened in 1737, when a battalion of the Izmailovsky regiment distinguished itself by
occupying the Turkish fortress of Ochakov on the Black Sea. In the hierarchy of honors,
trumpets ranked third behind banners and medals. At first there was no particular protocol
behind such decorations; from 1760, however, trumpets were awarded in accordance with
the number of trumpeters in regiments. As a rule, infantry regiments received two trumpets,
cavalry regiments, three.19

During Anna’s reign and almost by accident, the name of a German trumpeter in
Russian service emerges from the darkness of time: Karl Ludwig Mannstein, a trumpeter in
the St. Petersburg Horse Guard. His marriage in 1739 is recorded in the books of St.
Catherine’s Church. (From 1735 he had served as director of the garrison military band in
Narva.)20

The presence of a Baltic German in Anna’s military establishment is no surprise.
German and Bohemian musicians were very influential in Russian military bands and
symphony orchestras up to the end of the nineteenth century—and not only in Russia.21

Indeed, in the words of Johann Ernst Altenburg (1795), “Germany produces the most
capable trumpeters; for that very reason they are generally esteemed abroad and receive
better pay there than in their native country. They are sought after and promoted even at
the most remote ends of Europe.” Altenburg goes on to relate how the King of Portugal
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imported “twenty German trumpeters and two kettledrummers simultaneously” in 1722,
“paying their traveling fees and giving them gorgeous liveries and considerable pay.”22 In fact
in late eighteenth-century payment records of court trumpeters and timpanists active in
Lisbon—at another “remote end of Europe”—many Germanic names can be found, such
as Adam, Blayek, Geisler, Hannemann, Knerler, and Pienztenhauer.23

On 28 September 1760, after the capture of Berlin during the Seven Years’ War, several
Russian battalions were decorated for their valor by Elisabeth I (1709-61, r. from 1741).
From this time on, as mentioned above, trumpets were bestowed in accordance with the
number of trumpeters in regiments.24

On the seventh anniversary of her accession to the throne on 24 November 1769,
Catherine II (“the Great,” 1729-96, r. from 1762) instituted the Imperial Military Order
of St. George the Martyr. From this time on, silver trumpets were among the decorations
of this order. A silver trumpet bearing the St. George’s cross was thus considered to be a
higher award than one without it. Indeed, it signified the highest degree of valor. Such
instruments were blown only on particularly solemn occasions, according to an elaborate
ceremonial procedure. The Fourth Regiment of Chasseurs was the first to receive St.
George’s trumpets.25

Paul I (Pavel Petrovich, 1754-1801, r. from 1796) was a despot who enjoyed only a
brief reign before being assassinated. During his reign, his military establishment took on
a decidedly Prussian character.26 The various regimental commanders who had allowed
certain musical groupings—string orchestras, Russian horn bands—to be formed for their
particular pleasure were surprised when Tsar Paul I forbade all such activity not in the
military code. He required military bands to consist of five instruments and no more: two
clarinets, two horns, and bassoon.27

The Russian form of military organization had been based on the Prussian one at least
until 1805, when Alexander I reorganized his military forces according to a plan of his own.
During the ten-year period between 1805 and 1815, so charged with history, Russia was at
the height of its power and the Russian influence on the other armies in Europe was great.28

It would seem, however, that the Prussian model remained at least in part in musical
matters.29 Uhl has shown that Russian marches, which he has collected in great number,
differed in no way from their Prussian models: “the Russian military bands were copies of
the Prussian military music (corps) and derived their music not from their own composers,
but rather from Prussian or other foreign ones.”30 And as late as 1848, Georges Kastner
(1810-67) wrote from Paris that “Russia for a long time has marched in step with Prussia,
as far as military music is concerned.”31

According to Vislovatov’s monumental forty-volume catalogue of Russian military
uniforms,32 the Russian military establishment was divided into the following groups:

• Infantry: grenadiers, musketeers, sailors, fusiliers
• Cavalry: cuirassiers, dragoons, hussars, uhlans, fusiliers
• Artillery: foot, horse
• Pioneers
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• Engineers
• Departments (les Services)
• Imperial Guard
• Headquarters
• Irregular troops: Cossacks
• Mass conscripts

During military campaigns, bands participated directly in the battles. According to an
instruction from 1799, “When troops are at a distance of 1000 steps from the enemy, always
form two lines and then, playing music, approach the enemy with a standard step to a
distance of 300 steps.” Following that, “troops start moving with a quickened step, playing
music with banners unfurled.”33 In the battle of Borodino, “a brigade commander always
led his troops in attack with drumbeat to fight the enemy cavalry with bayonets.”34

In 1812, the year in which Napoleon was forced to retreat from the Russian empire after
the crucial battle of Borodino and the occupation of Moscow, Finnish military bands were
reorganized “after the Russian model,” with about eight musicians per band.35 A typical
formation consisted of clarinet, flute, oboe, bassoon, serpent, natural trumpet, and hand
horn, sometimes with an added percussionist.36

In 1814, after the battles of Arcis-sur-Aube (20-21 March)37 and Fère-Champenoise
(25 March), the Allies stormed Montmartre (30 March), entering Paris the next day.
“Count Lanzheron ordered the musicians of the Ryazansky regiment to occupy the highest
point with a windmill. They started to play marches, [an activity which was] caught up by
other regiments, and Montmartre that a few moments before had threatened us with death
turned into a place of joy.”38 The troops entered Paris with “unfurled colors, drumbeat, and
music.”39 Napoleon was sent into exile, arriving on the island of Elba in May. The Vienna
Congress then convened to decide on the future of Europe. On 1 March 1815, Napoleon
landed at Cannes and reunited his troops for the “reign of 100 days.” After the Allies
annihilated the French army near Belle-Alliance (Waterloo) on 18 June, Napoleon was sent
off to exile for good. In July the Allies occupied Paris for the second time. Alexander I, the
“Savior of Europe,” later signed the “Holy Alliance” with Franz II of Austria and Friedrich
Wilhelm III of Prussia.

Trumpets in court and ceremony
In ancient Russia as in other places, the trumpet was also used for ceremony. From the
eighteenth century it participated in musical settings as well.

Recruiting was often done by sending a prominent musician to a foreign country to
bring back talented countrymen for service during a fixed period of time, which was
renewable. For example, as early as 1731 Tsarina Anna sent her concertmaster Johann
Hübner to Hamburg to recruit musicians; their first performance was in a serenade on 10
September (N.S.). In December 1731, there were 47 singers and instrumentalists in Anna’s
musical establishment, costing a total of 13,227.50 roubles annually. In addition there were
eighteen secondary musicians (probably reinforcing string players, paid between 170 and
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200 roubles), six trumpeters (paid 150-200 roubles), four hornists (paid 150-200 roubles),
three timpanists (paid 100-200 roubles), and a music copyist.40 The trumpeters, whose
duties were primarily ceremonial rather than musical, are not listed among the “musicians,”
but separately—a method of record-keeping perfectly normal for any European court.
Hübner made a second trip, this time to Italy, in 1732.41 In addition, various other musicians
complemented the Italian opera troupe: Christian Friedrich Döbbert from Berlin, one of
the best oboists of his time;42 the virtuoso bassoonist Friedrich from Vienna; two hornists
from Vienna, Schmidt and Kittel,43 who had played with the famous Knechtel in Dresden
(for whom the Neruda concerto had presumably been written); two “musical trumpeters
from Bohemia,” etc.44 Musicians usually received renewable three-year contracts. From this
time on there was a fairly regular turnover in personnel, with a minority of the new arrivals
remaining in Russia for the rest of their lives.

In 1742, together with the Hübner brothers Johann and Andreas, the trumpeter Georg
Pomorski was retired because of old age. All had belonged to the court orchestra during the
entire period of Anna’s reign. Trumpeter Pomorski was a first-generation member of a
dynasty of musicians, probably of Polish origin, living in Russia and providing subsequent
Imperial orchestras with many members.45

During the winter season of 1758-59, the Viennese violinist-composer Joseph Starzer
(1728-87) was hired by the Imperial court as a composer for the ballet. He remained until
1767. It was sometime during Starzer’s Russian tenure that he wrote a curious chamber-
music piece entitled Musica da Cammera moltò particulare fatta e presentata alla Regina di
Moscovia, à 8 voc: in C for five muted trumpets (three in C and two in D), two chalumeaux
or flutes, and four timpani. It is not known which “Queen of Moscow” was intended,
Elisabeth I or Catherine II. The five-movement work was later copied and expanded to at
least eight movements (with the addition of music by Gluck), under the title Divertimento
in C, K.187 (159C, Anhang C17.12), by the young W.A. Mozart, probably as an exercise
in instrumentation; or perhaps the transcription was done by Leopold Mozart.46 This
composition demonstrates the fully developed musical-technical capabilities of the (probably
foreign) trumpeters active at the Russian court. Rapid passagework ascending to c3 on the
one hand, and the passing of the melodies and accompaniment figures between the trumpets
in C and those in D require expert performers with good ears (See Example 1). The
Mozartian version differs significantly from Starzer’s work in only one place: at one cadence,
where Starzer required the first D trumpeter to ascend to sounding d 3, Mozart changed the
melodic direction, the highest note of the entire part now being a mere g 2 (See Example 2).47

In 1768 there were four Court Trumpeters and one Court Timpanist in St. Petersburg,
in addition to the approximately forty-five members of the ballet orchestra, of whom
roughly half were Germans and half Russians.48

Giuseppe Sarti (1729-1802), who was court composer from 1784-86, loved to use large
performing forces that made a big impression. At the expiration of his contract he left, not
for Italy, but for southern Russia, where he led the private musical establishment,
comprising in toto some 300 persons, of General Grigory Alexandrovich Potemkin (1739-
91), a passionate music-lover who was campaigning against the Turks.49 After the Turkish
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fortress Ochakov fell definitively (on 6 December 1788), Sarti’s Te Deum, with a Russian
text, was performed in the open air at Potemkin’s camp. This remarkable work was written
for two eight-voice choirs, large orchestra with trumpets and timpani, Russian horn band,
drums and bells, and a battery of ten cannons.50 He wrote for similar performing forces,
including cannons, in his cantata Giove, la Gloria e Marte, which may have celebrated the
taking of another Turkish fortress, Killia, on 18 October 1790. A Latin Te Deum by Sarti
expressly celebrated that occasion, but since it was performed indoors, the cannons were
omitted.51 Sarti was later reinstated as official court composer.52 Probably in January 1792
and in St. Petersburg, his Gloria in excelsis Deo (in Russian), written for the Peace of Jassy
(29 December 1791) ending the Turkish war, was performed. Like two of his earlier works
of this genre, it made use of colpi di cannone; a new effect, batterie pirotechniche (fireworks),
was added.53

As soon as Alexander I (1777-1825, r. from 1801) took over the throne, the stream of
foreign musicians immigrating to St. Petersburg immediately increased. One of the first to
arrive in 1802 was Anton Dörfeldt (1781-1829), an important military conductor from
Prague. In 1809 he became director of a school for military musicians and of the St.
Petersburg Guards bands, positions he held until his death.54

Even though there was the threat of war in 1812, with Napoleon steadily advancing,
one continued to amuse oneself royally in the nearby palace of Pavlovsk, with balls and
operas, and with evening open-air concerts provided by a military band. The Great Patriotic
War of 1812-15 changed all this. With Napoleon’s invasion, the tenure of the French opera
company came to an abrupt end.55 Now Russian folk songs were sung, and the occasional
opera performances had Russian interpolations.

Example 1
Passage of a bass melody from C to D trumpets and back in Starzer’s Musica da Cammera

moltò particulare, 3rd mvt., mm. 1-4.
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Example 2
Starzer, Musica da Cammera moltò particulare, 3rd mvt., mm. 11-14, compared with

W.A. Mozart, Divertimento in C, K.187 (159C), 3rd mvt., mm. 11-14.
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Russian military trumpets and trombones surviving from the early nineteenth century

The silver military natural trumpets and silver trombones which are the subject of this article
were gifts from Tsar Alexander I to the trumpet corps of regiments that had displayed
particular bravery in repelling Napoleon and in other campaigns.56 They were used in the
ensembles known as  “trumpet music” (mentioned above), consisting of natural trumpets
in various pitches and a trombone. Their pitches will be explained below.

Figure 1
Russian silver brass instruments together with a street drum. Moscow,

M.I. Glinka State Central Museum of Musical Culture.
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Most of the surviving instruments are found in two major collections. The larger
collection of forty-two silver instruments (forty trumpets and two trombones) of various
provenance—the largest repository of silver instruments in the world—is housed in
Moscow’s M.I. Glinka State Central Museum of Musical Culture, while a complete set of
twenty-two instruments, belonging to a Cossack regiment, is now in Brussels’ Musée Royal
de l’Armée et d’Histoire Militaire (English name: Royal Army Museum). With a few
exceptions noted below, their original mouthpieces also survive, although not always
together with the appropriate instruments. (See Figure 1 for representative instruments in
the Moscow collection.)

A peculiarity of all the Russian trumpets is that they are doubly folded, and that the
bends of tubing near their bells do not approach the bell. Superficially, they resemble French
military trumpets in Ef; but as opposed to these, their tuning slide is at the bell end, not at
the mouthpiece end, and they are pitched in G or D. A peculiarity of the trombones, which
are bass instruments pitched in F, is that they are fitted with a double slide. That all these
instruments were made of solid silver is proven by the hallmarks that nearly all of them bear.
In addition, certain ornamental parts are gilded: 1) inside the bell, 2) on the bezel
(strengthening ring at the edge of the bell), 3) on the two annular strips at the top of the garland,
4) on the double ferrule towards the mouthpiece end, and 5) at the mouthpiece ferrule.

Their bell rims are a modification of the so-called French style, where the rim edge is
turned back upon itself over an annular wire. On the Russian instruments, the wire at the
edge of the bell rim is enclosed within the bell garland, the wide end of which is folded over
the inside of the bell rim, Nuremberg style.

Their ornamentation is rather simple, and consists basically of cross-hatching and a
simple laurel leaf pattern to be found on the bezel and annular rings on the narrow end of
the bell garlands. Cross-hatching is also to be found on the ferrules. The photographs that
follow will suffice for identification purposes.

The average dimensions of the instruments in the two collections are similar, but vary
enough to suggest a different provenance for the homogenous group from Brussels. The
Moscow measurements with an asterisk (*) were taken from the Glinka Museum’s
accessions book; it is not certain whether the trumpets were measured with or without
mouthpieces. The measurements:

• G trumpets: standing height 48.2cm (Moscow)* vs. 47 with, 42.5
without mouthpiece (Brussels), bell diameters 13.5cm, distance from
bell rim to end of tuning slide 14.75 (or 16.35 inside the bend);

• D trumpets: standing height 55.9cm (Moscow)* vs. 63 with, 57.5
without mouthpiece (Brussels), bell diameters 13.5cm, distance from
bell rim to end of tuning slide 22cm (or 23.7 inside the bend);

• Bass trumpets: standing height 71cm (Moscow)* vs. 78.4 with, 73.8
without mouthpiece (Brussels), bell diameters 17cm (Moscow),
16cm (Brussels); distance from bell rim to end of tuning slide 19.5cm;

• Bass trombones: standing height 91cm (Moscow)* vs. 99 (Brussels),
bell diameters 17cm (Moscow), 16cm (Brussels).57
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Commensurate with their military function, the Russian instruments are very heavy; they
were not made with the thin-walled tubing characteristic of orchestral instruments. As with
their dimensions, the weights of the Moscow instruments are recorded in the museum’s
accessions book. They correspond well but not perfectly to those I was able to take of the
Brussels instruments. Weights vary because the heavy tassels and cords were apparently not
always weighed along with the instruments; it is also not always clear if the Moscow
instruments were weighed with or without mouthpieces. With these reservations, average
weights are as follows (in grams):

• G trumpets: between 610 and 882g with a mean weight of 742.4
(Moscow);

• D trumpets: between 882 and 1090g with a mean weight of 960
(Moscow);

• Bass trumpets: 1850, 2120, 2250g each (Moscow), 2300, including
mouthpiece, cordage, and tassels (Brussels no. 9665)

• Bass trombones: 2350 and 2500g (Moscow), 2550g (Brussels no.
9666, without mouthpiece).58

In Moscow, a C crook for a G trumpet (No.1709/5411) weighs 71g59 and an Ef crook
(No.1710/5401), 108g. Mouthpieces vary greatly in weight. Representative mouthpiece
weights are 65 (9.5cm long), 70 (7.5cm long), 84 (7.5cm long), 95 (11.5cm long, marked
“20”), and 103g (10cm long). According to the accessions book, the Moscow instruments
were made of 875-grade silver; 800-grade silver was sometimes used.

In both collections, a number between 1 and 22 was engraved at the mouthpiece end
of each instrument. (The significance of these numbers will become apparent during the
discussion of the Brussels instruments.)

No maker’s name is to be found on any of the instruments. This fact, too, has a parallel
with the Lisbon silver trumpets, which bear only the name of the reigning sovereign (and
the date). Apparently, silversmiths working for the Portuguese crown did not sign their
products, nor did they even apply a hallmark.60 According to an oral communication from
Valentina Zarudko, the Glinka Museum’s musical instrument expert, the Russian instruments
were made by a German maker located in St. Petersburg. The story of the various German
instrument makers active in St. Petersburg—J.F. Anderst (fl.1822-25), Friedrich Heyder
(fl. 1806-08), and Ch.G. Tranzchel (fl.1820-40)—has yet to be written. Natural (military)
trumpets by these three makers, but not resembling the silver ones under discussion, survive
today in the St. Petersburg Museum of Musical Instruments.61 Among later well-known
émigrés were Carl August Eschenbach (1821-1898) and his son Franz (?-1905); the latter
moved from Dresden to St. Petersburg sometime before 1882 and remained there for the
rest of his life; his father joined him in 1897.62

The dates and inscriptions on the Russian instruments tell the story of Napoleon’s
repulsion from the Russian empire and subsequent defeat.
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1. The Moscow instruments
According to information given to me by Lev Grishkin,63 who in December 1965 restored
and catalogued the instruments in question, every regiment once had its own museum. At
an unknown date64 all their collections were gathered together in the Quartermaster-
General’s Museum of St. Petersburg (a division of the Artillery Museum dealing with
quartermasters’ stores). Later that collection was split up, many of the instruments going to
the military conducting department of the Moscow Conservatory, which donated them in
1965 to various museums. The museums displayed or stored them under professional
conditions. Those museums are the Glinka Museum (with forty-two instruments) and the
Panorama Museum of Borodino, 80 km from Moscow (which is said to have three trumpets
on exhibition). According to the accessions book, one of the natural trumpets now in the
Glinka Museum came from Tsar Nicholas I’s personal collection, which had been housed
in the Hermitage.65 From Vladimir Koshelev, curator of the St. Petersburg Museum of
Musical Instruments, I later learned that some instruments remained on display in the
Artillery Museum.66 Neither Grishkin nor Koshelev was aware of the exhibit of silver
instruments in Brussels. The instruments in Borodino and St. Petersburg are not discussed
here, since I could not examine them.

In the Moscow collection, one D trumpet bears the inscription “For distinction in
defeating and expelling the enemy from Russian territory in 1812.”67 According to
Valentina Zarudko, this trumpet originally belonged to the Astrakhan cuirassier regiment.
Cuirassiers were men fighting in heavy-horse units. Their armor included cuirasses, curved
plates on the chest and back, connected with hinges or ribbons at the sides and belted from
below. Cuirasses had been introduced into the Russian army in 1731; by 1812 there were
eight regiments of this type. Cuirassiers were employed to deal a decisive blow to the enemy
and often operated at close quarters or as a reserve under critical conditions. In the wars
against Napoleon they played an important role in the battles of Austerlitz (December
1805), Borodino, and Waterloo. The Astrakhan cuirassier regiment in question was
founded in 1811 and was decorated with no fewer than eleven St. George trumpets for its
bravery against Napoleon.68

Ten Moscow instruments—two trumpets in G, six in D, a bass trumpet in D, and a
trombone—bear the inscription: “For bravery against the enemy at Fère-Champenoise on
13 March 1814.”69 Another Moscow instrument, a trumpet in G, bears the simpler
inscription: “For bravery at Fère-Champenoise on 13 March 1814.”70 (The discrepancy of
date, 13 vs. 25 March (see above), derives from the fact that during the nineteenth century,
the Julian calendar used in Russia lagged twelve days behind the Gregorian calendar used
in the West.) Fère-Champenoise is a small settlement 120 km east of Paris. On 24 (12)
March 1814, “a major part of the French army with 23,000 infantrymen was cut off from
Paris and made an attempt to join the main body of Napoleon’s forces. Not far from Fère-
Champenoise it collided with the Russian-Austrian cavalry, 16,000 men strong” (of whom
12,000 were Russians). “A battle took place demonstrating [the] high combat qualities and
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heroism of the Russian soldiers. The losses on the French [side] totaled about 11,000 men,
whereas the Allies lost approximately two thousand.”71 The French marshals Marmont and
Mortier were driven back to Paris.

Although the instruments in question do not bear the names of the regiments to which
they belonged, other documents consulted by Zarudko indicate that this inscription was
engraved on nineteen trumpets presented to the Life Guards Dragoon Regiment. Dragoons
were horsemen fighting either mounted or on foot. The first dragoon regiment in Russia was
founded in 1613; by 1812 the Russian army contained thirty-six dragoon regiments and one
Life Guards dragoon regiment.72

Five trumpets in D bear the inscription “2nd Ukrainian Cossack Regiment, 30 August
1814.”73 Another D trumpet bears the inscription “2nd Ukrainian Cossack Regiment”
(without date).74 Three further trumpets—one each in G, in D, and a bass trumpet in D—
bear the dateless inscription “3rd Ukrainian Cossack Regiment.”75 For 500 years now
Cossacks have traditionally inhabited frontier areas of the Russian empire, from which they
derived part of their name: Don Cossacks (from the mouth of the river Don), Zaporoshye
Cossacks, Kuban Cossacks, Terek Cossacks, Ural Cossacks, Orenburg Cossacks, Siberian
Cossacks, etc. Fiercely independent and sometimes espousing separatist tendencies, they
nevertheless defended the Russian borders, for which reason they were largely exempted
from taxes; and despite their dreams of independence, in time of need they were loyal to the
Tsar. From the time of Catherine II up to that of the last Tsar, Nicholas II (1868-1918, r.
from 1894), specially selected Cossacks formed the Tsar’s lifeguard. In wartime they were
brave and resolute. In the Great Patriotic War, the Don Cossacks alone provided fifty
regiments, nearly 30,000 men. Another flying troop of fourteen Cossack regiments from
other areas, led by the charismatic ataman of the Don Cossacks, Matvey Ivanovich Platov
(1751-1818), harassed the fleeing French army all the way to Paris.76 The Ukrainian Cossack
army included four regiments from the Kiev and Poltava provinces. On 30 August 1814
Alexander I awarded the 2nd and 3rd Ukrainian Cossack regiments six and nine trumpets,
respectively, for their merits in the battles of 1812-14.77 The above-mentioned nine
trumpets are a surviving testimony to this award.

Two prominent members of the Third Cossack Regiment, by the way, were the
composer Alexander Alexandrovich Alyabyev (1787-1851) and Count Mateusz Wielhorski
(1794-1866), later a distinguished patron of the arts and a highly gifted cellist who gave away
his Stradivarius cello on the occasion of his seventieth birthday on 26 April 1864. Its
recipient was Karl Yulyevich Davidov (1838-89), a brilliant soloist who one year earlier had
been appointed cello professor at the St. Petersburg Conservatory, later even becoming its
director.78

Ten Moscow instruments—four G trumpets, five D trumpets, and a trombone—are
inscribed “3 March 1816, belonging to the Siberian Uhlan Regiment.”79 The 1816 date was
that of the award, again for bravery in the battles against Napoleon. Uhlans were light horse
regiments. The first Russian uhlan regiment dates from 1803; there were five such regiments
by the start of the Great Patriotic War.80
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One trumpet in G bears an inscription clearly having nothing to do with the
Napoleonic wars: “For Warsaw on 25 and 26 August 1831.”81 This fateful date commemorates
an uprising that began in 1830 and was squelched in 1831 by Russia, whereupon Poland—
belonging to the Russian sphere of influence—became a Russian province.

The inscription of another trumpet and its tonality are uncertain, because at the time
of my visit in 1991 it was inaccessibly displayed in a glass case. According to its label, it seems
to bear the inscription “Russia 1830.”82

Finally, nine further Moscow trumpets have no inscription, but obviously date from
the same period. Six are in G, two are in D, and one is a bass trumpet.83

Besides the trumpets, there is a box of eight mouthpieces. Their inventory numbers,
together with their lengths in centimeters, are: 1711/535 (7.5), 1712/532 (9.0), 1713/534
(10.2), 1714/537 marked “16” (10), 1715/533 (9), 1716/538 marked “1” (9.5), 1717/536
(7.5), and 1718/531 marked “20” (11.5). Under separate inventory numbers, there are also
various crooks: Nos. 1709/541 marked “C.2” (putting a G trumpet into C) and 1714/20
marked “Es.2” (putting a G trumpet into Ef).

The obscure pattern of tonalities, as well as the above-mentioned markings with
numbers ranging from 1 to 22, become clear upon examination of the Brussels instruments.

2. The Brussels instruments—their organization and provenance
The collection of Russian silver trumpets (and one trombone) in the Brussels Army Museum
was first discovered for the musical world by the late Anthony Baines (1912-97), always
sharp-eyed. In his Brass Instruments: Their History and Development, discussing early
nineteenth-century military trumpets, he wrote, “Among early specimens are those with an
all-silver trumpet-music outfit in the Army Museum, Brussels, made for a Cossack regiment
in 1812-13.” 84 He went on to mention that trumpets were built in various pitches, the highest
of which he thought to be high Bf, while he thought the bass trumpet was in low Ef.85

A visit in April 1992 to the Brussels museum yielded the information that the silver
instruments displayed there formed a complete “trumpet music” consisting of twenty-two
instruments as follows: six G trumpets (with crooks for F, Ef, and C), fourteen D trumpets
(with crooks for C and Af), one bass trumpet in D (with a crook for C), and a bass trombone
with a double slide.86 They too are marked with numbers running from 1 to 22, and all bear
the inscription “To the Cossack Life Guard Regiment in recognition of the previous
campaign in 1813 against the enemy.”

That these instruments form a complete “trumpet music” is proven by the fact that all
were numbered from 1 to 22 at their mouthpiece end, no number occurring more than once.
The G trumpets are numbered 1 to 6, the D trumpets from 7 to 20, the bass trumpet bears
the number 21 and the trombone, which is pitched in F, the number 22. If these numbers
and tonalities are compared with those of the Moscow instruments (see footnote above), it
can be seen that with a few exceptions (which can probably be discarded due to careless
reading or inaccurate marking in the accessions book), the systems are identical. The
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jumbled organization of the Moscow instruments is easily explained by the fact that they
were assembled there from different provenances, all of them incomplete. A complete
Russian “trumpet music,” then, will consist of twenty-two instruments in the above order.

The following photographs show representative instruments and details thereof, as well
as some of their crooks. Their legends reveal details about their dimensions and other
pertinent elements (see Figures 2-5).

The Cossack instruments on display in Brussels have a turbulent history, one involving
another important war, the Russian Civil War (1917-21), which followed the October
Revolution.87 The Regiment of Cossacks of His Imperial Majesty’s Guard (Régiment des
Cosaques de la Garde de S. M. l’Empereur) was founded in 1775 on the order of Catherine
II.88 Towards the end of the nineteenth century, this regiment, most of whose members
came from the Don region, founded its own museum in St. Petersburg, its contents
consisting of gifts—silver (including a large, lavishly decorated punch bowl), bronzes, a
chandelier, and paintings—presented at various times by members of the Imperial family
as well as, traditionally, by officers retiring from the regiment. The objects were often of great
value. From January 1917 the regiment, which then consisted of five mounted squadrons
and a group of artillerists, and which belonged to the 3rd division of the Guards’ cavalry,
was fighting under General Khan-Nakhichevansky in the region of Vitoney, about seventy
kilometers west of the railroad station of Rovno. Horses and men were well fed, their morale
was optimistic. After—to their horror and dismay—Nicholas II abdicated in the summer
of 1917, the museum was moved to Novocherkas in southern Russia, the capital of the Don
region, where a legal Republican government existed. During the Civil War the Cossacks
of His Imperial Majesty’s Guard, loyal to the Tsar, fought on the White side against the
Reds. In March 1919, with the tide of battle turning against them, they were transferred by
ship from Novorossisk to Sevastopol in Crimea. When they finally departed from Crimea
in November 1920 together with General Wrangel, who had taken over command in the
spring of 1919, the remaining Cossacks of his Imperial Majesty’s Guard took the contents
of their museum with them into exile.

On 16 May 1929 the remains of the regiment, which had emigrated to France, was
legally constituted under the name Amicale des officers anciens combatants du régiment des
cosaques de Sa Majesté de la Garde Imperiale Russe. Due to the passage of time, this title was
amplified on 23 April 1986 to include the supplementary words et de leurs descendants.
Today the various objects of their collection, which are regarded as the legal property of the
members of the Amicale, are deposited on loan in three museums: the Musée de Courbevoie
(where their headquarters is located), the Musée de l’Armée at the Hôtel des Invalides in
Paris, and the Royal Army Museum in Brussels. The loan to the Brussels museum was made
on 16 September 1936.89
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Figure 2
Trumpet in G. Brussels, Musée Royal de l’Armée et d’Histoire militaire, No. 9663.
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Figure 2a
Detail of instrument in Figure 2. Note the discrepancy between the number on the mouthpiece

(“12”) and at the beginning of the mouthpiece receiver (“4”).
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Figure 3
Trumpet in D. Brussels, Musée Royal de l’Armée et d’Histoire militaire, No. 9647.90

TARR
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Figure 4
Bass trumpet in D. Brussels, Musée Royal de l’Armée et d’Histoire militaire, No. 9665.



25

Figure 5
Double-slide bass trombone in F. Brussels, Musée Royal de l’Armée et d’Histoire militaire,

No. 9666.

6a 6b

Figure 6
The drawings in Figure 6 illustrate six types of trumpet crook; Brussels, Musée Royal de

l’Armée et d’Histoire militaire, Nos. 9638-9640. Outline drawings by the author, April 1992.
Figure 6a: Small whole-tone crook for G trumpets (six crooks in all, numbered 1-6).
In this and the following drawings, the accompanying scale is graded in centimeters.

Figure 6b: Large whole-tone crook for D trumpets (fourteen crooks in all, numbered 7-20).

TARR
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6c 6d

Figure 6c
Ef crook for G trumpets (six crooks in all, numbered 1-6).

Figure 6d
C crook for a G trumpet (six crooks in all, numbered 1-6).
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Figure 6e
Af crook with two double bends, for D trumpets (two surviving crooks, numbered 7-8).

TARR
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Figure 6f
Whole-tone crook for bass trumpet (D —> C), numbered 21.91
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Figure 7
Five trumpet crooks, from right to left: Af (from trumpet in D), C (from trumpet in G),

Ef (from trumpet in G), C (from trumpet in D), and F (from trumpet in G).
Brussels, Musée Royal de l’Armée et d’Histoire militaire, Nos. 9638-9640.92

Figure 8
Detail of mouthpipe of bass trumpet, showing its number, “21.”

Brussels, Musée Royal de l’Armée et d’Histoire militaire, No. 9665.

TARR
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Figure 9
Detail of mouthpiece and mouthpipe of a D trumpet, showing the number “19” engraved on

both. Brussels, Musée Royal de l’Armée et d’Histoire militaire, No. 9647.

Figure 10
Detail of the mouthpiece of the same D trumpet. Brussels, Musée Royal de l’Armée et

d’Histoire militaire, No. 9647.
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Figure 12
Detail of a bell section of a typical D trumpet, showing the inscription in Russian.

Brussels, Musée Royal de l’Armée et d’Histoire militaire, No. 9647.

Figure 11
Detail of the tuning slide of a D trumpet, showing the style of metal ornamentation.

Brussels, Musée Royal de l’Armée et d’Histoire militaire, No. 9647.

TARR
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Figure 13
Detail of a bell section of a typical D trumpet, showing the Russian inscription with the date

1813 in a slightly different execution from that on the other thirteen such trumpets.
Brussels, Musée Royal de l’Armée et d’Histoire militaire, No. 9648

Figure 14
Detail of another part of the bell section of a D trumpet, showing the hallmark just above the
garland, and, in the space on the garland free of text, rivet marks indicating that some kind of
decoration or medal originally present (St. George’s cross?) was removed at a later date. (The
two rivets go through the garland, not the bell, and their heads, presumably still present, have
left two small bumps at the corresponding places on the inside of the bell.) Trumpet No. 8585,

which is dated 1877 and has nothing to do with the Amicale’s collection, is the only
instrument to display a St. George’s cross at this very place. Brussels, Musée Royal de

l’Armée et d’Histoire militaire, No. 9647.
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3. A Russian trumpet in the Basel Historical Museum
A Russian silver trumpet survives in the former Bernoulli Collection, now Basel Historisches
Museum (1980.2027). It is inscribed (in Russian) “To the Akhtyrsk Regiment for its bravery
in conquering and repelling the enemy from Russian territory [in] 1812.”93

4. Another silver Russian instrument in Brussels
The Brussels Army Museum contains another silver Russian instrument from 1877, also
presented on loan on 16 September 1936. The donor was General d’Osnobichin, who
transformed the loan to an outright gift on 31 January 1950. It is a clairon in D at a1 = 415,
and the only instrument in the Brussels collection to display a St. George’s cross. (See the
legend of Figure 14 above for my theory that all the instruments belonging to the Amicale,
too, once displayed such crosses.) According to the inscription on its bell garland, the clairon
was given by Tsar Alexander II “To the 69th infantry regiment of Reazan in 1877.”
According to a note in the museum catalogue, it was presented to the regiment’s 1st batallion
for its bravery in the crossing of the Danube near Galatza on 10 June 1877. 94 This was during
the Russian-Turkish War of 1877-78, successful for the Russians—and also for the
Bulgarians, who were thus liberated from their Turkish yoke, which had lasted for five
centuries. This instrument, with three instead of two double bends and whose bell has a
wider bore than that of a trumpet, bears a relationship to the silver trumpets belonging to
the Amicale. Its brass mouthpiece with a moderately lily-shaped cup gives it a sound
relatively free of upper harmonics, which resembles to some extent that of a fluegelhorn.

5. The music played by such trumpet ensembles
The music played by Russian military trumpet corps has not survived, or at least is unknown
at this time. It is thus not possible to determine exactly how the natural trumpets were
combined in groups, with the tonalities G, F, Ef, D, C, and Af all being represented, the
bass trumpet being in D or C, and the double-slide trombone being in F. Taking the reports
of the eyewitness Kastner and the scholar Uhl into account, it would seem that this type of
ensemble derives from a Prussian model. Baines’ book gives a telling example of how
trumpets could be arranged in different pitches to yield a single melody, hocket style, with
accompaniment. His example is a Pas redoublé derived from Joseph Küffner’s (1776-1856)
10 Trompeten-Aufzüge (Fanfares) für Militär Musik (Offenbach a/Main, ca.1815). As can
be seen, the pitches of the various instruments, from top to bottom of the score, are: four
trumpets in Ef, one in F, one in Af, an alto and two bass trumpets in Bf, trumpet in Df,
two trombones and serpent, plus a bass trumpet in Ef (see Example 3a/b).

The use of trumpets in various pitches to yield greater melodic and harmonic variety
than otherwise possible on natural trumpets in one pitch was, of course, not new during this
period at the beginning of the nineteenth century, nor was the practice limited to Prussia.
It is known from two prominent examples mentioned above: the trumpets of the Lisbon
Charamela real (ca. 1770), one choir consisting of four in Ef and two in Bf plus two timpani;
and the Starzer Musica da Cammera moltò particulare, with three C trumpets and two D
trumpets (plus two chalumeaux and four timpani), a work which was actually written during
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Example 3b
The melody of the same piece, showing how its various notes pass from

one instrument to another. From Baines, Brass Instruments, 189.

Example 3a
First page of a Pas redoublé from Joseph Küffner’s (1776-1856) 10 Trompeten-Aufzüge

(Fanfares) für Militär Musik (Offenbach a/Main, ca. 1815).
From Baines, Brass Instruments: Their History and Development, 189.



35TARR

the composer’s stay in Russia (1759-67).95 What was new in Küffner’s pieces was the use of
hand-stopping, by which means (in mm. 2 and 4 of the example shown above) the players
of the F and Af trumpets probably produced the chromatic notes fs 1 and ds 1, respectively.96

The logical extreme of what might be called the “hocket practice” is represented by
Russian horn bands, in which serfs played one note each out of a total of thirty-seven (later
forty-four). Various formations of these “living organ pipes” were active from the time of
their founding by Johann Anton Maresch (1719-94) in 1753 until ca. 1830.97 At the turn
of the nineteenth century there were nine such groups in St. Petersburg alone. In 1803 Spohr
heard a group of the Imperial hornists execute “an overture by Gluck … with a velocity and
an accuracy which would be difficult even for stringed instruments; how much more, then,
for the hornists, each of whom plays only one note. It is hardly to be believed that they bring
out the fastest passages with great clarity…. One cannot avoid thinking of the blows they
may well have received.”98

Besides Prussian music, French music utilizing variously pitched trumpets also survives
from the early nineteenth century. The following sources exist:

• David Buhl, Méthode de Trompette (Paris, 1825)
• Kresser (first name unknown), Méthode Complète pour la Trompette

d’harmonie (Paris, ca. 1836), and
• F.G.A. Dauverné, Méthode pour la trompette (Paris, 1856; printed

1857).99

My trumpet ensemble, performing on the Russian silver instruments, presented a selection
from these pieces in a memorable concert on 4 September 1992 in the Kursaal of Bad
Säckingen.100 This was the opening event of an exhibition, “Die Silbertrompeten von
Moskau,” which took place between 5 September and 1 October in the Bad Säckingen
Trumpet Museum. One of the groups of pieces performed on that program is entitled Trois
morceaux pour VI Trompettes, écrits d’après l’usage moderne et les ressources réelles de
l’instrument, pour servir de comparaison aux précédents morceaux du XVIIIe siècle, taken from
pp. xxxix-xliv of Dauverné’s method.101 No. 1, marked Maestoso, is written for two
trumpets in A, four in D, and timpani in D-A. The A trumpets are nothing but D trumpets
crooked a fourth lower, similar to the practice of the Portuguese Charamela real. No. 2,
Allegretto, is more interesting for it utilizes a Trompette 8ve in AS:LAf ou Post-Horn, one
trumpet in low Bf, one in low Af, and three in Ef. No. 3, Allegro risoluto, is written again
for octave trumpet or posthorn in Bf at the top; the other trumpets are in F, low Bf, low Af,
and (two) in Ef, respectively. No hand-stopping is intended anywhere by Dauverné, as
opposed to the others102 (see Example 4a/b for Dauverné’s No. 2 and its realization in
sounding pitch).
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Example 4a
F.G.A. Dauverné, Morceau No. 2, from Trois morceaux pour VI Trompettes, écrits d’après
l’usage moderne et les ressources réelles de l’instrument, pour servir de comparaison aux
précédents morceaux du XVIIIe siècle, in Méthode pour la trompette (Paris, 1857), xli-xlii.
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Example 4b
The same piece, transposed to sounding pitch, demonstrating how the melody

passes from one instrument to another.
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A French influence on the Russian trumpet corps, then, cannot be completely
discounted. After all, French was the language spoken at the Russian court at the time.
(Many of the Russian nobility could not even speak Russian.) There was also a period of
French-Russian friendship before their estrangement and Napoleon’s rather sudden invasion
in 1812. Finally, French and Russian military trumpets resemble each other with their short,
doubly folded appearance, despite the differences noted above.

Kresser includes a brief discussion of hand-stopping on the cornet bouché on the last
three pages of his method (71-73), with various exercises and six Petits Morceaux, but no
ensemble pieces. In the morceaux the stopped notes derived from harmonic series pitches are
b1, a1, fs 1, f 1, ds 1 d 1, and b. In sum, ensembles of natural trumpets playing in different
pitches existed simultaneously in France, Germany, and Russia; mutual influence is
possible; but since the Russian repertoire is not known, the final resolution of the question
of influence, and in what direction, will depend on future research.

Musical effect of the Russian brass instruments

An anonymous article in the Allgemeine musikalische Zeitung from late 1813 divulges first-
hand information about the different kinds of musical groupings in the various branches of
the Russian military establishment.103 Russia and Prussia had signed an alliance in February
1813 in Kalisch and on 16-19 October the Allies defeated the French in the battle of Leipzig.
In Berlin a huge parade of Russian and Prussian regiments marched by the anonymous
author’s window. He remarked on the impressive qualities of the Russian musical corps of
their field regiments, line regiments, guards corps, fusilier brigades, and heavy cuirassier
regiments, respectively. The musical corps of the line and cuirassier regiments contained
trumpets.

According to this account, the musicians of the field regiments (Feldregimenter) sang,
to the accompaniment of drums.104 The Russian line regiments (Linienregimenter) brought
ensembles consisting of drums and a large number of trumpets. They “had, besides the
drums, only trumpets, but many of them. They performed pieces that could not really be
called musically artistic, blasting them out on a D-major chord accompanied by drums.”105

The guards (Garden) had “military bands with all kinds of instruments.”106 The fusiliers
(Jäger) had drums and signal instruments of four-foot pitch sounding the notes c1, g 1, c 2, e 2,
g 2 of the harmonic series.

The heavy cuirassier regiment with large horses had ... its own music corps,
[which was] not only beautiful and most effective, but also completely
appropriate to and most characteristic of such a choir of soldiers. It consisted
only of six trumpets and six trombones.” [Author’s note: as can be seen above,
these numbers are probably inaccurate.] “The musical pieces were also
completely as they should have been for their warlike destination in general
and their character in particular, also as far as the nature and the very powerful
effect of these very instruments were concerned. The tempo was moderate....”107
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The author then goes on to describe the immense contrast between solo and tutti sections,
the effect exceeding “any similar one which I have heard or felt during my entire life.”108

In his discussion of Russian military music published in the tumultuous year of 1848,
Kastner also singled out the Russian cuirassier regiments for special mention, paraphrasing
and confirming completely the eyewitness account from 1813. At the occupation of Paris
the Russian cuirassier regiments “had a music [corps] not only very impressive in and of
itself, but which was also quite appropriate to its function. It was composed uniquely of
trumpets and trombones, and everything which these instruments performed was perfectly in
the character of warlike music, which is supposed to impress the senses by its accents full of force
and power, acting upon the soul by a sonority which is masculine and full of luster.”109

The swan song of “trumpet music”—natural brass instruments supplanted
in Russia by chromatic brass

When brass instruments–whether made of silver or not—were provided with chromatic
mechanisms, the “hocket practice” became obsolete. In quick succession, the new mechanisms
were the key and the valve.

1. Keyed brass
When Allied troops occupied Paris for the second time, in 1815, the winds of various nations
were present. Keyed bugles, invented in 1810, were common to British bands by this time.
Alexander I’s brother, Grand Duke Konstantin Pavlovich (1779-1831), heard John Distin
(1798-1863) perform as a soloist on the keyed bugle with the Grenadier Guards Band and
requested the Parisian maker Halary (Jean Hilaire Asté, ca. 1775-ca. 1840) to copy the
English instruments. The keyed bugle was thus introduced to Russia. Halary also extended
the idea to a whole family of keyed instruments he called ophicleides.110

2. Valved brass
The valve for brass instruments was invented by the Silesians Blühmel and Stoelzel between
1811 and 1814; the two men, who had first been rivals, took out a joint patent for Prussia
in 1818. The patent extended to instruments with either box or tubular valves, the latter also
called “Stoelzel” valves. This invention ushered in one of the most turbulent periods in the
history of brass instruments. The new chromatic valved instruments were especially
welcomed in military bands, because of their carrying power in the open air. Their tonal
projection was better than that of keyed brass instruments since the instruments’ air column
was not interrupted by vent holes.111

One of the earliest surviving instruments with two tubular valves, a bass trumpet in C
made by Griesling & Schlott of Berlin, was presumably sent from Berlin in 1826 together
with other instruments by the conductor Spontini to David Buhl, head of the Guards bands
in Paris, where they were immediately copied by Halary. The French-made trumpets were
soon heard in works by Berlioz, Rossini, and others; the Prussian bass trumpet still survives
in the Paris Conservatory collection.112
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By this time, however, the Guards bands in Russia were already using valved
instruments made in Russia! These instruments, too, were introduced via Prussia; it is said
that it was the band conductor Dörfeldt who did so.113 According to Herbert Heyde’s latest
research, however, the real instigator was none other than Tsar Nicholas I himself (1796-
1855, r. from 1825), Alexander I’s younger brother. In 1824, while still Tsarevich, he visited
his father-in-law, the Prussian King Friedrich Wihelm III, in Berlin. “During his Berlin
sojourn he visited the workshop of Griesling & Schlott and ordered a substantial number
of valved instruments.”114 His aim was to introduce such instruments, on the Prussian
model, to the Imperial armies.

Furthermore, on p. 46 of his article “Brass Instrument Making in Berlin from the 17th

to the 20th Century: A Survey,”115 Heyde notes that valved instruments “came to the Tsar’s
court in St. Petersburg in 1824.” When the instruments were actually delivered is, of course,
uncertain, but the appearance of a Russian instrument dated 1825 (see next paragraph)
would suggest strongly that the Prussian instruments indeed did find their way to St.
Petersburg in the year they had been ordered, 1824.

Just as in France, the foreign instruments were copied immediately by instrument-
makers active in Russia. Proof of this is a trumpet in G (at a1 = 444) with two tubular valves,
marked “J.F. Anderst in St. Petersburg 1825,” which survives today in the M.I. Glinka State
Central Museum of Musical Culture in Moscow (see Figure 15).116 It is not only the earliest
known dated Russian valved brass instrument, but perhaps the earliest anywhere outside

Figure 15
Trumpet in G (at a1 = 444) with two tubular valves, signed “J.F. Anderst in St. Petersburg

1825.” Moscow, M.I. Glinka State Central Museum of Musical Culture, No. 1597.
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Prussia.117 Early valved instruments by the St. Petersburg maker Tranzschel also survive.118

(Apparently Wilhelm Wieprecht, arguably Europe’s leading band director, did not introduce
valved instruments into a band of Prussian dragoons until 1828.)119

A few years later—reports vary between ca. 1827 and ca. 1830120—the Englishman Earl
Cathcart, Colonel of the Second Life Guards, visiting St. Petersburg as Minister
Plenipotentiary, was impressed when he heard the playing of the band of the Imperial
Guards, “who used a new contrivance known as the chromatic trumpet.”121 The Tsar,
hearing of the Earl’s appreciation, “offered to present a set of these chromatic trumpets to
the Earl’s regiment in England, on condition that, whenever they played in public, the
patent chromatic action should be covered, so as to keep the idea a secret.”122 Indeed,
Nicholas kept his word, and with dispatch: chromatic brass instruments sent by him to
England were played in public as early as 6 May 1831 by the Second Life Guards band.123

Russia was thus one of the earliest countries to adopt the revolutionary new invention
in its military bands, and from there it spread to Great Britain.

Postscript: Recruitment into the Russian military trumpet corps; “pedagogy”

“Spare the rod and spoil the child”: unfortunately, this proverb aptly characterizes the
pedagogy of bygone days. Spohr’s suspicion (1803) that the serfs in Russian horn bands had
their pitches beaten into them was reported above. This pedagogical tool was also used in
the army. Recruits into the Russian army who were selected at random to become members
of the trumpet corps were literally thrashed into playing the right notes. A report from 1831
describes their recruitment and training in the following terms:

The recruits are given over to their regiment and assigned to particular duties
in the presence of the general. In their jackets they stand in line, someone
counts “One, two, three,” etc., and somebody else writes in chalk on the backs
of the first six or so: “trubatch” (trumpeter). The recruit feels the chalk on his
back and asks his neighbor softly, “Trumpeter? Trumpeter? What is that?
Trumpeter?”—for he comes from far away in the country’s interior and
probably never heard that word in his whole life. His neighbor in the front
line is not allowed to speak very much, though, and the six new trumpeters
are led into the staff room located in the main guardhouse. There they are
given an instrument with instructions to produce a sound. So, they start, and
the whole day they play the most dreadful melodies that ever sullied the art
of music, until the instructor takes charge of them. That is, he thrashes the
notes into them; and he thrashes them or has them thrashed until they can
finally come forward as members of the Trumpet Corps, which plays for the
general at least once a day.124
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The account continues with a description of how the trumpet corps plays for the general,
who, although not being able to read music, singles out a trumpeter for a thrashing,
presumably because of a “clam”; this is followed by a general thrashing because of the
ensuing confusion. Finally, when several trumpeters are detected who take a momentary rest
from their blowing, the general screams: “You have only one duty, and that is to obey me!
I make the rules here! and rests? What kind of rests? There are no rests in Russian service!”125

Edward H. Tarr taught Baroque trumpet (and cornetto) at the Schola Cantorum Basiliensis
from 1972 and trumpet at the Basel Conservatory from 1974 until 2001. He is presently teaching
at the Karlsruhe College of Music (Musikhochschule); he has been director of the Bad Säckingen
Trumpet Museum since its inception in 1985. He studied trumpet with Roger Voisin and Adolph
Herseth, and musicology with Leo Schrade (University of Basel), completing his Ph.D. under H.J.
Marx (University of Hamburg) in 1987.

As a trumpeter he has made more than 100 LP and CD recordings. His publications include
numerous articles (including sixty-nine for The New Grove Dictionary of Music and
Musicians), translations of historical methods, and editions of music. His monumental book East
Meets West: The Russian Trumpet Tradition from the Time of Peter the Great to the
October Revolution will soon be published by Pendragon Press in Bucina: The Historic Brass
Society Series.

NOTES

1 A French translation of this article is to appear in 2003 in a new periodical of the Brussels Army
Museum. Thanks to Piet De Gruyse, Museum conservator, for help graciously received.
2  He was commissioned in 1587 by Duke Wilhelm of Bavaria to set “the piece … sung in church on
Christmas after Vespers … called Fi[t] porta Christi” for trumpet ensemble, presumably in alternation
with the choir. It was performed each Christmas at the Munich court until at least 1614. See Peter
Downey, “The Trumpet and Its Role in Music of the Renaissance and Early Baroque,” 3 vols. (diss.,
University of Belfast, 1983), 1:115-16, 2:295-310.
3  Reimundo Ballestra, Graz composer, was the first to integrate a trumpet choir into vocal works, Messa
con le trombe a 16 and Magnificat con le trombe, written between 1610 and 1616.
4  Starting in 1614, he too integrated a trumpet choir into various choral works, for example in his
setting of In dulci jubilo (1618) for voices, instruments, and six-part trumpet ensemble.
5  His Modo per imparare a sonare di tromba (Florence, 1638) contains pieces for trumpet and basso
continuo (including eight sonatas for trumpet and organ), the first of their kind. Concerning the place
of publication, it has long been known that the place of publication was not Frankfurt, as stated on
the title page. See Gaetano Gaspari, Catalogo della Biblioteca del Liceo Musicale di Bologna (Bologna:
Libreria Romagnoli dall’Acqua, 1890), 1:334. The most recent research on Fantini is found in Igino
Conforzi’s diploma paper written in 1993 for the Schola Cantorum Basiliensis, later amplified and
published in two articles with the title “Girolamo Fantini, ‘Monarch of the Trumpet’,” Historic Brass
Society Journal (HBSJ) 5 (1993): 159-73; and 6 (1994): 32-60. See also Irmtraud Krüger’s extensive
preface to Girolamo Fantini: Achtzehn Sonaten für Trompete und Orgel (oder Cembalo) (Coburg:
McNaughtan, 1997), with valuable indications on performance practice.
6  For an overview, see E.H. Tarr, “The Trumpet before 1800,” in Trevor Herbert and John Wallace,
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eds., The Cambridge Companion to Brass Instruments (Cambridge et al: Cambridge University Press,
1997), cited below as “Herbert and Wallace, Cambridge Companion”), 84-102, here 85-86. For
details, see Downey, Trumpet.
7  Quoted most recently in Valentina M. Zarudko, “Silver Collection” of Musical Instruments—Battle
Decorations of the Russian Army (Moscow: M.I. Glinka State Central Museum of Musical Culture,
1992), 6. This valuable and information-packed sixteen-page brochure is in English; it also contains
references to larger scholarly works written in Russian.
8  Zarudko, Silver Collection, 6.
9  See The New Grove Dictionary of Music and Musicians, 20 vols. (London: Macmillan, 1980), s.v.
“Leningrad,” by Mikhail Druskin (cited below as “Druskin”); and Zarudko, Silver Collection, 6.
10  Druskin, 659.
11  Zarudko, Silver Collection, 6.
12  Druskin, 659.
13  See Jacob von Stählin, “Nachrichten von der Musik in Rußland,” in Johann Joseph Haigold’s Beylagen
zum Neuveränderten Rußland, zweiter Theil (Riga and Mitau: Johann Friedrich Hartknoch, 1769;
rpt., Leipzig: Peters, 1982), 76-77.
14  Zarudko, Silver Collection, 6.
15  Ibid.
16  See A.P. Porfiryeva, ed., Musical St. Petersburg, Eighteenth Century, 4 vols. (St. Petersburg:
Izdatelstvo “Kompositor,” 1996-2001; in Russian), 2:205, 380-82, 426-30, 439-42.
17  This was in 1730-32; ibid.
18  According to Patrick de Gméline and Gérard Gorokhoff, La garde impériale russe 1896-1914 (Paris-
Limoges: Charles-Lavauzelle, 1936), 17, the first silver trumpets were awarded in 1733 to the “Leib-
Cuirassiers” without any particular inscription. Another scholar, Bazhenov, states that Anna awarded
silver timpani and twenty silver trumpets to her Guards regiment as early as 1731, with her cuirassier
regiment receiving similar instruments in 1731-32, not 1733. See S.V. Bazhenov, “Collection of Silver
Presentation Trumpets in the Military History Museum of Artillery, Engineering, and Communication
Units,” in History of the Musical Instrument Collection …: Collection of Articles and Papers [Presented
at] the International Conference on Musical Instruments, 13-15 June 1998, St. Petersburg (St. Petersburg:
Committee for Culture of the St. Petersburg City Administration, State Museum of Theatrical and
Musical Arts of the City of St. Petersburg, Institute of Cultural Programs, 1998; in Russian), 68-71,
here 68.
19  D.P. Strukov, Historical Essay on Regalia and Decorations in the Russian Army, 1801-1855 (St.
Petersburg, 1902; in Russian), 141, quoted in Zarudko, Silver Collection, 3. The Turks later recaptured
the fortress, but in December 1788 it was definitively reconquered by the Russians.
20  His wife, Henriette Sophie Burghoff, from Berlin, bore him a son, Karl, in St. Petersburg and six
further sons in Narva. See Erik Amburger, “Musikleben in St. Petersburg um 1800,” Kulturbeziehungen
in Mittel- und Osteuropa im 18. und 19. Jahrhundert. Festschrift für Heinz Ischreyt zum 65. Geburtstag,
ed. Wolfgang Kessler, Henry Rietz, and Gert Robel (Berlin: Ulrich Camen, 1982), Studien zur
Geschichte der Kulturbeziehungen in Mittel- und Osteuropa IX, 201-10, here 202 and 208 (n. 11).
21  See E.H. Tarr, East Meets West (in preparation, 2003), a full-length study of such emigrations, both
of German and other trumpeters to Russia and of Russians to the United States.
22  Versuch einer Anleitung zur heroisch-musikalischen Trompeter- und Pauker-Kunst (Halle: Joh. Christ.
Hendel, 1795), 39; English translation by E.H. Tarr, Essay on an Introduction to the Heroic and Musical
Trumpeters’ and Kettledrummers’ Art (Nashville: The Brass Press, 1976), 39, 42; quoted in Tarr, “Die
Musik und die Instrumente der Charamela real in Lissabon,” Forum Musicologicum II: Basler Studien
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zur Interpretation der alten Musik (Zurich: Amadeus, 1980), 181-229 (referred to below as “Tarr,
‘Charamela real’”), here 189-90.

The original German text reads, “Deutschland erzeugt, so viel man weiß, de geschicktesten Leute
auf der Trompete; eben daher werden sie auch im Auslande durchgängig geschätzt, und besser gelohnt
als im Einlande./Man sucht und befördert sie, auch am äussersten Ende von Europa. / So ließ 1722
der damalige König von Portugall ... zwanzig deutsche Trompeter und zwey Paukker auf einmal ...
in seine Dienste, unter vortheilhaften Bedingungen, annehmen, und die Reisekosten für sie bezahlen[,]
gab ihnen prächtige Livree und ansehnlichen Sold.”

Since these lines were written, a highly informative article on the recruitment of the German
trumpet corps in 1723—not 1722—for service in Lisbon has been published. See Gerhard Doderer,
“Nach Lissabon mit Pauken und Trompeten! Die Verpflichtung eines deutschen Trompeterkorps an
den Hof Johanns V (1723),” Musica instrumentalis 3 (2001): 79-103.
23  From a list of 1784; see Tarr, “Charamela real,” 229.
24  Zarudko, Silver Collection, 3-4.
25  Ibid., 4.
26  Marcel Gayda and Andre Krijitsky, L’Armée russe sous le Tsar Alexandre 1er de 1805 à 1815 (Paris:
Les Editions de la Sabretache, 1960), 5.
27  Robert-Aloys Mooser, Annales de la musique et des musiciens en Russie au XVIIIe siècle, 3 vols. (Geneva:
Edition du Mont Blanc, 1948 [vol.1] and 1951 [vols. 2-3]). According to Zarudko, Silver Collection,
6, the number of military musicians in regiments ranged from five to seven.
28  Gayda and Krijitsky, L’Armée russe, 5.
29  This is confirmed in several examples from Wolfgang Maria Uhl, “‘Airs russes’ und ‘thèmes russes’
in der Musik Westeuropas bis um 1900”  (diss., University of Kiel, 1974), 157.
30  Ibid., 155. For example, the Marche russe composed ca. 1870 by the Frenchman Victor Buot later
became known in German-speaking countries as the Hohenfriedberger March and erroneously
attributed to Frederick the Great. See Uhl, Airs russes, 148 and 331 (No. 271).
31  “La Russie depuis longtemps marche de pair avec la Prusse pour la musique militaire”; see Georges
Kastner, Manuel générale de musique militaire à l’usage des armées françaises (Paris: Didot Frères,
Imprimeurs de l’Institut de France, 1848), 207.
32  [A.V. Vislovatov,] Historical Description of Uniforms and Arms of Russian Troops, 40 vols. (St.
Petersburg, 1841; in Russian), mentioned as “Viskovatoff” [sic] but without title in Gayda and
Krijitsky, L’Armée russe, 5.
33  General A.V. Suvorov, instruction, quoted in Zarudko, Silver Collection, 6-7. The “standard step”
might correspond to the tempo of eighty steps per minute associated with slow infantry marches
(langsame Märsche, Präsentiermärsche) and the “quickened step” with a tempo of 114 steps per minute
associated with faster ones (Geschwindmärsche). See Uhl, Airs russes, 144.
34  The History of the Life Guards Preobrazhensky Regiment (St. Petersburg, 1888; in Russian), 77, quoted
in Zarudko, Silver Collection, 7.
35  See Kauko Karjalainen, “Brass Band Tradition in Finland,” HSBJ 9 (1997): 83-96. According to
its author (96, n. 19), the article is based on his book, Suomalainen torviseitsikko. Historia ja perinteen
jatkuminen (The Finnish Brass Septet. History and Living Tradition) (Tampere: Tampereen ylipsto
Kansasperiteen laitos, 1995).
36  See Holger Fransmann, “The Brass Band Tradition,” Brass Bulletin 53 (1986): 49-51, here 49.
37  A note concerning dates: In Russia the Julian calendar was in effect up to the beginning of the Soviet
era. During the eighteenth century it lagged eleven days behind the Gregorian calendar in use in the
West, during the nineteenth century, twelve days, and from 1 January 1900 until 1 February 1918,
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thirteen days. Since my sources were inconsistent, it was not always possible to verify if a given event
should be dated O.S. (Old Style) or N.S. (New Style). The author thus appeals to the reader’s
tolerance.
38  N.G. Nikolayev, Historical Essay on Regalia and Decorations in the Russian Army (St. Petersburg,
1898-1902; in Russian), 2:46; quoted in Zarudko, Silver Collection, 7.
39  The History of the Life Guards Semyonovsky Regiment (in Russian), quoted in Zarudko, Silver
Collection, 7.
40  Mooser, Annales, 1:97, quoting from the General Archives of the Minister of the Imperial Court,
St. Petersburg, 36/1629, N0 11, p. 7.
41  Mooser, Annales, 1:85-86; Stählin does not mention Hübner.
42  Ibid., 91.
43  According to Mooser, Annales, 1:210, Kittel was born in Bohemia, studied in Vienna, served for
a time in the Dresden court orchestra, and arrived in Russia around 1735.
44  Stählin, Nachrichten, 87, from whom this list was taken, errs in saying that Friedrich came from
Berlin. See Mooser, Annales, 1:91, who gives details about these and other musicians.
45  Amburger, “Musikleben,” 202 and 208, n. 10. See also Mooser, Annales, 3:794, n. 6, for him and
other members of the family. Mooser, who writes all first names with their French spellings, gives
Pomorski’s name as Georges Pomorsky. (Here and in East Meets West, names ending in -ski are those
of Poles, in -sky, those of Russians.) Detailed results of the most recent research can be found in
Porfiryeva, Musical St. Petersburg, 2:380-81, 425.
46  Mooser, Annales, 1:315. The (new) attribution to Leopold is given by Stanley Sadie and Anthony
Hicks in New Grove, s.v. “Mozart, Wolfgang Amadeus.” Another Divertimento in C, K. 188 (240b),
for the same unusual instrumentation, seems to have been composed in its entirety by Wolfgang.
47  This is in the third movement (Adagio), m. 14. The Starzer work is presently in press with the
German publisher Spaeth & Schmid (Nagold).
48  Stählin, Nachrichten, 35.
49  Mooser, Annales, 2:448, 467, 490-91. In 1784 he had purchased Count K.G. Razumovsky’s entire
band of thirty-six Russian horn-players, the finest in all Russia, who played every evening for him. (The
musicians were serfs and could thus be bought and sold like any other goods.) Part of his exquisite
musical establishment from 1779 were four horn-playing brothers from Bohemia, the Hrdliczkas. For
a biography of this singular personality who was Catherine’s chief adviser, see ibid., 2:464-72.
50  Ibid., 2:473-74. The performance was at the end of January 1789.
51  Ibid., 2:476-77.
52  Ibid., 2:585.
53  Ibid., 2:597-98.
54  See Amburger, “Musikleben,” 207 and 210 (n. 45). He composed a large number of marches that
survive in the collection of the Berlin Hausbibliothek; see Georg Thouret, Katalog der Musiksammlung
auf der königlichen Hausbibliothek im Schlosse zu Berlin (Berlin, 1895). For more on Dörfeldt, see Tarr,
East Meets West, under 1802, 1809, and 1825. He is not to be confused with his son Anton Jr. (1810-
69), director of the Guards bands from 1850 to 1868.
55  Robert C. Ridenour, Nationalism, Modernism, and Personal Rivalry in Nineteenth-Century Russian
Music (Ann Arbor: UMI Research Press, 1981), 6.
56  See Zarudko, Silver Collection, and Edward H. Tarr, Die Silbertrompeten von Moskau: Eine
Ausstellung des Museums der musikalischen Kultur,“M. I. Glinka,” Moskau, im Trompeterschloß Bad
Säckingen vom 5. September bis zum 1. Oktober 1992. Ausstellungsführer (Bad Säckingen:
Trompetenmuseum, 1992).
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57  The length of the slide section (which is merely stuck into the bell section) is 66.5cm (69cm at end
of its protective ornament); length of bell section, 73.5cm; distance from bell rim to “female” end,
37cm. There is no tuning slide.
58  The bell section weighs 1100g, the slide section, 1450g. Its mouthpiece, which is 11cm long, weighs
another 150g.
59  The “17” in the accessions book is an obvious misprint.
60  See Tarr, “Charamela real,” 196, n. 39.
61  They bear the call numbers 423.203.21 (A-726; 1541), 423.203.21 (A-728; 1543), and 423.203.21
(A-847; 2161), respectively. See Vladimir Koshelev, “Trumpets, Trombones, and Horns in the St.
Petersburg Museum of Musical Instruments: A Checklist,” in Perspectives in Brass Scholarship, ed.
Stewart Carter (Stuyvesant, NY: Pendragon Press, 1997; Bucina: The Historic Brass Society Series 2,
223-38); and William Waterhouse, New Langwill Index of Wind Instruments Makers (London: Tony
Bingham, 1993), 9, 174, 403.
62  Waterhouse, New Langwill Index, 108.
63  In an interview given in 1991. He was then employed as an instrument repairer by the Moscow
Conservatory.
64  Presumably after the October Revolution (author’s remark): note the way in which the Cossacks
of His Imperial Majesty moved their museum first to south Russia and then to exile in France and
Belgium, a story recounted below in connection with the twenty-two silver instruments loaned to the
Brussels Army Museum.
65  The instrument referred to is No. 1699, dated 1830 in its glass case (see further below).
66  In an interview given during my visit to St. Petersburg in late May 1994. In addition, according to
a letter of 2 November 1993 to the author from Wladimir Grekoff, president of the Amicale du
régiment des Cosaques de la garde de S.M. l’Empereur in Courbevoie, a timpanum once belonging to
the regiment of Horse Guards is also said to be in the Artillery Museum.
67  During a study trip to Moscow in 1991 I was able to examine personally all the instruments in
storage; six or seven on display in a glass case could not be examined in detail because the only person
possessing the key was on vacation and the case could not be opened. With this reserve, therefore, the
following information is given. This particular trumpet bears the inventory number 1728/-/236 [old
inventory number], is in D, is marked “D” “2” at its mouthpiece end, and is no. 24 in its glass case,
henceforth abbreviated [GC 24], etc. Those instruments with no bracketed GC attribution were
examined in storage.
68  See Zarudko, Silver Collection, 8-10, for more details about cuirasses as employed in Russia.
69  No. 1719/-/242 [older inventory numbers], G trumpet marked “5.” with mouthpiece [GC 15];
no.1721/27, D trumpet marked “16.” without mouthpiece; no. 1722/-/258, G trumpet marked “2”
[GC 16]; no. 1723/-/244, D trumpet with St. George’s cross marked “8” [GC 23]; no.1724/-/198,
D trumpet marked “19.” with mouthpiece [GC 21]; 1725/-/162, D trumpet marked “12” with
mouthpiece [GC 20]; no. 1726/-/174, D trumpet marked “10,” with mouthpiece [GC 17]; No.1727/
-/181, D trumpet marked “17,” with mouthpiece [GC 19]; no. 1729/-/199, bass trumpet in D marked
“21,” according to the (probably inaccurate) accessions book, originally with six crooks, of which only
one (marked “1”) survives (inaccurate because Russian bass trumpets had only one whole-tone crook;
see further below concerning the Brussels instruments), with mouthpiece (inventory no.531) [GC
18]; and no.1730/-/207, trombone with (a frozen) double slide marked “22,” with a mouthpiece,
obviously too small, originally belonging to a G trumpet no. 1695 [GC 7].
70  No.1720/-/259, G trumpet marked “3,” with mouthpiece [GC 22].
71  Zarudko, Silver Collection, 11-12.
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72  Ibid., 12. This confirms Lev Grishkin’s statement to me in 1991 that in Fère-Champenoise there
was only one Russian Life Guards regiment involved in the fighting. According to him, it was the
“Keksholm” regiment, so called because it had previously fought in Sweden.
73  No. 1701/37/-, D trumpet marked “14” (one of the two instruments with this number, see below),
without mouthpiece; no.1731/-/180, D trumpet also marked “14,” without mouthpiece; no. 1732/
-/201, D trumpet marked “18,” with mouthpiece [GC 11]; no.1733/39/237, D trumpet marked
“13,” without mouthpiece; and no.1744/-/175, D trumpet marked “7,” with mouthpiece (missing
its rim) [GC 10].
74  No. 1736/42/255, D trumpet marked “12,” without mouthpiece.
75  No.1734/40/16/253, G trumpet marked “6,” without mouthpiece; no. 1735/41/240, D trumpet
marked “10,” its bell repaired, with mouthpiece; and no. 1737/-/206, bass trumpet in D marked “21,”
listed in the accessions book as lacking a mouthpiece but displaying one in its glass case [GC 9].
76  See Gudrun Ziegler, Auf dem wilden Feld; 500 Jahre Kosaken (Hamburg: Carlsen, 1993), 167-69.
77  According to The Reference Book of the Tsar’s Headquarters, quoted in Zarudko, Silver Collection,
11.
78  See Tarr, East Meets West, in Chapter 1 under the date in question, for further bibliography.
79  No. 1700/-/209, a trumpet marked “20,” without mouthpiece; no. 1739/45/-, a G trumpet marked
“4,” without mouthpiece; no. 1740/-/215, a D trumpet marked “9,” with mouthpiece; no. 1741/-/
238, a G trumpet marked “2,” with mouthpiece [GC 13]; no. 1742/48/138, a G trumpet marked “6,”
with mouthpiece (on which “1. F[eb.19]65” is marked in ink); no. 1743/49/224, a G trumpet marked
“1” and possessing a tuning bit 6.6 cm long, without mouthpiece; no. 1745/512/193, a D trumpet
marked “10,” in two pieces, the bell broken in the middle, without mouthpiece; no.1746/-/260, a D
trumpet marked “18,” mouthpiece not recorded; no.1747/53/233, a D trumpet marked “8,” without
mouthpiece; and, finally No. 1749/-/195, a trombone with a double slide, without mouthpiece [GC
6], accepted into the museum on 29 December  1965.
80  Zarudko, Silver Collection, 12-13.
81  No.1696/2/2050, a G trumpet with St. George’s cross marked “20”—a marking that, as shall be
seen below, is otherwise associated with trumpets in D; the trumpet really is in G, without mouthpiece.
82  No.1699/-/-, an instrument with 31/2 bends, without mouthpiece [GC 4]. With its inscription dated
1830, it probably has nothing to do with the other silver trumpets: its extra bend shows that it could
perhaps be a fluegelhorn. It could well be related to the clairon in Brussels dated 1877 (no. 8585; see
below). According to the accessions book, it came from the “collection of the rooms of Tsar Nicholas
I [perhaps II?] in the Hermitage.”
83  No.1695/16/256, in G (mentioned in the accessions book as having been built in 1831) and marked
“1,” with mouthpiece; no.1697/-/163, in D, with mouthpiece [GC 25]; no.1701 (the second
instrument with this number) /7/16/254, in G and marked “4,” with a St. George’s cross, without
mouthpiece (mentioned in the accessions books as having entered the museum on 1 Feb. 1971); no.
1704/10/16/264, in G, without mouthpiece; no.1705/11/16/260, in G, without mouthpiece;
no.1706/-/167, in G and marked “2,” a trumpet with a bell bent downwards and possessing three
crooks (for F, Ef, and C), with mouthpiece (also marked “2”) [GC 14]; no. 1707/-/146, in G and
marked “2” and “C,” with 31/2 coils of smaller dimensions than usual, also with a bigger bell throat
than usual (of D dimensions?) and with three crooks (for F, Ef, and C, the latter broken), with brass
mouthpiece [GC 1]; no. 1738/-/196, a bass trumpet marked “21,” with mouthpiece (which, however,
is not on display) [GC 8]; and no.1748/-/176/16/209, in D and marked “20,” with mouthpiece
(which, according to the accessions book, was supplied later; it is 9.5 cm long and has an unusually
thin rim).
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84  Anthony Baines, Brass Instruments: Their History and Development (London: Faber & Faber, 1976),
188.
85  In a letter to the author of 18 September 1992, Baines wrote: “The few words I wrote in my book
about the ‘Cossack’ kind of trumpet ensemble are mostly based on the Küffner pieces plus the Brussels
outfit (as seen in their vitrine!), and ignore questions of crooks, etc.”
86  In the internal museum catalogue (vol. 31, sheets 91-94), they bear inventory numbers as follows:
the G trumpets, 9659-9664; the D trumpets, 9645-9658; the bass trumpet, 9665; and the bass
trombone, 9666. They all have mouthpieces, but only in a few cases have they remained with the
instrument for which they were originally destined. For example, of the G trumpets, on which at the
mouthpipe end the numbers 1 to 6 were engraved, only the mouthpieces nos. 3, 5, and 6 bear the same
number. Trumpet no. 1 seems to have mouthpiece no. 12 (I did not corroborate this during my visit
to Brussels; perhaps this should read “2”), trumpet no. 2 has mouthpiece no. 1, and trumpet no. 4 has
mouthpiece no. 12 (a D trumpet mouthpiece).
87  In the subsequent discussion, I follow the “Organisation et brève histoire du musée des officiers du
régiment des Cosaques de S.M. l’Empereur (Ancienne Garde Impériale Russe)”  (typescript of the
Amicale des officiers anciens combattants du Régiment de Cosaques de Sa Majesté de la Garde
Impériale Russe, Courbevoie, September 1986), and “1917/1920: Fragments d’histoire des Cosaques
de Sa Majesté” (typescript), both cordially placed at my disposal in 1992 by P. De Gruyse, Conservator
of the Musée Royal de l’Armée et d’Histoire militaire, Brussels. See also the standard work in English
by W. Bruce Lincoln, Red Victory: A History of the Russian Civil War (New York et al.: Simon and
Schuster, 1989).
88  Grekoff, written comm., 2 November 1993. This was only shortly after Catherine had crushed an
uprising of peasants and Cossacks led by the upstart Yemelyan Pugachev (1742-75), who had
impersonated Tsar Peter III (1728-62).
89  According to the internal Museum catalogue, vol. 31, sheet 90.
90 No. 9648 seems different from the others, and its dimensions show the difference: standing height
with the mouthpiece 62cm, standing height without the mouthpiece 55.2cm, distance from bell rim
to end of tuning slide 18.9cm (20 cm inside the bend). There are also subtle differences in the
engraving of the text on the bell garland, etc.; see Figure 11.
91 The existing trombone mouthpiece does not fit into this crook, though the bass trumpet mouthpiece
does—just barely. Conclusion: it was originally intended for another bass trumpet (which does not
survive) and extended into it (old mark) 3.5cm, not 1.6cm, as with the present bass trumpet.
92 As can be seen in Figure 6, there are actually six types of crook, as follows: 1) whole-tone crooks
(numbered 1-6) to put G trumpets into F; 2) whole-tone crooks (numbered 7-20) to put D trumpets
into C; 3) Ef crooks (numbered 1-6) for the G trumpets; 4) C crooks (numbered 1-6) for the G
trumpets; 5) only two Af crooks (numbered 7-8) for the D trumpets; and 6) one whole-tone crook
(number 21) to lower the bass trumpet from D to C. The museum catalogue lumped the two sizes of
whole-tone crook (types 1 and 2) together under the inventory no. 9640, the seven crooks of types 3
and 6 under the inventory no. 9639, and the eight crooks “resembling safety pins” (en forme d’épingle
de sûreté) of types 4 and 5 under the inventory no. 9638.
93  See Sabine Klaus, “Trompeten und Posaunen in der Musikinstrumenten-Sammlung des Historischen
Museums Basel,“ Historisches Museum Basel: Jahresbericht 1998 (Basel: Historisches Museum, 1999):
27-61, here 48.
94  Internal Museum catalogue, vol. 31, sheet 89.
95  See Tarr, “Charamela real,” 225.
96  This at least is Baines’ conclusion (Brass Instruments, 188-89), with which I agree. The use of falset,
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i.e., lipping half a step down, although theoretically possible, seems less likely.
97  They were revived for the coronation ceremonies of Alexander III in 1883 and Nicholas II in 1896.
The instruments of the latter ensemble are on display today in the St. Petersburg Museum of Musical
Instruments.
98  Louis Spohr, Lebenserinnerungen, ed. Folker Göthel, 2 vols. (Tutzing: Schneider, 1968), 1:47-48,
commenting on a performance of 22 February 1803 during the intermission of an oratorio by Sarti.
Original text: “Zwischen dem ersten und zweiten Teile wurde nämlich von den kaiserlichen Hornisten
eine Ouvertüre von Gluck exekutiert mit einer Geschwindigkeit, und Genauigkeit, die für
Saiteninstrumente schon schwer gewesen wäre, wie viel mehr für die Hornisten, deren jeder nur einen
Ton bläst. Es ist kaum glaublich, daß sie die schnellsten Passagen mit großer Deutlichkeit
hervorbringen…, und man kann nicht umhin, an die Prügel zu denken, die es dabei gesetzt haben
mag.”
99  All are located in the Biliothèque Nationale, Paris, from which I have photocopies. Only the
Dauverné work is published in a modern facsimile edition (Paris: International Music Diffusion,
1991).
100  Participants were Bruno Blanc (Besançon), Roland Callmar (Basel), Niklas Eklund (Basel), Guy
Ferber (Colmar), Andrew Hammersley (Basel), Michael Månsson (Basel), Lars Næss (Oslo), Paul
Plunkett (Winterthur), Gilles Rapin (Paris), and Edward H. Tarr (Basel and Bad Säckingen),
trumpets; Philip Tarr (Zürich), timpani; and Manfred Erb (Basel), trombone. All but the last three
were students or former students of the author at the Schola Cantorum Basiliensis.
101  This is the page numbering in the original edition, a photocopy of which is in my possession. In
the modern facsimile edition, the pages are numbered 39-44.
102  Some of Buhl’s ensemble pieces require hand-stopping. See the last section of his method (on 54-
63), entitled Troisième Partie: Des notes de la Trompette qui doivent se prendre avec la main dans le
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