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PREFACE. 

 

Knowing Francis Pieters for quite some time now, I was honored when he asked me to write a 

preface to this book. Because of his interest and passion for the wind band and its music, from 

ever since he was Young, I might say that he became throughout the years the best documented 

individual with an enormous knowledge about all the aspects of the wind band. 

Thanks to his ñnon-stopò interest and his international research since years about anything 

regarding and related to the wind band, his library and discography are enormous and donôt 

have an end. The way he informs all, of us with his books and articles about history, 

biographies, orchestras, recordings, repertoire, composers and their lives and compositions, I 

could s ay that he is a living encyclopedia of the wind band. This book is once more the proof, 

like all of his works already written, of his thorough and detailed research and huge knowledge. 

For the reader of this book, I am sure that it will reveal new unknown elements in the history 

of the wind band. Enjoy reading it and get triggered by Francisôs passion for the wind band. 

 

Yves Segers 

Chief-conductor of the Royal Symphonic Band of the Belgian Guides. 
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I. WIND MUSIC IN PREHISTORY, ANTIQUITY 

AND MIDDLE AGES  
 

Before becoming a State or a Kingdom, a country is at first a nation, men and women who join 

forces to survive, to defend themselves, to help one another, to develop their community. The 

Belgian Revolution of 1830 is only the final period of a long evolution out of which BELGIUM 

was born. The terms ñBelgaeò and ñBelgiumò are to be found for the very first time in Caesarôs 

writings ñDe Bello Gallicoò1 in the first century before Christ. The Roman province of ñGallia 

Belgicaò covered an area between the Rhine and the Seine. During the next centuries, the term 

Belgica was used to indicate quite different regions, most of them outside the actual Belgian 

territory. When the Burgundian State was created the term ñGallia Belgicaò was used again and 

Charles the Bold, Duke of Burgundy was called ñRex Belgarumò (King of the Belgians) by 

some historians. In the sixteenth century the XVII Provinces are frequently called ñBelgicaò or 

ñBelgiumò. The Dutch language is designed as ñlingua belgicaò, whereas the Romance 

language speaks of Flanders, the Flemish people and the Flemish language. Even after the 

separation of the Northern Provinces (to become The Netherlands) from the Southern Provinces 

(to become Belgium), the same terms remain in use. From the late 18th century onwards the 

term ñBelgiqueò is used by the French (oppressors) to design the (more or less) actual territory 

of Belgium. The term is used at the Vienna Congress in 1815 and remains the obvious choice 

for the name of the new State created in 1830. 

 

PREHISTORY. 
 

Belgiumôs history finds its roots some 2000 years ago in the tribes of Gauls of Celtic or (in the 

eyes of Caesar) Germanic origin living in pile dwellings or caves in the river Meuse valley. 

These tribes were called Morenes (Morini) and Menapians (Menapii) in the 4th century BC, 

Nervians (Nervii) and Eburones (Eburoni) in the 2nd century B.C. About 150 BC a Celtic tribe, 

called ñTHE BELGAEò, crossed the river Rhine and settled north of the river Seine. Julius 

Caesar erroneously called all the tribes settled between the rivers Seine, Marne and Rhine, ñThe 

Belgaeò. Famous leaders who resisted Caesarôs legions were Boduognat, leader of the Nervii 

and Ambiorix, leader of the Eburones. 

 

How about (wind) music in those times?  

In prehistory, people blew into some reed stems attached to one another in which they bore 

several holes and managed to produce different whistle sounds. When man realized that when 

blowing on a vibrating reed, he could produce a penetrating sound, he worked out a primitive 

musical instrument called a shawm. This can be considered as the predecessor of the oboe and 

related single and double reed musical instruments. Back in the Stone Age, they blew on animal 

horns to transmit signals (gatherings, menacing dangers é) and later those horns will be 

imitated and made out of metal. There is however no real scientific knowledge whatsoever 

about an artistic role of musical wind instruments, this is purely a matter left to imagination. 

 

 

 

 

 
1 Commentarii de Bello Gallico (Comments on the war with the Gauls) is a historical report remarkable for the 

purity and austerity of the language. 
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ANTIQUITY.  
 

The Romans. 

 

Antiquity is much more explicit about the artistic use of musical wind instruments. The first 

great organized invasion of the actual Belgian territories was that by Julius Caesarôs Roman 

legions. Although Caesar stated that ñThe Belgae were the bravest of all the Gaulsò the Romans 

were the first foreign óoppressorsô of the Belgian people; many others were to come. So, the 

first great well-organized and trained army that scourged Western 

Europe ï including the Belgian territories - was that of the Roman 

Empire, a strong army based on a rigid discipline. Army music was 

inherent to the Roman legions and quite some sculptures, bas-reliefs, 

mosaics as well as numerous literary and other written testimonies 

dating from the Roman period clearly indicate that the Roman 

legions boasted real ñmilitary bandsò. Indeed, the military musicians 

of the Roman legions supported the soldiersô courage and kept them 

in step as well in the occupied territories as at parades in Rome. They 

were divided into four classes of musicians, tubicines, bucinatores, 

cornicines and liticines, though historians do not exactly agree about 

the content covered by these labels. Among the musical instruments 

they used for military (marching, and parading) purposes we mention 

the long shaped straight trumpet which they called ñtubaò and the 

circular trumpet which they called ñbucinaò. For the religious and 

sacrificial rites they used the òtibiaò, originally a bone pipe with up 

to four finger holes, later a double-pipe reed instrument with two 

pipes made from ivory (similar to the Greek ñaulosò). 

     

 Another wind instrument used for the cults (Dionysus cults and 

others) was the ñaulosò, a double-pipe reed instrument with a deeper-

sounding left pipe and an upturned horn-shaped bell. As already 

mentioned, in military music there was a tradition of trumpets, 

played by the ñtubicinesò and horns ï ñcornuò, played by the ñcornicinesò. The straight ñtubaò 

was a conical bronze or iron tube with a small bell, the long-stemmed ñlituusò, of Etruscan 

origin, had a hook-shaped bell which was bent back and the ñcornuò was circular with a handle 

attached diagonally. The lituus was usually a prerogative of the cavalry units, whereas the tuba 

and buccina were in use with the infantry troops. The tubicines played signals to sound the 

alarm, attack or retreat, but also played on the march at funerals, at sacrifice ceremonies, capital 

executions and in triumphal or religious processions. Cornicines or horn players were to be 

found in the neighborhood of the standard bearers. The buccina was used for camp life and 

blown for the changing of the guard and similar daily military rites. 

It has been established that those military musicians often gathered into a kind of ñband of brass 

(bronze) instrumentsò called aeneatores or aenatores. They played as a unit for the sacrifice 

ceremony led by the Emperor just before the start of a campaign, at grand triumphal victory 

parades in Rome and occasionally to perform a kind of tattoo (even a small daily tattoo in the 

army camps) for the commander of the army. This performance was called a ñclassicumò. 

Similar to the military music of other peoples, that of the Romans was not limited to a simple 

language of sound signals. It was also used for artistic and moral purposes. General Norbanus 

Flaccus liked to play the tuba (trumpet) in his spare time, as told the Greek historian Dion 

Cassius in his óRoman Historyô, book 57, chapter 18.  

1. Mosaic representing  

a cornu player . 
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We can assume that the Roman military musicians were 

full musicians. Each legion boasted 39 tubicines, 

commanded by an ñoptioò, petty officer of the 

musicians, and a ñprincepsò, the Staff trumpeter2. At the 

battle, these musicians were spread over the different 

cohorts and so each unit had 3 tubicines blowing signals 

and calls. Each legion also boasted 36 cornicines also 

spread over the units at the battle. It is supposed that the 

tuba and the cornu blew different kinds of military 

signals and calls, though there is no real evidence to 

prove so.  

In the early third century, the military musicians of the 

Roman legions, tubicines and cornicines, got the 

privilege to set up an own college with its own by-laws 

and proper finances. On 23 May they celebrated their 

own trumpetersô feast called ñTubilustriumò. 

 

 

 

A combination of wind instruments and percussion instruments such as tibiae, transverse flutes, 

bronze cymbals and tympana were used in the orgiastic Dionysus festivals as several wall 

pictures in Pompeii illustrate. 

As the Romans conquered a large part of Europe, Northern Africa and Asia Minor they certainly 

introduced foreign musical instruments in their own musical organizations, but on the other 

hand they also brought their own instruments to all the conquered territories. We can imagine 

that the Roman wind instruments, especially those used in their ñmilitary bandsò were also 

spread all over the Belgian 

territories, but there is no evidence 

that  the oppressed tribes of Celts and 

Gauls adopted any of those. The 

óBelgianô regions remained under 

Roman rule up to the year 406. Yet, 

it is known that Julius Caesar used 

the tubicines to lure the Gauls, as the 

Roman strategists used to do; they let 

trumpet players play in abandoned 

camps or at a big distance of the 

majority of the army to give a false 

impression of the real positions. 

Caesarôs staff trumpeter alerted the 

troops in the neighborhood of 

Maubeuge (now next to French-

Belgian border) when the Nervii 

attacked by surprise, as we can read 

in his ñCommentarii de bello 

gallicoò 20, 2.  

 

 
2 Domaszewski, A. von, Die Rangordnung des römischen Heeres, Cologne, 1967. 

2. Detail of the Trajan Column , Rome.    

3. Musicians of the Roman legions.  

Detail of the Trajan Column ,  R ome  
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The Gauls. 

 

In several passages of his report on the Gallic Wars Caesar mentions the use of signal-horns 

with the Gauls. His reports as an eye-witness could be compared with the scarce images on 

Greek and Roman archaeological finds. In the year 51 the Belgian tribe of the ñBellovaciò 

suffered a severe defeat and so they feared a complete invasion of the Roman legions; Caesarôs 

legatus Hirtius mentioned that they summoned a war council òcantu tubarumò (by means of 

blowing the tubae) in ñCommentarii de bello gallicoò 8, 20, 2. It is difficult to find out whether 

the Gauls used the Roman tuba or if the Roman reporters used the Latin name for a Celtic 

instrument! The Celtic people indeed used several bronze wind instruments. In many historical 

reports (e.g. Polubios) the terrible noise of the Celtic armies is mentioned. Several of the Celtic 

military musical instruments are to be seen on Roman victory monuments and so we can 

distinguish three different types. The first is a manôs height huge S-shaped trumpet with a bell 

in the shape of a dragonôs head as seen on 3rd century victory coins of the Illyrians in Etolia in 

Ancient Greece and on the cauldron of Gundestrup. Some historians think this instrument was 

called Karnyx, but he name could refer to another instrument as well. The second wind 

instrument used by Celtic armies is a big oval bent horn with a thin tube and fairly big bell; 

similar to the Roman cornu it also had a handle attached diagonally. We can see a broken 

specimen on the famous statue of the  ñDying Gaulò at the Roman Capitol Museum. The third 

instrument is a trumpet, related to the Roman tuba, and sometimes composed of several 

segments3. This survey proves that the Gauls 

had a number of different horns, trumpets and 

wind instruments at their disposal, which, 

exactly as with the Romans, played a role in 

warfare, all kinds of festivities and public 

ceremonies. The fact that the Gauls could resist 

the Romans for quite some time proves that 

they had well organized armies and such armies 

could not lack signals and calls, so we can 

assume that they (e.g. the Bellovaci) had their 

own signal instruments which Caesar and other 

Roman historians, such as Hirtius, indicated 

with the name of Roman musical instruments. 

 

 

 

When Roman culture declined, such authors as Seneca, Plutarch and Tacitus attacked the 

ódeclineô of music in the service of luxury, on national, social, musical and moral grounds. 

However, after the fall of the western Roman Empire AD 476 the Roman musicians (and their 

musical slaves) became the means by which the instruments and musical practice of the 

antiquity were transmitted to the itinerant musicians (jugglers and troubadours) of the Middle 

Ages. During the period of the migration of the German peoples, almost all surviving musical 

instruments of the Romans were destroyed. Their names however partly remained and were 

used again in the Middle-Ages without question, though no longer really appropriate. At the 

times of the Crusades, a large number of new musical instruments were developed and others 

were directly imported from the Orient. 

 

 
3 Walser, Gerold,  Römische und gallische Militärmusik in ñFestschrift Arnold Geeringò, Bern, 1972, pp. 235  

   - 236. 

4. Roman tubicines.   
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THE MIDDLE AGES.  
 

The next great invasion was that of the Frankish people with the Merovingian and Carolingian 

dynasties. The reign of Emperor Charlemagne (800-814) was an attempt to restore the Roman 

Empire. The eastern part of the actual Belgian territory belonged to the nuclear part of 

Charlemagneôs empire; his favorite villa being situated at Herstal. Anyway, the real birth of arts 

in the Low Countries dates from this period called ñThe Carolingian Renaissanceò and is limited 

to religious architecture and writings. 

 

Charlemagneôs biographer  Eginhard (ca 70 ï840) describes the taking of the French city of 

Avignon and mentions that Charlemagneôs army boasted wind instrument players; he clearly 

makes mention of the Roman instruments lituus, tuba and cornu (also called cor, cleron or 

claronceau). The latter was carried over the shoulder and can obviously be considered as a 

predecessor of typical ñcall or 

signal instrumentsò (such as bugle, 

post horn or hunting horn).The 

Roman instruments had no doubt 

been developed and somewhat 

refined. The most famous wind 

instrument of that era was certainly 

the "Oliphant" which Roland, 

Charlemagneôs faithful army 

commander, sounded at the fateful 

Battle of Roncevaux; it was 

probably a horn made from an 

elephantôs tusk or other animal 

horn. 

 

 

 

 

The legendary 11th century epic ñChanson de Rolandò also mentions that Roland:  

                                  ñSi fait suner ses cors e ses buisines. »4 

                                   [-had his ñhorns and buisinesò blown]. 

 

The buisine (busine)5 was a heraldôs trumpet with a long and straight cylindrical or slightly 

conical bore and often decorated with the banner of a king or any member of nobility. Those 

buisines were combined with shawms and with small kettle drums or nakers (ñnaqqaraò in 

Arabic) into ensembles performing fanfares and other simple tunes for one or other military 

function or for ceremonial occasions. This kind of wind music was to be found in the Belgian 

area that was part of the Charlemagneôs Empire. The Treaty of Verdun in 843 assigned the 

Belgian region to a country called Lorraine, intended as a buffer (already!) between France and 

Germany. In the 9th century, the area was scourged by numerous attacks of the fierce Vikings. 

It is not known whether the famous lyres (bronze herald trumpets) of the Vikings inspired the 

Frankish people.  

 

 
4 Chanson de Roland, verse 1629. 
5 The term buisine obviously goes back to the Roman buccina. The German word for trombone ñPosauneò and the 

Dutch word  ñbazuinò either referring to the Herald Trumpet or even indicating the trombone up to ca. 1950 are 

also derived from this same term. 

5. Medieval musicians   
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The French chroniclers and literary authors writing about events in this part of Western Europe 

use different terms when referring to the horns or trumpets used. 

Cor designed all kinds of horns, ranging from the animal horn (e.g. a bullôs horn), via the signal 

horn worn with a shoulder or waist belt, to the large metal war horn. We also find the already 

mentioned ivory horn in medieval literature: 

 

 ñUn corn dôolifan haut e cler 

 A fait lez sei treis feiz soner »6 

 [he had an ivory horn/olifan blown  

   with high and clear sounds 

 next to him three times] 

 

 « Li cors dôivoire qui rendoit 

 Itel son et tele estormie, 

 Avoit de lonc paume et demie, 

 Sans plus, sans mains, par vérité. »7  

 [the ivory horn which produced  

   such a sound and such noise, 

   was one and a half palm long,  

                                                           no more, no less, in all truth] 

                                                                                               

 

 

Another horn they mention is called òGraisleò (also spelled greisle or gresle): 

 

 « Parmi cele host funt mil graisles suner. »8 

            [Then thousand horns were sounded in the middle of that year$ 

 

Still another type (name ?) of horn is « Moinel è (meinel é) referring to a horn ñqui nôest trop 

grands ne trop petizò neither too large nor too small)$: 

 

 ñQuand Rous veit cels qui esperonent 

 Qui de combatre les semunent tost e isnel, 

 A fait sonner un meienel 

 Dunt les dous ch®s furent dôor fin. »9 

 [When Roux saw those who used their spurs 

 which incited them to start fighting immediately, 

 he had a horn blown 

 both ends of which were of pure gold]  

 

 « Et dôeures en autres sounoit 

 .1. moienel par grant vigor, 

 Si que la foriest tout entor 

 Qui moult estoist bele et fueillie, 

 Retentissoit de lôestourmie. »10 

 
6 Benoît de Sainte-Maure, Chroniques des ducs de Normandie, Ed. F. Michel, Vol.1, Paris 1836, p. 166. 
7 Chrétien de Troyes, Perceval le Gallois, verse 31.750. 
8 Chanson de Roland, verse 700. Also mentioned in verses 1832, 1453, 1004, 2116, 3138 and 2110. 
9 Benoît de Sainte-Maure, o.c. Vol.1, p. 120. 
10 Chrétien de Troyes, o.c. verse 27.140 & 27.166. 

6. Oliphant blower - Illumination of a  

medieval manuscript.  
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 [And from time to time he blew 

 a trumpet/horn with much vigor 

 so that in the surrounding forest 

 which was beautiful and with many leaves 

 there was an infernal noise] 

 

A very common name was also « Trompe », derived from the Latin tromba and denoting 

originally a signal horn: 

 

 ñLi trompaour trompent sanz faille 

 Quant chevalier vont en bataille 

 Et autresi quant il retronent.ò11 

 [The horn blowers do not fail to blow 

 when the knights go to the battle 

 and even when they come back.] 

 

A very often used name is that of « Clarion » (clairain, claron), subsisting in the French and 

Dutch names for bugle, ñclaironò and ñklaroenò (short B flat natural trumpet): 

 

 ñles trompettes, clarons et m®n®strels de toutes mani¯res dôinstruments 

 commencèrent à jouer »12. 

 [the trumpets, clarions and all kind of minstrel instruments started playing] 

 

Finally, the term Trompette turns up in the 14th century, referring to a small trompe (trompette, 

being apparently a diminutive of trompe). 

 

Besides the military musicians, Western Europe boasted many itinerant musicians (joculatores 

or jongleurs) which travelled, often in the company of minstrels (troubadours), from one castle 

to another and later from one town to another in order to entertain the bored noble men and 

women or to add luster to all kinds of festivities. Music was mainly functional for several 

centuries and was used for the purpose of religion, the armies, labor and of course dancing.  

 

Towards the end of the Middle Ages, the period Johan Huizinga13 called ñThe Waning of the 

Middle Agesò, art gradually also got a function to fill life with beauty. Huizinga states: 

ñAll the works and all the joys of life, whether dependent on religion, chivalry, trade or love, 

had their marked form. The task of art was to adorn all these concepts with charm and color; 

it is not desired for its own sake, but to decorate life with the splendor it could bestowé Art 

had to be enjoyed as an element of life itself, as the expression of lifeôs significance.ò14 

 

It is from this angle that the flowering of the shawm band (wind band) in the fifteenth century 

should be considered. But let us start from the beginning of the Middle Ages.  

At first, we can discern three kinds of music: music for the army, music for the church and 

music for the court; later we can add music for the citizen. 

 

 
11 Meung, Jean de, LôArt de chevalerie, Ed. U.Robert, Paris, 1897, page 113. 
12 Kervyn, Fragment inédit de Froissart in ñBulletin de lôAcad®mie royale de Belgiqueò (1868), volume XXV, p. 

57. 
13 Huizinga, Johan, Herfsttij der Middeleeuwen, Haarlem, 1919, translated into English as  ñThe Waning of the 

Middle Agesò by F. Hopman, Garden City, New-York, 1954. 
14 Huizinga, Johan, o.c., pp. 243-244. 
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A. MUSIC FOR THE ARMY.  

 

A lot of Belgian (Flemish and Walloon) knights and soldiers went on crusade to deliver 

Jerusalem and especially Christôs tomb from the Muslims. Godefroid de Bouillon (1061-1100) 

led the army of knights of the Meuse region in the First Crusade (1096-1099) and died in 

Jerusalem. Robert II (called Robert of Jerusalem), Count of Flanders from 1093 to 1111, is said 

to have delivered the Holy places in Jerusalem from the Turks during that First Crusade. Thierry 

of Alsace, Count of Flanders from 1128 to 1168, participated in the Second Crusade and his 

son Philip of Alsace, Count of Flanders from 1168 to 1691, died during the Third Crusade, 

when he went to the Holy Land for the second time. Another Count of Flanders, Baldwin IX, 

reigning from 1194 to 1206, participated in the Fourth Crusade and became Emperor of 

Constantinople. Historians relate that in 1204 Baldwin, Count of Flanders and Hainault, was 

raised on a buckler and proclaimed Emperor of Constantinople by the French and Venetians 

allies while military instruments accompanied the general jubilation during the ceremony. The 

French 19th century authority on history of military music Georges Kästner believes that the 

trumpets of the Crusadersô armies joined the trumpets of the Muslims15. Philip of Alsace is said 

to have introduced a new coat of arms in Flanders, as a war trophy brought along from the East: 

a black lion on a golden field! This is still the coat of arms of Flanders! Thierry of Alsace was 

the only Count of Flanders who came back from the ñHoly Landò. He did not only bring some 

precious relics, such as some of Christôs Holy Blood, but also all kinds of jewels, tissues, 

condiments etc. We can easily imagine that the nakar, ñTurkishò drums or timpani were also 

introduced in Flanders at that time. Those kettle-drums were used in combination with natural 

trumpets and became in use with cavalry troops, often derived from courtly trumpet corps. The 

Tabor, a two-headed drum, was also in use, as several 11th century ñchansons de gesteò testify.  

In Europe, the first evidence of the transverse 

flute or fife is found in a miniature in the 12th 

century ñHortus Deliciarumò. Throughout the 

Middle Ages and up to as late as the Baroque 

period, it was chiefly a military instrument, as 

for óart musicò the recorder was preferred. 

From the 12th century onwards, the fife is to be 

found in the Germanic areas of Europe and is 

soon introduced in the Low Countries as well. 

It was a small transverse flute with narrow bore, 

generally made from a single piece of wood 

with six finger-holes. In the Renaissance they 

were combined with drums and used in the 

military, more precisely with  Infantry or foot 

troops.   

  

 

 

This combination of  fifes and drums was still in use with the Belgian volunteer militias up to 

the end of the  eighteenth century (cf. chapter IV). According to several sources, it was during 

the siege of Calais (at that time a Flemish town) on 3 August 1347 that the English introduced 

the drum on the European continent.  

 

 

 
15 Kästner, Georges, Manuel Général de Musique Militaire, Paris, 1848,  p. 75. 

7. Musicians in Les très riches heures  

         du Duc de Berry  1413 -1416 .  
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This is mainly due to Froissartôs description: ñWhen after a long siege, King Edward III finally 

took possession of Calais, he and his retinue entered the town with: 

 ña foison de trompettes, tabours, nacaires et buccinesò  

 [an abundance of trumpets, drums, kettle drums and buisines].  

Another, slightly different version by Froissart says: 

 Et entrèrent en la ville à si grand foison de menestrandiers, de trompes, de 

 tambours, de chalemies et de muses, que ce seroit merveilles à recorder16. 

 [And entered the town with such a big abundance of minstrels, trumpets, drums, 

 shawms and musettes ï small bagpipes -, that it was marvelous to remember] 

Froissart also mentions nacaires referring to the use of timpani or kettle drums, also imported 

from the Orient [cf. supra]. However, we know from Michaudôs ñHistory of the Crusadesò that 

the Crusaders discovered the Turkish drums and had those combined with these trumpets. 

Michaud describes the camp of the Crusaders during the first Crusade and writes: 

 Diff®rents cris de guerre, les tambours, dont les Sarrasins avaient introduit lôusage 

 en Europe, et des cornes sonores, percées de plusieurs trous, appelaient les croisés 

 aux exercices militaires17. 

 [Several battle cries, the drums, the use of which had been introduced in Europe by 

 the Saracens, and sounding horns with several holes, called the Crusaders up to the 

 military exercises] 

Moreover, we know that the association of drum and fife (cf. next chapter) is recorded in the 

1332 Chronicles of the City of Basle (Switzerland). The Swiss had ñborrowedò the drum form 

their oriental foes, but, as we just stated, many Western European knights (including the 

English) had also brought back drums when being lucky enough to return from the Crusades. 

 

B. MUSIC FOR THE CHURCH.  
 

The baptism of the Merovingian King Clovis (Tournai, 466 ï Paris, 511) at Rheims in 506 

engendered a widespread introduction of Christianity in the Belgian areas and created religious 

centers in Tournai and Tongeren, both towns with an Episcopal seat. The foundation of abbeys 

was also of capital importance for the christening of the region. In the 7th century, no less than 

25 abbeys were created, e.g. in Ghent (actual Flanders) and in the 10th century, after the 

devastations by the Vikings, these abbeys found an echo in the numerous cathedrals and 

collegiate churches in the cities. From the 12th and 13th century onwards we find vocal 

ensembles, composed of (often poor) children to recite liturgical songs in those churches. Next 

to the minstrels and jongleurs who played the flute and the shawm (predecessor of the oboe), 

one could find ensembles of wind instruments in the churches towards the end of the Middle 

Ages. They generally accompanied the religious songs and crowd singing. In town churches 

and castle chapels the mass on Sundays and religious holidays was the most important religious 

service. In the 13th century religious music dominated, whereas in the 14th century secular music 

became preponderant. Yet several interesting masses were composed in the 14th century, among 

these the ñTournai massesò. This was the beginning of the mass as a musical form. The 

iconography shows wind instrument players accompanying the singers in churches but we do 

not have many written records about this custom. As the plainsong was unaccompanied except 

for some organ playing, we can assume that (wind) instruments were only involved as 

accompaniment on festive occasions. Only few instruments anterior to the 15th century are at 

our disposal and so we must rely on paintings, sculptures, stained glass windows and tapestries. 

Those works of arts show a kind of panpipe (often called fretel) and the cornett, usually played 

either by minstrels/jongleurs or angels and also the chalemie (shawm), dulcian and bagpipes. 

 
16 Froissart, Chroniques, Tome I, livre I, part I, chap. 322 (Buchon edition). 
17 Michaud, M., Histoire des Croisades, Paris, 1825, 1ère Partie, Tome Ier, p. 188. 
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C. MUSIC FOR THE COURT.  

 

The medieval counties and duchies corresponding more or less with the actual Belgian territory 

were constituted between the 9th and 12th century as the result of the crumbling of the central 

power. Either governed by laymen or by clergymen, they established their geographical 

boundaries based on ancient Merovingian and Carolingian administrative divisions, 

transformed by imperial or royal concessions, donations, military conquests, matrimonial 

alliances or divisions due to legacies.  

                                                      

From the 9th to the 14th century the Belgian territory 

consisted of small realms ïsuch as the County of 

Flanders ï and gradually developing towns such as 

Bruges and Ghent. The County of Flanders became an 

autonomous realm in the second part of the 9th century, 

the County of Brabant some two centuries later. Despite 

a victory against the French Army in 1302, the Count of 

Flanders remained a liege of the King of France; 

nevertheless, the county mostly led a quite independent 

life. The complex feudal system on the one hand, and 

the close links between the land                                                        

and its inhabitants on the other hand, determined rights 

and power of the reigning counts, dukes and                                                                

prince bishops. Those minor sovereigns boasted a                                                                

private chapel of singers, used for their private                                                                

religious services. Next to them ï and of inferior social 

rank - were the minstrels, musicians playing instruments. The percussion instruments (drums, 

timpani and cymbals), brass instruments (trumpet - clairon, buisine - and sackbut) and shawms 

belonged to the so-called ñhautò (loud) instruments, whereas the flute and recorder belonged to 

the ñbasò (soft) instruments. The combinations of those wind instruments were called in French 

ñhaute musiqueò or in Latin ñalta capellaò. 

9. Miniature by le Maître de  

Juvenal Des Ursins,  illustrating  

Le Roman de la Rose   ca. 1460.  

8. Two cornett players and one sacbut player accompanying  

a choirboysõ school. (woodcut).  
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The Alta Capella. 

 

The alta cappella could, no doubt, be considered as one of the earliest forms of a wind band. 

Usually, it consisted of a combination of sackbut(s) and shawms. 

 

The SACKBUT   (saqueboute in French) ï turning up in the early 15th century 

- produced all chromatic tones as it consisted of two tubes, one of them sliding 

over the other. At the Burgundian court they were called ñtrompettes de 

ménéstrelsò (minstrel trumpets) to distinguish them from the trompettes de 

guerre (war trumpets)18. The sackbut was combined with the shawm and the 

bombarde to form a wind ensemble that was called alta, referring to the ñloudò 

(literary ñhighò) instruments. In Flemish town bands it will simply be called 

ñtrompeò or ñtrompetteò and the musician ñtromperò ï which makes it rather 

difficult to distinguish them from the town watchers. In Flemish (Dutch) it is 

often referred to as ñbesoeneò or ñboesineò, though the French word ñbuisineò 

refers to a straight trumpet. Yet in 1435 the term bazuin is used in Ghent19. 

This term will later refer to the slide trombone and is also related to the 

German term ñPosauneò. Anyway, the medieval chroniclers did not really care 

about the exact names of the musical instruments (cf. above). 

 

The SHAWM  (chalémie in French, schalmei in Dutch) was 

a double-reed forerunner of the oboe made in several sizes 

(from sopranino to great bass) out of wood and with keys. 

The instrument had a piercing brilliance of tone which 

engendered a great carrying power outdoors. The reed was 

fitted on a conical metal staple. The bore of the instrument 

was also conical. The reed, broader than that of the modern 

oboe, was gripped between the playerôs lips, which afforded 

considerable control over the intonation and dynamics. A 

closely related descendant is the type of instruments used by 

the Spanish cobla bands. Other wind instruments used in 

court music were the bombarde and the trompette de guerre. 

 

 

 

The BOMBARDE  was a bass size of the shawm and took its name from an 

artillery piece of the same name. It was introduced in the second half of the 

14th century and by was quite common by the last decade of that century. It 

was about three inches longer than the shawm and was pitched a fifth lower. 

It is in fact a tenor shawm, in opposition to the descant or ordinary shawm. 

In German it is referred to as a ñPommerò. 

 

 

 

 

 

 

 
18 Originally the term sackbut referred to the straight trumpet, changed into an S shape in the 15th century; more 

or less in the same period it started referring to the sliding trumpet. 
19 Muziek te Gent, anonymous manuscript in Ghent Municipal Archives. 

10 . Shawm.   

11. Bombarde.    
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The TROMPETTE DE GUERRE . 

At the Burgundian Court, the trompette de guerre [war trumpet] was referred to under several 

names called such as ñtrompeò, ñbuisineò, ñtubaò, ñclaronò and ñtrompilleò. It is often seen on 

paintings as a long tube ending in a large bell. In order to make it handier, it was often crooked. 

Usually, they were made out of cupper, but rich cities, such as Bruges, boasted silver trumpets. 

The trumpets were only used at grand occasions. 

Because of their excellence, the Flemish 

court musicians soon boasted an 

international reputation. So, for example, 

did the Brabant shawm player Middach 

travel over one thousand miles to play at 

the court of the Crown Prince of Aragon 

at Barcelona in March 1379. The prince 

was so pleased with Middachôs 

performance that he invited him to stay 

for some time at Barcelona. This caused 

quite some anger and envy with Jan 

Stroman20, another Flemish shawm 

player who had been enrolled as official 

shawm player at the Court of Aragon the 

year before!  Middach played at the 

coronation ceremony of the new King of 

Castile at Madrid in July of the same year. 

The crown prince of Aragon had 

appointed Middach as ñking of the 

minstrelsò (Rey dels ministers) not only                                                                                                                 

in his country but also in Germany and 

France. Middach had been active as a court musician in 

Flanders since about 1364 as was usually referred to as ñConinc 

Middachò (King Middach), leader of the Brabant minstrels. In September 1363 his name is 

mentioned in the financial accounts of the Dutch nobleman Jan van Blois: Middach ende sinen 

gheselle, shertogen pipers van Brabant (Middach and his companions, fifers of the Duke of 

Brabant) had played for ten days in Holland. Yet, Middach remained always the official court 

musician of Wenceslas, Duke of Brabant, even when he played at the court of the King of 

England during the summer of 1368 or when he was active in Aragon in 1379. 

 

The alta band as a combination of shawms (including bombarde) and sackbut was described 

about 1480 by Tinctoris21 as a very common musical group in The Southern Netherlands in the 

fifteenth century.  

 

At the courts of the Count of Flanders, the Duke of Burgundy and other princely courts, in fact 

the leading aristocratic establishment of that time, the war trumpet players ï six or eight in 

number ï accompanied the sovereign whenever he travelled. They blew some fanfares on 

horseback when he entered a town, they introduced important announcements or indicated the 

different parts of a tournament. 

 
20 In Spain he was called Johan Estrumant. 
21 Johannes Tinctoris (Braine lôAlleud  ca 1435 - ?, 1511) was one of the most important theorists of his time; his 

writings ï such as ñDe Inventione et usu musicaeò ca 1484 - are a most valuable source of information about music 

and instruments of the Renaissance. 

    12 . Medieval trumpeters.   
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The straight trumpet, called 

ñLuciaò turned up in Europe 

about 1200 and proved an 

ideal instrument for 

performing military calls. 

Timpani were used as bass 

part accompanying the 

ensemble playing of trumpets. 

Usually the trumpet was a 

long straight or S-shaped 

metal tube provided with an 

embouchure and ending in a 

widening bell; the number of 

notes produced was very 

limited: the series of 

harmonics determined by the 

length of the tube.   

               

 

The presence of trumpeters was a clear sign of distinction for the noblemen and they maintained 

this privilege in order to demonstrate their power. Trumpets and kettle drums (timpani) were 

synonym of pomp and pageantry. The trumpet was used by the nobility as ñtheirò mark of 

distinction and any peer of some importance boasted at least one trumpeter, whereas sovereigns 

had a band of trumpeters at their disposal. No less than 54 trumpeters participated in the 

Procession of the Crowning Ceremony of the French King Louis XI in 1461!  

Those trumpets were probably also combined with other wind instruments, especially shawms 

and bombardes, though the name usually refers to sackbuts. So gradually we had two types of 

wind bands: one consisting of trumpets and kettledrums and another consisting of shawms and 

sackbuts, maybe increased by one or more trumpets. 

In the 14th and 15th centuries the country belonged to the Dukes of Burgundy. Trumpets were 

first of all used to sound the alarm by the watch of fortresses and castles. The famous medieval 

chronicler Froissart22 mentions that when the castle of Thun was taken by surprise by the Count 

of Hainault in 1339: 

 Aussi la gu°te du ch©tel ouµt la frainte et lôaper­ut de sa garde : si fut tout ébahi et       

            commença à sonner et à corner en sa buisine »23. 

 [The castle watch heard the big noise and saw it from his watch tower: he was 

stupefied and started blowing his buisine] 

In 1369 Philip the Bold (1342-1404), son of the King of France, married Margaret, daughter of 

Louis of Male, Count of Flanders, and became thus Count of Flanders in 1384. 

From then onwards, the area belonged to the Burgundian realm. Philip the Bold had a fair 

interest in music. Shortly after his accession in 1363, Philip saw to purchase horns and trumpets 

for the watchmen of his castles: 

ñé for the purchase of a brass trumpet for the turret of the castle of Grignon, to [be] 

blown when the watchman sees men-at-armsò24 

 

 
22 Jean Froissart (Valenciennes, 1337 ï Chimay, ca 1400): French chronicler, poet and novelist. His travels through 

England, Scotland, France and Italy allowed him to write four volumes of « Chroniques » between 1370 and 1400. 
23 Froissart, Jean, Chroniques, Volume I, page 71 (Buchon edition). 
24 Brenet, Michel, Musique et Musiciens de la vieille France, Paris, 1911, p. 6. 

 13. A Tournamen t  ð Miniature by Jean Dreux .  



18 

 

By 1367 the duke had no less than twenty-eight musicians in his service25. In 1368 he engaged 

a kettle-drummer named Henri Baudet and a trumpeter in 1384. He sent his musicians to famous 

minstrel schools, e.g. in Ghent in 1378. Froissart heard the dukeôs wind band when he was part 

of one of the dukeôs travels in 1390:  

 

ñMuch great beauty and pleasure to hear from the resounding trumpets and clarions, 

and other minstrels performing on bagpipes, shawms and timpaniéò 

 

The same Froissart stated that at the siege of Valenciennes26 in 1340, the French brought 

ñmuses, calemelles, naquaires, trompes et trompettesò (bagpipes, shawms, drums, horns and 

trumpets) with them. This could be an evidence of the above-mentioned combination of several 

kinds of wind instruments. 

 

Philip the Bold had organized a musical chapel in 1384, but his son John the Fearless (1371-

1419) disbanded it at his fatherôs death in 1404, but restored it in 1415. He had a trumpet choir 

and also an indoor wind band as proves an order form for a complete set of instruments in 1413: 

the order consists of two shawms, two bombardes ñwith keyò, a contre (the bass to the 

bombarde) and a trumpet ñto be played with the other instrumentsò (probably a slide-trumpet). 

The ducal musicians were often present during the meals of the duke and the duchess and even 

sometimes enjoyed the rare privilege of eating at the ducal table, but usually they merely played 

during dinner. The last payment to musicians during the lifetime of John the Fearless listed six 

trumpeters27. The Burgundian chapel achieved its greatest fame under Duke Philip the Good 

(Dijon, 1396 - Bruges, 1467), Duke of Burgundy from 1419 to 1467. The latter added several 

provinces to Flanders and so laid down the foundation of the ñLow Countriesò. As he resided 

mostly in Brussels and Bruges. Philip the Good was famous for the quality of the entertainment 

at his court, so that he was imitated by several monarchs, such as Henry VIII of England. The 

dukeôs musicians were usually valets-de-chambre (valets) as well and so they could approach 

the duke at any time, buy materials in his name and use the ducal seal. They received a fixed 

salary and were exempt from taxation by the duke. Duke Philips the Good recruited most of his 

musicians from Flanders and The Low Countries. For example, four Flemish musicians, called 

Janszoon were members of the ñaltaò of Philip the Good. For special occasions he gathered a 

great number of specially hired musicians; so e.g. for the arrival of his bride, Isabella of Portugal 

in Bruges 8 January 1430. A witness describes: 

 

 ñet y ot trompettes dôargent bien Vixx (120) ou plus et dôautres trompettes, 

 menestrelz, joueurs dôorgues, de harpes et dôaultres instruments sans nombre, que de 

 force jouer faisoient telle noise, que toute la ville en resonoitò28 

 [more than 120 silver trumpets, plus other trumpets, minstrels, players of organ,  harp  

            and other instruments without number; the power of the music made the whole  city  

            vibrate.] 

 

 

 

 
25 Prost, B., Liste des artistes mentionnés dans les états de la maison du roi et des maisons des princes du XIII°   siècle 

¨ lôan 1500, Archives historiques, artistiques et littéraires, Paris,  1889-90, Vol.1. 
26 Valenciennes is a a city in the North of France, close to the Belgian border, belonging to the Low Countries    

from the 11th until the 17th century. 
27 Vander Straeten, Edmond, Les ménestrels aux Pays-Bas du XIIIe au XVIIIe siècle : leurs gildes, leurs   statuts, 

leurs ®coles, leurs fonctions, leurs instruments, leur r®pertoire, leurs mîurs, etc., Brussels 1878,  p. 46. 
28 Gachard, L.P., Collection de documents inédits concernant la Belgique, 2, Brussels, 1884, p. 65. 
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For such special occasions, Philips the Good attracted the best minstrels from courts all over 

Europe; some were French (Jehan Facien, Antoine Le Blanc), others came from Liege (Jehan 

Carême), were German (Louis Müller, Henri de Donfrist, Thibaut de Strasbourg), Italian 

(Christophe and Donat dôAlbourg) or Portuguese (Jehan de Cordeval, Jehan Fernandez). The 

Duke took most of all an interest in the musicians playing a ñhaut instrumentò (alta), as the ñbas 

instrumentsò were rather confined to the aristocratic ladies. It was only after his marriage in 

1430 that there were ñbas instrumentò players in permanence, whereas he has always had an 

ñalta bandò29!  His court boasted a trumpet choir of five or six ceremonial trumpets, besides a 

wind band identical to that of his father. The court accounts of 1421 list six trompettes de guerre 

and four ñm®nestrelsò (Thibault de Strasbourg, Wanezie, Guillaume Caillet and Henri de 

Houx)30. Those were ñhaut m®nestrelsò belonging to the cappella alta (wind band) which 

preceded the Duke at the marriage of Catherine, daughter of Charles VI, to Henry V at Troyes 

in 142031.  Several miniatures show the Duke on horseback when entering a town, preceded by 

ña great triumph of clairons, minstrels of hauts instruments and buisinesò. The trumpets were 

called trompette de guerre (cf. supra) as they accompanied the Duke on the battlefield. 

However, they preceded him at any solemn occasion. This instrument was straight or crooked 

in an S form. It was often made out of silver and decorated with a banner boasting the Dukeôs 

coat of arms. 

The accounts of 1422 also 

mention Evrard Janson as 

ñtrompette des m®nestrelsò, 

probably the sackbut player 

added to the shawm players 

to form an alta band. This 

five piece court wind band 

was to be found in all 

accounts during the next 

years. There are several 

testimonies of trumpeters 

playing at the sumptuous 

banquets organized for the 

gatherings of the ñOrder of 

the Golden Fleeceò32.  

 

 

 

 

After attending the ceremonies of the Order of the Golden Fleece at Bruges in 1440, Philip the 

Good marched to Church in a solemn procession and the chronicler adds that: 

 ñas to the silver trumpets, clairons, minstrels, and other instrumentalists, they were 

 so numerous that the whole town resounded from their musicò33. 

The trumpets and shawms heard at the Burgundian Court were made in Bruges or Brussels. 

(cf. infra). 

 
29 Wangermée, Robert, Les ensembles dôinstruments ¨ vent au Moyen Age et ¨ la Renaissance in óContributions 

au renouveau du Folklore en Wallonieô, vol V, Brussels, 1971, p. 100. 
30 Marix,  Jeanne, Histoire de la Musique et des Musiciens de la Cour de Bourgogne sous le règne de Philippe le 

Bon (1420-1487), Strasbourg, 1939, pp. 264-265. 
31 Ibidem, pp. 22 -24. 
32 This chivalry order was created by Philip the Good at Bruges in 1429/1430 to gather the nobility. The name 

referred to the mythological Golden Fleece of Jason.  
33 Monstrelet, E. De, Chroniques, ed. L. Douët-DôArcq V , Paris, 1861, p. 302. 

14. Two bombarde and one sackbut player performing at a court  

ball.   Miniature by Loyset Liedet.  
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In 1456, Philip the Good boasted eight 

ñtrompettes de guerreò (war trumpeters) and 

paid the valet-de-chambre and painter Pierre 

Coustain ñpour la fachon de huit longues 

bani¯res pour trompetes de guerreò (for the 

manufacture of eight long banners for war 

trumpets)34. 

The most famous member of Philip the Goodôs 

chapel was undoubtedly Gilles Binchois (ca 

1400 ï1460), born in Mons, capital of the 

actual province of Hainault. Originally a 

soldier, he turned musician and became 

chaplain to Philip the Good, composing mainly 

church music and chansons. 

 

 

 

 

 

Duke Charles the Bold (1433-1477), son of Philip the Good, maintained the chapel. The music 

at his wedding included a ñlong trumpet fanfareò, a motet performed by three shawms and a 

slide-trumpet, and a motet and chanson performed by an ensemble of sackbuts, shawms and 

bombardes.  He added four trumpeters to the ensemble of eight trumpeters left by his father. 

In his ñM®moiresò, the poet and chronicler Olivier de la Marche (Ch©teau de la Marche, 1426 

ï Brussels, 1502) writes that the Duke disposed of 12 ñtrompettes de guerreò (war trumpeters) 

commanded by a chief. Whenever the Duke had to leave, those trumpeters played a ñbastureò 

under his windows at the time of his majestyôs wake up. Thereupon they went, in four groups 

of three, to the four corners of the town or the camp to blow ñsonner ¨ mettre selleò (prepare 

to saddle the horses). Then they gathered again to blow ñsonner ung mot a rentrer au logis du 

princeò (signal to blow when entering the palace), had breakfast at the Dukeôs expenses and 

finally went off again to blow ñ¨ chevalò (on horseback). Each soldier was then supposed to 

arm and report to his chief and ñcornetteò (enseign-bearer). Once more, the trumpeters came 

back to the Duke and at a third trumpet signal, the enseign-bearers and ñescadresò (squadrons) 

assembled in marching order in front of the Dukeôs palace. Just before the Duke mounted his 

horse to give the signal for departure, a very last ñbastureò was blown.35 

 

Charles the Boldôs daughter Mary of Burgundy (Brussels, 1457 ï Bruges, 1482) also 

maintained the chapel of musicians. When she married Maximilian of Austria (1459 -1519), 

the Low Countries went under Austrian rule in 1477. As Maximilian of Austria36 defeated the 

French King Louis XI in 1479, Flanders remained independent from France.   

 

There were also other court bands than those of the Dukes of Burgundy, though the records 

about those court bands are not as well preserved. An entry in the court register of the Court of 

Hainault in 1417 records four minstrels with their ñtrompetteò37; so also here a sackbut was 

added to the shawms (including a bombarde) to form an alta band. 

 

 
34 Marix, Jeanne, o.c. p. 99. 
35 M®moires dôOlivier de La Marche, ®d. H. Beaume et J. dôArbaumont, Tome IV, Paris, 1861, p. 70 -71. 
36 His court music is lavishly illustrated in the famous ñTriumph of Maximilian Iò, a series of 137 woodcuts. 
37 Pirro, André, Histoire de la Musique de la fin du XIV° siècle à la fin du XVI° siècle, Paris, 1940, p. 88. 

15. Philip the Good preceded by trumpeters  

welcomed at Dijon ð Miniature . 



21 

 

The surviving records and archives of the courts cannot match those of the towns. Sometimes 

we learn a lot about court bands by reports in town archives. 

 

A nice illustration is to be found in a painting ñafter Van 

Eyckò portraying a scene at the court of the Duke of 

Burgundy, preserved at the Museum of Versailles. An alta 

band of four musicians, three shawm players and one sackbut 

player, is to be seen. One of the shawm players is standing 

aside, holding only his reed in his mouth. The painting is 

made in 1430-31 by an imitator of Jan van Eyck. The original, 

attributed to van Eyck, was kept at the Prado museum in 

Madrid, but lost about 1608. This a 16th century copy. The 

same type of alta capella was to be found with the town bands 

(cf. infra). 

 

 

 

 

 

 

 

D.  MUSIC FOR THE CITIZENS IN THE TOWNS. 

 

Gradually, several Flemish cities such as Bruges, Ghent, Ypres and Brussels knew flourishing 

periods. They were among the most vigorous centers of commerce and industry and had both 

the wealth and the inclination to provide ample support for music, which could be called 

burgerlijk (bourgeois) as opposed to the ñcourtlyò music. The tradition of Stadtpfeifer (Town 

Pipers) dropped in from the neighboring German territories. From the 14th century onwards, 

most of the Flemish  and Walloon cities of any importance, boasted their own ómunicipalô 

musicians called Town Pipers; in fact, they were municipal minstrels. They were active as Town 

Watchers38 on one of the cityôs towers, usually the belfry or church tower, and sounded the 

alarm and ñblew the hoursò and curfew.  

 

The Ypres municipal accounts of 1538 mention: 

 

 ñDen vier scalmeyers deser stede, voor zekeren extraordinairen dienst ghedaen int 

 houden van der ghete up tbeelfroot dôorloghe gheduerende ende andersinsé 

 [to the four shawm players of this town, for having performed certain extraordinary 

 services by keeping watch on the belfry, during the war and otherwise..] 

 

In the same accounts, one year later, we read: 

 

 ñColaert Guillet ende die andere zyne medeghesellen userende tspel metter 

 scalmeyen, van alle nachten up tbeelfoort van deserstede guet gehoudenéò 

 [Colaert Guillet and his other companions playing the shawms, for keeping watch 

 every night on the belfry of this town] 

 
38 In England they used to be called ñcity waitsò. 

16. A party at the time of Philips the  Good  

(Pupil or imitator of Jan van Eyck).  
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The denomination of wachter (wait, tower watch or 

guard) was common in the 14th and 15th centuries. 

In Bruges, for instance, they kept watch on the 

belfry of the hallò, the municipal hall, called 

halletoren, a term also used for other belfries, 

among those the belfries of Kortrijk, Ghent and 

Ypres. The Bruges municipal accounts for 1368-69 

speak of ñden wachters up de halleò and ñden 

wachters van der halleò39. In 1382 they were three 

in number in Bruges and we know their names: 

Pieter van der Piet, Jan Erkelboek and Willem 

Scromanne. As they were referred to as musicians 

who ñtrompten en pepenò (blew the trumpet and 

played the shawm) we can assume that they also 

played as an ñalta capellaò. 

 

 

 

 

 

 

 

 

 In 1389 the municipal accounts mention: 

ñDen trompers ende pipers van der halle te  verdrinckene in hoveschede versworen 

maendagheò 

[ - paid to ï the trumpeters and pipers in order to have a drink in a fashionable way 

 on the  Monday of the annual fair] 

 

On the other hand, they also formed musical ensembles providing the music at official banquets 

and celebrations and at festive religious celebrations in the churches or religious processions in 

honor of religious festivals.  There were several designations for these town minstrels: tromper, 

piper, scalmeyer and wachter in Flemish (trumpet/horn blower, piper, shawm player and 

watcher (tower guard). In 1457 they were called ñmenestrelen van der stedeò (town minstrels)40. 

The town ensembles were similar to the Court ensembles and there was a kind of interaction 

between the two professions. Also in the towns, we had trumpet ensembles and on the other 

hand shawm and sackbut ensembles, sometimes augmented by trumpets. 

In certain towns the combination of shawms and trumpets were the rule rather than the 

exception. The municipal accounts of Mons in 1342 mention a group of ñchalumeau et buisineò 

(shawm and trumpet).41  

Even drums were sometimes added to the shawm band as the town accounts of 1377 indicate, 

concerning the "ommegang": 

 III tromperen, III pijpers, I bommeneer en I accare 42 

 [3 trumpeters, 3 shawm players, 1 drummer and 1 nakkar player] 

 

 
39 Gilliodts van Severen, Louis, Les ménestrels de Bruges in óEssais dôarch®ologie brugeoiseô, 1912 II, p. 34.  
40 Gilliodts van Severen, Louis, o.c., p. 44. 
41 Leopold Devillers, Essai sur lôhistoire de la Musique ¨ Mons, p. 10. 
42 Aerde, Raymond Van, Les ménestrels communaux Malinois et instrumentistes divers, établis ou de passage  à 

Malines de 1311 à 1790.  

17. Tower watch.  
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Several paintings, especially representing ommegangs, give evidence of the use of drums in 

combination with the other current wind instruments (cf. next chapter). 

The Flemish town of Ypres can take pride in possessing the oldest references to town minstrels; 

these go back to the last decade of the 13th century. In 1313 the town musicians of Ypres have 

their own music-school, Bruges was to follow five years later. In 1429 and 1432 the Ypres 

municipal accounts again mention this minstrelsô school. Philip the Bold sent his minstrels to 

the Ghent minstrelsô school in 1378. The minstrels of the Duchess of Burgundy (the wife of 

John Without Fear) attended a minstrelsô school at Oudenaarde in 1409 as proved by the 

municipal accounts of that town: 

 ñGhegeven, den achtersten dach in maerte, mer vrauwen menestruele van 

 Bourgognen, doen sy quamen van der scholeéò 

 [Given the last day of March, to the minstrels of our Lady of Burgundy, when they 

 came back from school.] 

There are also references to minstrel schools in Mons [1421] and Brussels [1442].We can 

assume that these schools were necessary whenever there were vacancies for the job of town 

musician, as the Ypres accounts of 1427 mention a series of payment to hired minstrels for 

different civic and religious festivities: 

 ñDen Trompers ende pijpers huerliedere vyfste ghehuert in de Assencioensmarkt, te 

 dienenéò 

            [the trumpeters and fifers hired their fifth member to play on the occasion of the 

 Ascension market] 

The temporary employment (hiring) of external minstrels or town musicians continued in the 

Ypres during the 15th century; many of those came from the nearby town of Lille (France). 

Those Town Pipers were not only playing almost daily in front of the town hall, but weekly on 

market days and regularly at fairs and fêtes; they welcomed important visitors and serenaded in 

front of their residence. In 1392, the ñpipersò of the Lord of Halewijn (Halluin) played at the 

annual fair in Kortrijk.43 Their duties and rights were officially led down in contracts between 

the musicians (watchmen) and the town council. 

 

After the example of the numerous sovereigns, princes, counts, dukes, prince bishops etcé, 

and in order to bear out their power, the cities also wanted their own parade trumpeters, or at 

least a group of  ñhigh (loud) instrumentsò consisting of shawms, bombardes and sackbuts. 

Those municipal minstrels (even their designation was copied from the courts) were dressed in 

livery and their instruments were embellished with banners embroidered with the cityôs coat of 

arms.  

The Ypres municipal accounts of 1428 mention a payment of the textiles used for such pennons: 

 ñOmme de pingjoenen van trompers en pipers, drie elnen samijts é, XIJ elnen 

 fryngen é; Franche Den Wichtre, van makene ende te stoffeirne alsoo behoort, éò 

           [for the pennons of the trumpeters and pipers, three-yard cloth (samit)44 é, 

 12-yard fringes é; to be made and fashioned properly by Franche Den Wichtreé],  

Also the Ghent municipal accounts of 1406-1407 mention a payment for similar banners: 

 Van v grote trompers pingoens te maken van der stede wapens ende van de pipers 

 pingoensé 

 [to make 5 trumpet banners with the municipal coat of arms and banners for the 

 pipers.] 

The town musicians of Oudenaarde received some new outfits for the procession of the Holy 

Sacrament in 1409 as the Oudenaarde municipal accounts state: 

  

 
43 Potter, Frans De, De Geschiedenis van Kortrijk, vol. 2, p. 240. 
44 Samit is an oriental cloth composed of six colored threads, a kind of brocade. 
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ñDen pipers, arpeneers, en de gone die de torchen droughen voor thelighe Sacrament, 

vijf paer anscoen, te XVJ deniers tpaer,é Jan Bollaerde, van VIJ hoeden omme de 

pipers, arpeneers ende cnapen die de torchen drouhghen..ò 

 [to the pipers, harp players, and those who bore the torches next to the Holy 

 Sacrament, five pairs of gloves, at 15 deniers a pair, é Jan Bollaerde, for five hats  

 for the pipers, harp players and the boys who bore the torches..] 

 

The trumpet players received annually a new costume made of cloth, decorated with a gold-

plated silver badge with the municipal coat of arms, as we read in the municipal accounts of 

Oudenaarde in 1412. And as mentioned above, they played exactly the same role as the 

minstrels did at court. They actually did not read music, but practiced a collective improvisation 

on a given tune. The richer the town, the greater the resources at the disposal of music. Ghent 

was such a rich city with many  prosperous guilds and corporations. In the early 15th century, 

the Ghent town musicians were mentioned as ñde wachtre op st nic torreò, meaning the waits 

on the tower of Saint Nicholas Church. In 1389, the Gent municipal accounts mentioned that 

ñSymoen de Reutre ende sijn gesellenò were paid for playing the trumpet and blowing the 

shawm in Tournai. This is the oldest reference to a town band in Ghent. We learn more about 

the performances in Tournai in the Ghent town accounts of 1413-14, in which we discover that 

Ghent town musicians participated in the annual ñF°te de Notre Dameò, the celebration of Our 

Lady at Tournai: 

 Item ghegheven iiij trompers en Pieter de Keyser, Jan de pipe, Andries de pipe en 

 Coppin de wachter van haer dienst ... te Dornick. 

            [Item given to four trumpet blowers and Pieter De Keyser, Jan the piper, Andries the 

 piper and Coppin the watchman for their performance é at Tournai.] 

 

So, we know the town band consisted of one trompe (sackbut !) and three shawms. 

Indeed, the shawm (or should we say wind) band had its origins in the Middle-Ages from the 

twelfth century onwards, but attained its most flourishing state in the fifteenth century. 

Four years later, we read again about a similar payment for a participation in the Tournai 

religious festival: 

 Item bet. Trompere Pieter De Keyser en de pepers van de stad. 

 [Item paid to the trumpeter (sackbut player ?) Pieter De Keyser and the town pipers.] 

In case of danger or serious threats, each guild changed into an armed militia, led by trumpeters. 

Froissart (cf. above) gives a brilliant description of them at the siege of Calais in 1347.  

 

The town musicians were also very active when the town welcomed very important guests, so 

they were present at all ñtriumphal or grand entriesò of the successive sovereigns in the Flemish 

towns.  When the Count of Flanders visited Ypres in 1326, he was welcomed by the town 

magistrate accompanied by six minstrels.  

Time and again Froissart mentions wind music, heard at the reception of the Duke and Duchess 

of Burgundy, after the siege of Tournai in 1385: 

ñles trompettes, clarons et m®n®strels de toutes mani¯res dôinstruments commenc¯rent 

¨ jouer et sonner tout ¨ une fois que côezstoit chose plaisante et m®lodieuse ¨ ouyrò45. 

[the trumpets, clairons and minstrels with all kinds of instruments, started to play and 

sound at the same time, which was a most pleasant and melodic thing to hear.] 

When the Duchess of Burgundy paid a visit to this town in 1393, her son Philip danced to the 

sounds of trumpets in the city hall. 

 

 
45 Kervyn de Lettenhove, M., Fragment inédit de Froissart in óBulletin de lôAcad®mie royale de Belgiqueô   (1868), 

band XXV, p. 57. 
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In Damme, the town musicians welcomed Duke Philip the Good at his grand entry in 1423 as 

we read in the municipal accounts: 

 ñBetaelt Jan Hooft ende zine ghesellen, van dat zy voor minen vorseiden heere 

 (hertoghe van Bourgoendien) trompeden, als hi quam in de stede, xxiiij st.ò46 

 [Paid to Jan Hooft and his companions, because they blew the trumpet for my above- 

 mentioned lordship (duke of Burgundy), when he came to this town, 24 stivers] 

 

At her arrival at Bruges 8 January 

1430, Isabella of Portugal was 

welcomed by seventy-six trumpeters, 

heading the procession winding its 

way through the streets of the city!47 

The average size of a town band (wind 

ensemble) was a four-member band 

consisting of two shawms, one 

bombarde or tenor shawm and one 

sackbut. Occasionally there were 

more extensive organizations, such as 

the one under contract in Ghent in 

1430 which consisted of no less than 

sixteen sackbuts, three trumpets and 

eighteen shawms. 

 

 

 

 

 

In addition to performing the usual watch duty, municipal fairs etc., the town musicians were 

also supposed to perform at the annual ñOmmegangò, originally a religious procession, 

gradually also getting a more civic character. 

In the Antwerp municipal accounts there are several mentions of town musicians being paid for 

their participation in those (religious or civic) processions. In 1324, an important sum was paid 

for the twenty-seven ñtrompenerenò (trumpeters) who had played in the procession. In the 

1398-99 accounts of the same city there is an expenditure in favor of  

 ñden menistrelen, trompers, pypers ende alrehande menistrelen die metten 

 processien gingen ende haer spel ende conste daden en toendenò 48. 

 [the minstrels, trumpeters and fifers and all kinds of minstrels who had participated 

 in the procession and had done their playing and shown their tricks]. 

 

In August 1405 the annual kermis [fair$) attracted a great number of musicians as there were 

no less than seventeen companies of bands totaling some sixty musicians. In the evening, before 

they were paid, they performed several pieces of music during a serenade in front of the town 

hall, while the officials gave them wine to drink49. 

They also participated in the religious festivities as the municipal accounts of Damme of 1423 

illustrate: 

 

 
46 Vander Straeten, Edmond, La Musique aux Pays-Bas avant le 19° siècle, vol IV, Brussels 1867 - 88, p. 261. 
47 Bowles, Edmund A., Musical instruments in civic processions during the Middle Ages, p. 152. 
48 Burbure, Léon de, De Antwerpsche Ommegangen in de XIVe en XVe eeuw, Antwerp 1878, page 11. 
49 Vander Straeten, Edmond, Les Ménestrels aux Pays-Bas du XIIIe au XVIIe siècle, Brussels, 1878, p. 132. 

18. Musicians in front of the church  

Flemish miniature.  
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            ñBetaelt Jean Hooft ende zinen gheselle, van dat zy trompten in die vier paessche 

 daghen, achtervolghende den houden costumen, also men gheploghen heift, xxiiij 

 st.ò 

            [Paid to Jean Hooft and his companions, because they blew the trumpet during the 

 four Easter days, upholding the old tradition, as has been the custom, 24 stivers] 

The municipal cash book of Geraardsbergen of 1430 states: 

 ñbetaelt den pipers ende trompetten van minen here van Boelaer die piepten  en 

 trompten in de vrijheid van de kermesseò.50 

 [paid to the pipers and trumpeters of my lord van Boelaer who played on fifes and 

 trumpets at the annual fair]   

And also, that same year: 

ñItem ghegheven den pipers ende trompetters van minen here van Boelaere te haren 

nieudagheéò51 

 [also paid to the pipers and trumpeters of my lord van Boelaer on New Yearôs Day] 

It should be stressed that the music of the shawm band or ñalta capellaò is non-existent as the 

group of musicians actually improvised! As Keith Polk rightly states: ñIt was obvious that those 

musicians were trained in oral tradition. Techniques were passed from master to student in a 

private and even deliberately secretive fashionò52. 

 

We also have a fine description of the test the candidate town pipers had to pass as it happened 

in Mechlin in 1433-1434. The first recorded payment for town musicians in Mechlin dates from 

1400, though the municipal accounts of 1311-1312 already mention a watcher both on the Saint 

Rombautôs and the Our Ladyôs Church towers.  Some thirty years later, an ad hoc commission 

was set up to hear the playing of the candidates and afterwards report to the mayor and 

aldermen. A commission settled in the garden of a monastery in the neighborhood of the Saint 

Rombautôs church tower and, while drinking many glasses of wine, listened to the performances 

of some trumpeters applying for the job of óTown Watcherô. The municipal accounts recorded 

the expenses of the drinkséòdoen men den jonghen wachter hoirde pijpen ter mijnder 

bruedernò (while they were listening to the piping of the young watcher at the monksô 

monastery). In 1400 payment was made to ñCoene de piperò, watchman on the tower of the 

Church of our Lady53. 

In Mechlin in 1380-81 a band played ñmet scalmeyen en met bombardenò54 (with shawms and 

bombardes). About 1410 two wind bands were active in Mechlin; ñSyncke en III ghesellenò 

(Syncke and three companions) and ñvan Overijssche en sine ghesellenò.55 In the municipal 

accounts of 1417-1418 we read: 

 ñSeynke en IIII pipers dieé de merct vrede bliesenò.56 

            [Seynke ï a tromper ï and 4 pipers paid for playing the opening of the market] 

Typical for Mechlin was that the town musicians played on the tower of the Saint Rombaut 

Church during the Holy week from the 14th century up to 1466 and since 1408 also from the 

tower of the Our Lady church. The ommegang on the Wednesday of the Holy week attracted 

numerous musicians: in 1391 the town officials paid 190 musicians, in 1408 they paid 168 

musicians and in 1419 no less than 215. 

 

 
50 Kerckhoven, P.J.M., Van, De Gilden te Geraardsbergen, 1971, p. 104. 
51 Godfroid, Marcel, Kroniek der Koninklijke Fanfare Sint-Cecilia Geraardsbergen, Geraardsbergen, 1984, p. 22. 
52 Polk, Keith,  Flemish wind bands in the late Middle Ages, Ann Arbor, 1968, p. 3. 
53 Aerde, Raymond van, Musicalia, Notes pour servir ¨ lôhistoire de la musique, du th®©tre et de la danse ¨   

Malines, Mechlin, 1921, p. 17. 
54 Ibid., p. 11. 
55 Ibid., p. 24. 
56 Ibid., p. 28. 
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On the first Wednesday after Easter, from 1368 on, the so-called Procession of Peace took place 

in Mechlin; trumpeters and shawm-players performed from the church tower of Saint Rombaut 

in the evening as the procession passed below. The following day, an enormous gathering of 

over 100 minstrels participated in the procession: besides players of viol, guitar and lute, there 

were also players of shawm, bombard, crumhorn, cornett, trumpet and drum. In 1385 there were 

13 trumpeters and 84 minstrels, while by 1414 the number had been increased to 24 trumpeters, 

58 pipers and 120 string-players. 

It was also thanks to the municipal accounts of 1433-1434 of Mechlin that we know that town 

pipers wore  silver or even gold medals and decorations. They were very valuable and so a third 

person stand surety for those medals to be sure that they were handed back at the end of the 

office term. Those insignia and badges were manufactured by a silver- or goldsmith at the 

expenses of the town council. The same Mechlin municipal accounts of 1433-1434 mention 

that silversmith Mattheus received a huge amount for four of those richly decorated insignia of 

office57. In the very same accounts, a musician named Grelkaar was called ñpiper van de stadò 

(piper of the town), whereas, one year earlier he was referred to as ñwachter op de torreò (wait 

on the tower). This, once more, proves that watchmen also performed in the municipal alta 

banda or wind band. The same accounts also mention: ñJustyn den piper, van de bombardenò58 

. 

 

Again and again in the same Mechlin accounts, we read an interesting detail about blankets, 

indicating that during their watch period, the waits also slept on the watch tower, either belfry 

of church tower. 

 It. Ghegevene é slaeplaken é voir den nuwen wachter, te weten de derde piper.59 

 [Item given é blankets ... for the new watchman, namely the third piper.] 

 

In 1440 the city provided Janne Gilliots and the three pipers or watchmen ñslaeplakenenò 

[blankets] for ñhaer slaepkamerò [their bedroom) in the tower.60] 

In this connection we refer to the interesting study by Godelieve Spiessens about the hut of the 

trumpet blowers on the tower of the Antwerp cathedral (Church of Our Lady)61. 

Still in Mechlin, in 1468, town trumpeter Jan Gilots behaved very reprehensibly when, urged 

by financial difficulties, he brought his silver trumpet to the pawnbrokerôs. Apparently, he was 

not able to pay in time the money received for the pawned badge of office, so the municipality 

saved its property by paying back the borrowed sum and the accounts state:  

òbetaelt den lombaerde van Mechelen, van eene broke die Jan Gilots, trompetter, aldaer 

gheset hadde comt op 25g.ò  

[paid to the Mechlin pawnbrokerôs shop for a pledge by Jan Gilots, trumpeter, for an 

amount of 25 florins.] 

 

A striking feature of the alta band musicians, both at court and in towns was the great stability 

of personnel. Thibault de Strasbourg was active as a musician at the Burgundian court from 

1416 to 1450. Bands of three, four or five the same musicians playing together for more than a 

decade were the rule rather than the exception. Sometimes the profession was passed on from 

father to son or several family members entered into the profession. 

 
57 Aerde, Raymond van, Les ménestrels communaux Malinois et instrumentistes divers, établis ou de passage  à 

Malines, Mechlin 1911, p. 12, foot note 1. 
58 Aerde, Raymond van, Musicalia, Notes pour servir lôhistoire ¨ Malines, Mechlin, 1921, p. 38. 
59 Ibidem, p. 38. 
60 Ibidem, p. 45. 
61 Spiessens, Godelieve, Op zoek naar het voormalige Trompettershuis op de Antwerpse O.L.Vrouwentoren in 

óAntwerpenô, 1986 nr.1, pp. 17-25. 
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E. THE REPERTOIRE.  

 

The repertoire played by the court and town musicians performing in group on wind instruments 

has disappeared in the course of time. The wind music heard by kings, princes, bishops and 

counselors at their banquets, as well as the music the people heard at processions and public 

ceremonies can only be roughly imagined with the help of still surviving very old traditional 

folk music on the one hand and that of the preserved religious polyphonic music on the other 

hand. However, the scarce medieval written music, the pictorial testimonies and the 

descriptions in poems, travel accounts and similar written sources clearly indicate that this 

music consisted of several parts. 

The 16th century polyphony with its, mostly vocal, masterpieces (masses, motets, chansons, 

choralsé) was produced by a small musical elite, which was familiar with writing and reading 

music. In the Middle-Ages, however, even most of the professional musicians were not familiar 

with the elementary musical theory. There is no pictorial representation of a musician standing 

at a music stand. As the medieval musicians were active in all social areas, in churches, courts, 

palaces and in the streets, one can wonder what and how they played without any written music. 

The (wind) instruments and their combination into ensembles ï whether or not with a standard 

instrumentation ï allowed performing many-parts music.    

After the period of the Crusades, the musical instruments had developed in number and quality, 

allowing a richer musical power of expression. Competitive struggle and rivalry obliged both 

the travelling musicians and the court musicians to learn to master more and more musical 

instruments. This allowed several combinations, though we must admit that instrument families 

were more frequently to be found with stringed instruments and even with (Asian) percussion 

instruments. Yet, as mentioned above, several trumpeters played together, with or without 

kettledrums, and cornetts, sackbuts and different shawms also combined into ensembles.  

Duke Philip the Good of Burgundy (cf. above) boasted in 1449 a court orchestra consisting of 

five ñtrompettes de guerreò, one ñtrompette de ménestrelsò, three not further specified 

ñménestrelsò, one ñroy des ménestrelsò, and two ñjoueurs des bas instrumentsò. Those twelve 

musicians played several musical instruments, allowing all kinds of combinations. 

Both the court and the outdoor music were largely improvised, appealing strongly on the 

musiciansô skill and flexibility. 

 

 

F. MANUFACTURE OF WIND INSTRUMENTS . 

 

Since the Middle-Ages, the wind instrument industry in the (now Belgian) area was rather 

important. Foreign courts and cities came to Belgium to purchase wind instruments. Each town 

had its musical minstrels playing on public squares on weekends and festive days, at fairs, 

tournaments, banquets, weddings, processions (both civic and religious). A watcher blew the 

hours and also the fire or war alarm on the church or belfry tower. At triumphal entries, all 

minstrels, municipal and independent alike, gathered and played together to add luster. The 

wind instruments used for all these open-air performances were the shawm, the bombarde and 

the trombone. Shawm and bombarde were wooden instruments with a pirouette on which a  

double reed is adapted, the bombarde being larger.  Other instruments played by the town 

musicians were the crumhorn, the cornett. According to Grove, the trombone as an advance on 

the Renaissance slide trumpet, was possibly first produced by Flemish makers who supplied 

wind instruments to the court of Burgundy.62 

 

 
62 The New Grove Dictionary of Music & Musicians, edition 1995, volume 19, p. 166. 
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There are some traces of manufacturers of wind instruments, although historians are more 

interested in organ and violin makers. In the second half of the 14th century, the city of Kortrijk 

(Courtray) was famous for its instrument makers. 

The musician Ansken, in the service of Jean II de Châtillon, residing in Holland, was sent to 

Kortrijk to purchase new pipes (ñpipenò). This long journey was only to justify by the reputation 

of the Kortrijk instrument makers. The accounts of de Châtillon of 1370-1371 mention: 

 ñIn die selve weke was Ansken, onse piper, ghereden te Cortric, bi mynsheeren 

 bevelen, om nuwe pepen te coepen..ò 

 [that same week, Ansken, our piper, rode to Kortrijk, at my lordôs command, to buy 

 new pipes...] 

 

A manufacture of trompes (trumpets, cornetts, sackbuts ?) was mentioned in Tournai in the 15th 

century. Usually, those instruments were made by turners or coppersmiths as there were hardly 

any technical devices. Those old instruments never wear the name of the maker, at the most a 

distinctive mark which does not help to identify the maker. Real musical instrument brands will 

only come into existence in the 18th century.  

In Bruges Pierre (Pieter) De Prost, musical instrument maker, delivered in 1413 five woodwind 

instruments ñboth bombardes and shawmsò to John the Fearless, Duke of Burgundy for his 

company of minstrels at his court in Lille. De Prost was called ñtourneur dôinstruments pour 

m®nestriersò [maker of instruments for minstrels] which indicated the preference of the Duke 

and probably the skill of the craftsman as well.  

In 1423 the Burgundian Court paid him 14 ®cus for 2 ñbombardes à clefò (keyed bombardes), 

1 contre and two chalemies and 10 écus for a trumpet63. A similar sale happened on 21 May 

1425 when Pierre de Prost delivered five new instruments and one trumpet to Henri du Houx 

and Jehan Caillet for the same price. 

In 1415 Jacques Vanden Castiele, simply called ñmarchandò (merchant or trader) supplied 

the same Duke with twenty-four hunting horns to be used in his land of Burgundy. This Vanden 

Castiele was apparently a dealer of musical instruments64. Still in Bruges, a certain Louis Willay 

delivered in 1426 to Duke Philip the Good, at the price of thirty-one pound four cents (about 

433 gold francs), four bombards, four douçaines (dulzaina or dulcian, predecessor of the 

bassoon) and four flutes, as present for Nicholas III, marquis of Ferrara. 

The purchase of instruments in fours suggests fixed consorts. 

In 1439 a certain Hennequin Haulx, a Brussels musical instrument maker delivered five wooden 

instruments to the minstrels of the Duke Philips the Good. Among those two ñtaillesò with one 

key and two shawms. The total amount matched the price of a silver trumpet sold at that time 

by Pierre de Prost, instrument maker at Bruges. That very same year, Jehan Touraine, 

manufacturer of hunting horns, delivered five of these instruments to the Duke. 

In 1441 Pierre Bogaerts is mentioned as ñtrompettenmakerò (trumpet maker) in Antwerp. 

In 1444 a Brussels horn (ñtrompeò) maker called Jean de Thouraine sold five hunting horns and 

so did Henry Van der Moer in Mechlin since 1447. 

 

The Flemish shawms and bombardes were renowned since the end of the 14th century. In 1388 

musicians from the court of Aragon were sent to Flanders to purchase instruments ñde la novella 

guisaò (of the new kind).  

 

 

 

 
63 Marix, Jeanne,  o.c., pp. 102-103. 
64 Vander Straeten, Edmond, Les Ménestrels aux Pays-Bas du XIIIe au XVIIIe siècle, pp. 208-209. 
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19.  A tou rnament on the Brussels Market Square in 1569 ð Drawing by Hogenberg . 
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II. THE RENAISSANCE (1450 ï 1600). 
 

The ñLow Countriesò, consisting more or less of the actual Netherlands, Belgium, Luxemburg 

and the North of France (down to Arras)65, boasted a certain kind of autonomy on cultural, 

economic and political level. Although one can hardly speak of an inviolable and lasting united-

state, yet those regions belonged together in the 15th and 16th century for quite some time under 

the successive dynasties of Burgundian Dukes and Austrian and Spanish Habsburg sovereigns. 

It was a most glorious period for the óBelgian areaô which hosted the Great Masters of 

Polyphony. It really was an exceptional period during which sovereigns, princes, bishops and 

scholars all over Europe called on (Belgian) musicians from ñThe Low Countriesò. 

Between 1450 and 1500 the following Masters of Polyphony Gilles Binchois (Mons ca 1400 ï 

Soignies, 1460), Johannes Ockeghem (Dendermonde, ca 1420 ï Tours (F), ca. 1495), Jacob 

Obrecht (Bergen-op-Zoom, ca. 1451 ï Ferrara (I), 1505) and Johannes Tinctoris (Braine 

LôAlleud, ca. 1435 - ?, 1511) lived and worked in our area. 

The so-called ñSecond Burgundian Periodò (1500-1600) is known as the Golden Age of 

Polyphony. We should mention the masters Adriaan Willaert (Roeselare, 1490 ï Venice, 

1652), Roland de Lassus (Mons, 1532 ï Munich, 1594), Philippe de Monte (Mechlin, ca. 1521 

ï Prague, 1603) and Clemens non Papa (Middelburg, ca. 1510 ï Diksmuide, ca. 1556). 

 

In this period the musical practices of the Middle Ages were continued and wind music was 

still to be found in the army, in the churches, at the courts and in the towns.  

At first we still had the "Haute Musique" (S shaped trumpets, trombones ï called saqueboutes/ 

sackbuts, chalumeaux/shawms and bombardes) on the one hand and ensembles of trumpets and 

timpani on the other hand. However, many medieval instruments were replaced by new ones, 

mostly used in families of different sizes of the same instrument. Those families of instruments 

were called ñconsortsò and as they gathered more similar instruments of one family, they had a 

more homogenous sound. Consorts of wind instruments continued the tradition of the medieval 

ensembles of wind instruments (e.g. the trumpet choirs).  

Some new instruments being frequently used from 1500 onwards were the cornet à 

bouquin/cornett (a wooden trumpet covered with leather), recorders (of various sizes), slide 

trumpets and cromornes (double reed instrument in the shape of a giant smoking pipe66). It should 

be pointed out that this kind of music would nowadays be considered as chamber music, because 

of the restricted number of players in those ensembles called ñconsortsò67 in the Renaissance.  

 

Traditions continue and so kings and other sovereigns still had their own wind ensemble. An 

extremely important episode in the history of wind music is to be found in France under the 

reign of François I (1494-1547)68, who encouraged the Renaissance and especially the 

composers and musicians. This King expanded the musical organization at court or the royal 

chapel and thus separated the chapelle, the chambre and the écurie. The latter consisted of de 

ñinstruments hautsò (brass, woodwind and violins) but also boasted a group of five fife players 

and six trumpeters called ñLes Fifres et Trompettesò and another group of shawm and sackbut 

players.  

 

 

 
65 The Counties Flanders, Artois, Hainault, Holland and Zealand, the Duchies Brabant, Limburg and     Luxemburg 

and the Domain of Friesland. 
66 The crumhorn was a kind of large shawm, also in 4 sizes: superius, alto, tenor and basse. It had six, seven   or    

eight finger holes and was played with a reed. It could be considered as the predecessor to the basset   horn. 
67 From the Latin word consortium. 
68 François de Valois (Francis I) was King of France from 1515 to 1547. 



32 

 

This ensemble was to become in 1580 ñLes Grands Hautboisò under the reign of King Henri 

IV and then consisted of shawms (gradually becoming real oboes), hautes-contres (alto 

shawms), tailles (tenor shawms), cornet à bouquin (cornett) and sackbuts (playing the part of 

bass taille). This ensemble will become very important under King Louis XIV, who also at 

some time will invade and conquer the ñLow Countriesò.   

In the early Renaissance however, the area that was later to become Belgium, was part of the 

realm of the Dukes of Burgundy. 

 

 

A. MILITARY MUSIC.  

 

All sovereigns still employed trumpeters and kettledrummers, not only as a status symbol or 

essential part of the pageantry connected to their public life, but also as vital part of their army. 

Both instruments, trumpet and kettledrum, had already had a long history before the latter were 

brought to Europe as war trophies by the Christian troops, after East and West had met during 

the turmoil of the Crusades. Since then, trumpet and kettledrum remained associated with 

sovereigns and knights. In the armies they remained almost exclusively the prerogative of 

cavalry troops. For many years, the capture of the kettledrums (and kettledrummers) was one 

of the highlights of numerous battles. Trumpets and timpani were linked to cavalry units, 

whereas the side drum and horn (or any kind of natural trumpet) was linked to the infantry 

troops. In the course of the late 15th century Swiss soldiers spread all over Europe to be engaged 

as mercenaries; they spread a new custom, namely that of drum and fife playing to be in step. 

This phenomenon is already related in a report on the taking of the city of Aarschot in Brabant 

in 1489: the Swiss boasted ñgros tamboursò [big drums], accompanying ñle cry fort soubit et 

espoentableò [their sudden and horrible shouting]69. 

The Swiss had developed a new battle array having their troops marching in close order and to 

this effect they had replaced the usual horns and trumpets by a new kind of military music: the 

combination of fife and drum. The drum had two drumheads, one of them having snares, and 

was beaten with two drumsticks. The fife was a side-blown, high-pitched flute. The marriage 

of both instruments proved to be quite efficient, combining the sonorous and piercing tunes of 

the fife with the loud and dark sound of the drum. Anyway, the Swiss mercenaries and their 

musicians made quite some effect and when, many decades later, they left, their fifes and drums 

remained. They were soon adopted by the local infantry troops, were also to be introduced into 

the town wind bands and even became part of popular music in the countryside. The Germans 

also adopted the combination of ñQuerpfeifeò (fife) und ñTamboursò (drums) and these 

instruments were linked to their ñLandsknechtò or ñlansquenetò troops in the 17th century and 

these mercenaries were also active in The South Netherlands (cf. next chapter). 

 

An early example of this ñLandsknechtò music is the March of the Lansquenets at the time of 

the Peace of Cambrai (1529). This peace treaty was signed by Margaret of Austria, representing 

her nephew Charles V and Louise de Savoie, representing her son François I; hence the name 

ñPaix des Damesò (The Ladiesô Peace Treaty). It stipulated that Charles V abandoned his claim 

on Burgundy. Cambrai was part of the South Netherlands and was only incorporated with 

France in 1678!  This march was written for fifes, shawms, trumpets and drums. 

 
69 Molinet, Jean, Chroniques, edited by. G. Doutrepont et O. Jodogne, Tome II, Brussels, p. 129. 
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Another reference to fifers and drummers of the lansquenets is to be found in a song about the 

battle near Sittard70 on 24 March 1543; the 10th stanza of this song reads: 

            Se schlogen eren Schlacht orden an 

 Pipen en Trummen gengen allarm, 

 ĂTret an, gy frommern Landsknechteñ 

 De Trumpener bleisz syn Ruytern an: 

 Taratam, Taratam, Tara vechtenñ 

 [They beat the battle order 

 Fifes and drums beat the alarm, 

 ñStep forward you courageous lansquenetsò 

 The trumpeter blew for his cavalrymen 

 Taratam, Taratam, Tara fight.] 

 

This martial song illustrates, once more, that fife and drum belonged to the infantry, whereas 

the trumpet was used in the cavalry. 

 

Margaret of Parma (cf. infra), governess of The Netherlands, was confronted with a 

compromise of the Flemish and Dutch noblemen in 1566. This compromise was aimed against 

the Inquisition (repression of Protestantism) and required respect of the liberties of the 

Provinces. The noblemen were called ñGeuzenò (Beggars) and their revolt engendered the 

sixteenth-century ñIconoclastic Furyò that very same year and engendered the ñEighty Yearsô 

Warò (1568-1648) between Spain and The Netherlands. The ñBeggarsò hired German 

mercenaries, ñLansquenetsò, and so their martial songs ñGeuzenliederenò were accompanied 

by fifes and drums. The ñGeuzenmarsò (Beggarsô March) for fife, shawms, trumpets and drums 

dates from 1582. 

 
70 Sittard is a small town now in the Dutch province of Limburg, very close to the Belgian border. 

20.  Fifer and Drummer in Brussels  16th century . 
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In 1568, the start of the ñEighty 

Yearsô Warò, the Northern 

Provinces of The Netherlands 

started their revolt and 

independence war against Spain; 

this was also the start of the history 

of the ñDutchò military music. Up 

to the end of the 18th century, the 

Dutch army consisted largely of 

ñhiredò troops, i.e. Scottish, 

English, French and German 

mercenaries. In 1600 they hired 

ñWalloonò (French speaking 

Belgian) troops! 

 

 

                                                                                                               

 

 

The Southern Provinces of The Netherlands (later subsequently called Spanish and Austrian 

Netherlands) remained part of the Spanish territories and were so mainly acquainted with 

Spanish military music. It should be mentioned that the Spanish oppressor had also set at the end 

of the 16th century up a regiment called ñLas Guardias Walonasò (The Walloon Guards) consisting 

of Walloons soldiers (French speaking part of Belgium). This regiment had its own language 

(Walloon, being a French dialect), regulations and payments.  (cf. next chapter) 

In 1589, the drum-major and drummers of the Spanish company of the Regiment of Don Juan 

Mauricque de Lara were in garrison at Mechlin. Four years later, the Trumpeters of Archduke 

Ernest of Austria were to be heard in the same town. 

 

It was also in the Renaissance that the Turks tried to invade Western Europe; they started their 

conquest in 1453 and only gave up the siege of Vienna in 1529. Their imposing ñjanissary 

musicò was to have a tremendous influence on western music and in particular on western 

military/wind band music, introducing, among others, cymbals, triangle and bass drums. 

 

B. MUSIC IN THE CHURCH.  

 

Most of the composers of the Low Countries in the fifteenth century were first of all considered 

as composers of church music.  

Nicolas Gombert (ca 1495 ï ca 1560) was active at the Court of the Emperor Charles V and 

Adrian Willaert (Roeselare, 1490 ï Venice, 1562) became famous as choirmaster of Saint 

Markôs in Venice. Also, Roland de Lassus (Mons, 1532 ï Munich, 1594) ï also known as 

Orlando di Lasso ï wrote mainly religious music, such as masses, psalms and motets. Most of 

this music was polyphonic and merely vocal. Yet much of the singing during the religious 

services in the churches was accompanied by wind instruments, as is clearly illustrated in the 

engraving by Philippe Galle.  

 

  

21 .  Lansquenets /  Landsknechten.  
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Yet one should not forget that instrumentalists mostly studied privately with a teacher ï in fact 

a predecessor ï not at a school as the singers did, and that they were usually expected to 

improvise. Moreover, the Church had always been rather suspicious about those ñminstrelsò, 

long associated with jugglers, acrobats and other travelling artists of dubious character. 

In 1484 the town council of Bruges commissioned Casin de Brauwer, Master of the childrenôs 

choir at the Saint Donaas Church, to compose a volume of motets to be used by a civic wind 

ensemble. At the turn of the century the civic wind band did no longer appear in the church 

services, but the famous composer Jacob Obrecht71 (Bergen-op-Zoom ca 1450 ï Ferrara 

1505), who had been chapel master at Saint Donaas church in 1490 and 1491 and returned to 

Bruges to conduct the boysô choir at the same cathedral in 1499 and 1500, asked to reintroduce 

the civic wind players in the church services. In 1509 the accounts still mention wind players.  

 

 
71 Jacob Obrecht, priest and composer, active in Utrecht, Bergen-op-Zoom, Bruges, Antwerp and Ferrara, wrote     

29 masses, some 30 motets and as many secular compositions. 

22.  Musicians during a religious service, Engraving by  

Philippe Galle (or Adrian Collaert) after Johannes Stradanus . 
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The custom of having town musicians playing in the church and also performing religious music 

outside the church was still in use in Bruges in the last decades of the sixteenth century, as 

proved by the instructions for the ñstads speelliedenò of 1585: 

 ñé wel verstaende met last van alle sondaghe naar de elf hueren in den thuyn voor 

 de halle te spelene naer oude costume in de twee brugghemaercten, jn de kerche 

 Sinte Donaes savonds naer het avond ghebet; ende voorts in de maenden van 

 september ende october metsgaders april, mey, juli ende ougst alle daghesmorghens 

 te vergaderen van college voor de halle in den thuyn als vooren, ende hendelyck  tallen  

            tyden als zy dies by scepenen versocht worden, ende dit al ghestichtelyc met 

 lydekens van danckseggginghe ende andere goddelick ende stichtelicke musycke.ò72 

[é on condition that they perform every Sunday after eleven oôclock in the garden in 

 front of the city hall for the two Bruges markets, according to an old tradition, and   in 

the church of Saint Donatius in the evening after evening prayers; also during the 

 months of September and October, as well as April, May, July and August to gather 

 in the garden in front of the city hall as before, and perform, at the aldermenôs 

 request spiritual music and thanksgiving songs and other divine and religious music.]  

 

We also refer to the contract for town musicians in Mechlin of 1515 (cf. infra) in which was 

stated that the town musicians were required to ñplay on cornetts and other instruments during 

the solemn masses éò 

 

In 1541 new sackbuts were purchased for use with the cathedral choir. Still in Antwerp, 

Anthony Barbe73, chapel master of the ñOur Lady ñCathedral in 1550, wrote an important 

songbook with music to be performed at high masses ñto be sung by the choir and to be played 

by the town musiciansò. Town musicians (two or three wind instrument players) often 

accompanied the singers during religious services, merely doubling the vocal parts. 

Maybe the ñfistula pro bassoò or ñinstrumentum ad formandum bassumò, mentioned 

respectively in the accounts and in the chapter acts of Saint Martinôs Church at Ypres in 1592, 

refers to an early bassoon (Choristfagott). Anyway, the same sources mention a ñfagotus pro 

choroò in 1631. A bassoon (either a deep pommer or a dulcian) was bought to play in the Church 

in Antwerp in 1610. So, at the end of the 16th century, the predecessor of the bassoon is 

gradually introduced to play support the bass parts. 

The accounts of the parish church in Aalst for 1603-1605 mention: 

ñHans Goderick, over het bedienen van het basconterschip, int spelen op de fagotteé.ò 

[Hans Goderick, attending to the bass part, by playing óbassoonô] 

 

 

C. COURT MUSIC. 

 

From the late Middle-Ages onwards, throughout the Renaissance and Baroque periods even up 

to the Classical Period, the ruler (duke, count, prince, king, emperor or any potentate) used quite 

a lot of image-building to maintain the loyalty, obedience or even affection of his subjects. 

Besides all kinds of artists and craftsmen, the musicians helped a great deal in achieving this 

image by their contributions to what could be called ñcourt festivalsò of all kind. Those court 

festivities were linked to official celebrations including coronation ceremonies, state weddings, 

baptisms, funerals, oaths of allegiance, peace treaties and official entries into cities; the latter 

also involving the participation of town musicians. 

 
72 Gilliodts van Severen, Louis, o.c., p. 134. 
73 Barbe Anthony conducted for 35 years (1527-1562) the choir of the Antwerp cathedral. He wrote many religious 

compositions, but most of those were lost due to the destruction of the church in 1566.  
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We can distinguish eight major diversions occurring regularly all over Europe at Court Festivals 

in the above-mentioned period: 

a) Dramatic performances, ranging from allegorical or mystical religious dramas to more 

frivolous theatre acts, often including dancing, singing and music playing. (The 

extravagant spectacles staged by Lully at the Court of Versailles in the 17th century are 

just one example). 

b) Sumptuous banquets graced by óartisticô (very often musical) interludes. (As illustrated 
by numerous medieval miniatures). The best-known example being the ñPheasant 

Banquetò at Lille on 17 June 1454 described by Olivier de La Marche and Mathieu 

dôEscouchy. 

c) Spectacular competitions, such as tournaments or sports games, mostly martial games, 

sometimes pacified shooting championships. (The knightsô jousts and the pop-in-jay 

contests are probably still best remembered today). 

d) Impressive triumphal state processions (The Processional Ceremonies for the Emperor 

Charles V at Brussels and those for the Antwerp entries of Archdukes Albert and 

Isabella ï cf. infra ï  are a fine example) 

e) Glittering carrousels with the magnificent pageant of horse-ballets (Such as ñLa Contesa 

dellôAriaò by Francesco Sbarra in the Wiener Burghof in 1667 or those at the Court of 

Versailles to which Lullyôs music added quite some luster). 

f) Balls and masquerades. 

g) Imposing Regattas and water shows. 

h) General illuminations and Fireworks (Hªndelôs ñMusic for the Royal Fireworksò being 

a milestone in the history of wind music). 

 

As those festivals, however sumptuous and expensive, were very ephemeral, the organizing 

sovereigns often commissioned local authors and illustrators to compile a costly volume to 

commemorate the magnificence of the celebrations. As the authority on this matter Edmund A. 

Bowles states: 

 Printed in limited editions at great expense, these so-called festival books served as 

 court propaganda as well as memorials, testaments to the power, wealth and 

 prestige of the ruling houses of Europe.74  

 

At the courts, both trumpeters and kettledrummers boasted a privileged position. When the 

Duke of Burgundy, Philip the Good, died in 1467, his successor Charles the Bold maintained 

the musical traditions at the Court of Burgundy. At the marriage of Charles the Bold with 

Margaret of York in Bruges in 1468 there was a huge procession including ñclairons, minstrels, 

trumpeters both English and Burgundianò75.  

 

In Olivier de la Marcheôs ñM®moiresò (1488) there is description of the ducal household (1474) 

and we read that there were also: twelve ñminstrel trumpeters and other instrument players, 

messengers and horsemen wearing the princeôs coat of armsò, six ñhigh minstrelsò ï who must 

have been the shawm, bombarde and sackbut players, and ñfour players of low (bass) 

instruments also wearing the princeôs coat of armsò. Together with the church musicians at 

court, those minstrels, were submitted, in the course of time, to the financial good fortune of 

the reigning dynasties. However, they continued to exist for several centuries.  

 

 
74 Bowles, Edmund A., Music in court festivals of state: festival books as sources for performance practices in 

Early Music, 2000, p. 421. 
75 Phillips, T., Account of the Ceremonial of the Marriage of the Princess Margaret in Archaeologica 30, 1848, p. 

331. 
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Olivier de la Marche also mentions that the Duke of Burgundy had several trumpeters assigned 

to his cavalry; so, after a battle in the neighborhood of Oudenaarde, when the Burgundians 

defeated the inhabitants of Ghent who besieged that town, the Duke heard that the enemy had 

given up the siege of Oudenaarde and he: 

 ñfit sonner ses trompettes pour estre en cheval en toute diligence » 

           [had his trumpets blown in order to be on horseback as quickly as possible] 

 

The use of the wind band or ñalta capellaò remained a common feature of court life under Duke 

Charles the Bold. Yet, next to the wind instruments of the ñalta capellaò, the shawm, bombarde 

and sackbut, on the one hand, and the "trompette guerrière" on the other hand, the minstrels 

occasionally also used flutes in a kind of wind ensemble. They were probably shawmists.  

At the wedding of Charles the Bold (cf. supra) a flute quartet was to be heard: 

 ñet là se comparurent quatre loups ayant flustes en leurs pattes, et commencèrent 

 lesdits loups a jouer une chansonò76. 

 [four wolves suddenly appeared holding flutes with their legs, and the wolves 

 mentioned started playing a song.] 

 

Trumpets and ñclaironsò (high-pitched trumpets) were always part of the Burgundian festivals 

especially of the nobilityôs favorite entertainments: jousts and tournaments. Olivier de la 

Marche relates that the participants were accompanied by ñhéraux, tabourins et trompettesò. 

When describing tournaments, all chroniclers mention: 

  ñtrompettes, clairons et ménestrels qui faisoient si grande mélodie que plaisir estoit 

 de les oyréò 

 [trumpets, bugles and minstrels who brought such fine melody that it was a real 

 pleasant to hearé] 

 

The iconography documents show that the musicians announced the different stages of a 

tournament; they had to underline the solemn and heroic aspect of such events. In fact, they 

regulated the progress of the successive phases and made those combats look like a kind of 

ballet giving them an artistic character rather than a warlike aspect. 

 

A nice example of courtly wind music of that time is 

VIVE LE ROY (Fanfare for the King), written by Josquin 

Des Prés for the ensemble of the French King Louis XII 

for the latterôs coronation ceremony in 1498. 

Josquin des Près (or Desprez) was born ca. 1440 and also 

died in 1521 in Condé-sur-lôEscaut near Valenciennes 

(in the North of France close to the actual Belgian 

border), at that time part of the County of Hainault! (The 

great French poet Ronsard77 called him ñhennuyer de 

nationò [citizen of Hainault] and Aegidius Tschudi78 a 

ñbelga Veromanduusò [a Belgian of Vermandois$.  

 

 

 

 

 

 
76 Marix, Jeanne, o.c., p. 106. 
77 Ronsard, Pierre de, Livre de meslanges (1560). 
78 Aegidius Tschudi, Songbook (Stiftsbibliothek, Saint Gall, manuscript 463). 

23 .  Josquin Des Prés.  
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These ñRoyal Fanfaresò for the Coronation of Louis XII consist of four voices. Three of them 

perform a canon, whereas the fourth voice, a tenor instrumental voice, plays an original theme. 

This theme consists of the vowels of the expression ñVive le Roiò [Long live the King], 

providing one substitutes the v by u, in order to obtain u(t) (m)i, u(t), (r)e, (r)e, (s)o(l), (m)i. 

 

The major part of court life in the Renaissance was undoubtedly devoted to entertainment and 

dancing was the favorite pastime. Accompaniment for the dance was certainly also provided by 

shawms of the court musicians. The most common dance in the fifteenth century was the so-

called ñbasse danseò. Those dance tunes belonged to the polyphonic music, though they used 

an improvised polyphony. The melodies (as preserved in the black parchment manuscript that 

once belonged to Margaret of Austria, kept in the Royal Brussels Library) served as ñcantus 

firmusò using a technique familiar to the art of the counterpoint. The tune, already known by 

the dancers, was played very slowly ï usually by a sackbut ï and to each note matched with a 

dance step: above this melody, two shawms added improvised counterpoints which respected 

certain rhythmical structures. 

As W. Salmen79 points out, the minstrels played a polyphony which imitated the scholarly 

polyphony, without really measuring up to it. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Besides the daily dance parties, banquets also belonged to the regular medieval courtly rituals. 

Music was indissolubly linked to these socially important meals. Highlights among the 

banquets were certainly the wedding feasts at which the familyôs wealth, rank and power was 

to be exhibited. The court band was one of the most important attributes. 
 

 
79 Salmen, W., Bemerkungen zum mehrstimmigen Musizieren der Spielleute im Mittelalter in Revue belge de 

Musicologie , 1957, pp. 17 -26. 

24. Three musicians playing wind instruments at a wedding . 

15 th  century miniature . 
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When Charles the Bold was killed in 1477, his daughter, Mary of Burgundy, inherited the 

complete household, but only five years later she also died and her husband, Maximilian of 

Austria kept the household during his regency, leaving it to his son Philip the Fair when he 

became emperor in 1493.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Thanks to the Emperor Maximilian we have some most interesting documents as to the 

iconography of court musicians and their instruments. The Emperor wanted his memory to be 

honored after his death (in 1519) by a series of books of which he himself had suggested the 

themes and sometimes even the subjects. The most interesting among these books is the 

ñTriumphzugò published in 1526 and containing 150 woodcuts, among those 67 by Hans 

Burgkmair (Augsburg, 1473 ï 1531). Among the list of characters represented on this series of 

woodcuts depicting the ñTriumph of Maximilianò there are: é drummers on foot and on 

horseback, é musicians on five wagons drawn by elands, buffalos, camels, .. flute and sackbut 

players, trumpeters éò. This triumphal procession was apparently inspired by similar 

processions honoring the Roman Emperors in the Antiquity. 

 

 

 

 

 

 

 

 

 

25 . Arrival of the bride at the church; the wedding procession is  

pre ceded by trumpeters. 15 th  century miniature.  
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Duke Philip the Fair, son of Maximilian I and Mary of Burgundy, born in 1478, became master 

of the Low Countries in 149480. Ten years later he married Joan of Aragon and became King 

of Spain (Castile, Leon and Granada) in 1506, taking his household, inclusive musicians, with 

him . So, the Low Countries were now under Spanish rule.  

However, Philip I (the Fair) died in December of that very same year in Burgos and the 

complete household returned to Flanders, more precisely to Mechlin, to join the court of 

Margaret of Austria, who was in charge of the regency as her the successor, her nephew Charles 

the Fifth (born in Ghent in 1500) was only six years old. Once grown-up, Charles V transferred 

his court and household from Mechlin to Brussels. 

 

When becoming King of Spain in 1516 and Emperor in 1519 (succeeding to Maximilian of 

Austria), Charles the Fifth took his complete household with him, leaving his aunt Margaret of 

Austria with a confined household. She was succeeded by Mary of Austria (Brussels, 1505 ï 

Cigales, 1558) ï also previously Queen of Hungary and subsequently also called Mary of 

Hungary - as governess of the Low Countries, the latter being succeeded by Margaret of Parma 

(Oudenaarde, 1522 ï Ortona, 1586).  

In 1528 Emperor Charles V founded the ñNoble Guild of Trumpeters and Drummersò81, 

consisting of highly respected musicians, providing musical accompaniment at festive 

occasions and often used as special couriers in wartime. The members of those guilds boasted 

several privileges, which put them on a higher level than ordinary musicians. Charles the Fifthôs 

funeral procession on 29 December 1558 in Brussels was headed by trumpeters and timpanists 

as clearly illustrated in the drawings of Jean and Lucas Duetecum, more precisely in their 

etching after J®r¹me Wellens de Cock, representing ñDrummers and Trumpeters of the Royal 

Householdò, part of the compilation of pictures of Charles the Fifthôs funeral procession, 

preserved in the Royal Library ñAlbertinaò in Brussels.  

When Philip II, son of Charles the Fifth, settled definitely in Spain in 1559, he left a large 

household to the local governors in the Low Countries. His half-sister Margaret of Parma (1522-

1586) became the new governor up to 1559. In 1576 the composition of the household mentions 

a ñtrombone playerò and two ñcornett playersò meant to sustain the choir. In many descriptions 

and drawings of official receptions of Charles the Fifth in Flemish cities we see processions of 

trumpet and oboe players.  

 
80 In fact, he reigned over The Low Countries from 1482 onwards, under his fatherôs regency. 
81 ñRitterliche Zunft der Feldtrompeter und Heerpaukerò, often called ñKarolinerò. 

26. Musicians from the òTriumph of Maximilianó by Hans Burgkmair, 1526. 
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In the 16th century, trumpets were blown at all courts, either imperial or royal, and also those of 

princes, counts and dukes, for any conceivable festive occasion: births, baptisms, weddings, 

coronations, burials, jousts, tournaments, hunts, dancing parties, ballet performances, torch 

dances, processions, masquerades, fireworks, victory or peace celebrations, official meetings 

and banquets.  

 

D. MUSIC IN THE TOWNS.  

 

As with the court bands, the town bands were still the medieval alta bands (alta cappella), yet 

sometimes they expanded in personnel and with changing tasks. There is also more historical 

information to be found about the second half of the fifteenth century.  

A first important change was the gradual separation of the function of watchman and that of 

town musician. The same ñTown Pipersò( municipal minstrels, town musicians, Stadtpfeifer) 

initially continued their duty as watchers on the belfry or any other high (mostly church) tower, 

blowing the hours or, eventually, the alarm by means of their cornets. For how long, we donôt 

know precisely.  

The Mechlin municipal accounts in 1452-53 call the musicians ñwachterò [watchman] in 1452 

and ñpiperò [piper] in 1453; two of them are the same musicians82. In Bruges the change in 

designation in the town accounts happened in 1456 when the town musicians, called ñwachter 

van der Halleò prior to that year, were named city minstrels83. In Ghent they were still referred 

to as watchmen on the belfry in the 1477-1478 accounts, but in the 1479-1480 accounts they 

were called ñthe four minstrels of this city on the belfryò84. The gradual distinction between 

watchmen on the one hand and town musicians on the other hand is apparent, though this 

happened almost 30 years later in Ghent than in Mechlin and Bruges. 

A second important change was the expansion of several alta bands from four to five 

musicians. In Bruges we had in 1482 Antheunis Pavillon and his ñvier medeghesellen 

menestruellenò [his four minstrel companions] (cf. infr)a. The alta band consisted of three 

ñscalmeyenò [shawms] and two ñtrompettenò (meant sackbuts) as the accounts state. In the 

1485 accounts the shawmists were again called ñpijpersò [pipers]85.  

 

 
82 Aerde, Raymond Van, Musicalia, Mechlin, 1921, p. 53. 
83 Gilliodts van Severen, Louis, o.c., pp. 43-44. 
84 Ghent Municipal Archives, Financial Accounts, 1477-1478, fol. 99 and 1479-1480, fol.97 verso. 
85 Gilliodts van Severen, Louis, o.c., p. 54. 

27.  Funeral procession of the emperor Charles V in Brussels in December 1558.  

     Hand -colored engraving by Johan and Lucas Duetecum after Welles De Cock.  
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In Ghent five ñscalmeypipersò played at the grand entry of Maximilian of Austria in 1485. The 

extension to five players seemed temporary as the Ghent town band reverted to four players in 

1487 and did expand for several decades86. In Bruges the number of town musicians dropped 

again to four in 1496 and was only enlarged to five again in 152187. Five years later the Bruges 

town band numbered six musicians88. 

We know of a six-member shawm and sackbut ensemble in Ghent in 1540, mentioned in the 

town accounts of that year:  

 ñé ghelevert te werdene den zes scalmeyers deser stede...ò  

 [to be delivered to the six shawm players of the town]89.  

In October 1610 a sixth town musician was enrolled by the city of Antwerp. 

 

A third important change occurred soon after 1500. The designation as ñpipers, trompers 

vander stedeò [town pipers] was replaced by ñscalmeyers van der stedeò [town shawm players$. 

This change in terminology can be traced subsequently in Mechlin (1500), Oudenaarde (1511), 

Ghent and Bruges. The alta band town musicians knew successively three appellations:  

Ca. 1390 ï 1450:  wachters [waits] 

      1450 ï 1500:  stadt pijpers [city pipers] 

      1500 ï 1600:  scalmeijers [shawm players] 

 

A fourth change is that those town musicians gradually started to give performances we could 

call óconcertsô. From 1483 onwards, the Antwerp town musicians played every evening in the 

city hall. Goesin de Bey, town musician of Oudenaarde, was mentioned in the 1485 municipal 

accounts as ñdie dageliex helpt spelen upt scepenhuusò [who helped to play daily in the town 

hall]90.   

The 1483 municipal cash book of Geraardsbergen mentions: 

 ñbetaelt de pijpers metten trompetters die piepten en trompten in de vrijheid van der 

 kermessen alzoot van ouden tijde ghecostumeert es.ò 91 

  [paid to the pipers and the trumpeters who blew their fifes and trumpets at the fairs 

 dressed in the old-fashioned way] 

Three ñtrompersò played at a horse fair on Saint Michaelôs day in Roeselare and the town 

archives (SAR ï stadsrekening 1486-87) mention: 

 ñitem betaelt den trompers, die speelden in de selve feesteò 92 

 [paid to the trumpeters who played at the same festivities]  

Sometimes the town had to borrow foreign musicians from other towns or from prominent 

noblemen. In 1491, the four town trumpeters of Kortrijk were joined by two ñclaironò blowers 

from Ghent.93 In the same period the Ghent oboe and sackbut players - called ñscalmeyenò 

(shawm players) -  were appearing in Oudenaarde. In Louvain the town magistrates often called 

on town musicians from other towns between 1489 and 1491, because there was no activity 

with the local ñpipersò: die piperie lange stille stont. So, they called on town musicians from 

Bruges, Brussels and Antwerp. In 1492 some ancient local town musicians were called back 

and they were paid 4 stivers a day.  

 

 
86 Ghent Municipal Archives, Accounts 1485-1486, fol. 112 & 261. 
87 Gilliodts van Severen, Louis, o.c., p. 59. 
88 Gilliodts-van Severen, Louis, o.c., p. 72. 
89 Vander Straeten, Edmond, La Musique aux Pays-Bas, Vol. IV, p. 126. 
90 Vander Straeten, Edmond, Recherches sur la musique à Audenaerde avant le XIX° siècle in Annales de 

lôAcad®mie dôArch®ologie de Belgique, III (1855), pp. 268 -269. 
91 Kerckhoven, P.J.M. Van, o.c., p. 105. 
92 Potter, Frans De, Schets eenre Geschiedenis van de stad Rousselaere, 1875, p. 46. 
93 Potter, Frans De, De Geschiedenis van Kortrijk, Vol.2, p. 240. 
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In 1529 two town musicians of Louvain went to Utrecht (The Netherlands) to engage two new 

(Dutch) musicians to replace two colleagues who had left the profession94.  

The town musicians were also invited to play at one or other court. On 20 July 1521, oboe and 

sackbut players on the one hand, and trumpet players on the other hand, all coming from Ghent, 

gave a performance in front of the governess Margaret of Austria and received an ex-gratia 

payment. In Mons a new alta band of town musicians was created in 1532 and the musicians 

were supposed to play every day at eleven in the morning and at six in the afternoon95.  In 

Roeselare in 1536, three trumpeters were paid as they had played on the belfry at the annual 

fair as usual: ñdie in den jaermarct speelden up de halle near costimeò96. 

A document in the town archives of Louvain (SAL 1258 fol.234 v°) dated 8 October 1546 

mentions that the town musicians had to play a serenade (evening concert) everyday!  

Moreover, the town authorities ordered them also to play after high mass on Sundays and 

Christian holy days: 

ñOpten 8ste dach octobris Anno 1546 Als byden Rade der stadt Leuven geordonneert 

en overdragen. Dat deser stadt speelluyden van nu voortaen boven huere oude 

gewoonten van alle dagen des avonts te spleen, alnoch sculdich zullen zyn tallen 

sondaghen en heylich dagen voer den noenen naer hoochmissen, en dat op hueren ouden 

sallaris sonder ter saken van enen meer daeraff te hebbené.ò 97 

[On the 8th day of October of the year 1546 As ordered by the council of the town of 

Louvain. That the town musicians of this town will, from now onwards, in addition to 

their old custom to play every evening, also be obliged to play before noon after high 

mass on Sundays and holy days and this for the same salaryé] 

They played their serenades on or in front of the steps leading to the town hall of Louvain. 

   

The contract for the Mechlin town musicians of 1606 (cf. next chapter) stipulated that they were 

supposed to organize ñconcertsò of shawms, trumpets and other instruments in honor of the city 

every Sunday and Saturday and on feast days between eleven and half past eleven. The contract 

also specified that the musicians had to rehearse at least twice a week!98 

However important religion ï and gradually also art ï may have been, economy was of vital 

importance to the Flemish towns. Trade remained the first activity. 

The town musicians also played at the local fairs and annual markets, besides the weekly 

markets. These markets were held in the main square of the city. The town musicians played 

either in front of the city hall or on a platform on the church or belfry tower. The band played 

at the opening of fairs and markets and also, at intervals throughout the event.  

In Kortrijk they played joyful music from the ñHalletorenò, the belfry towering in the middle 

of the market square. In 1548 the town magistrate of Kortrijk offered wine to the trumpet players 

who had played at the hall during the annual fair. According to the municipal accounts of 1559 

of the same town, the town musicians having participated in the performance of a theatre play, 

were also paid with some mugs of wine: 

 ñItem betaalt Joos Broerszone é twee cannen wijns é ter causen van gespeilt  

 thebbene in zeker maletijt van de scepenen int scepenhuus, tspel van den kinderen 

 van Israhel, gaende door de Roode zeeéò 99 

 

 
94 Huybens, Gilbert, (comp.), Muziek te Leuven in de 16de eeuw, Leuven, 1982, p. 21-22. 
95 Devillers, Leopold, Essai sur lôhistoire de la musique ¨ Mons, Mons, 1868, p. 16. 
96 SAR (Town archives Roeselaere) nr.189 ï account 1536 ï 37. 
97 Huybens, Gilbert, Bouwstenen voor een geschiedenis van de muziek te Leuven 17° en 18° eeuw, in Mededelingen 

van de Geschied- en Oudheidkundige Kring voor Leuven en omgeving, XVI, 1981, pp. 9 -10. 
98 Aerde, Raymond Van, o.c., pp. 39 -40. 
99 De Potter, Frans, De Geschiedenis van Kortrijk Vol. 1, o. c. p. 159. 
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 [Paid to Joos Broerszone é two jugs of wine é because he has played at a certain 

 meal at the town hall in the play about the children of Israel going through the Red 

 Sea]. 

This must have been a custom in the area (the South of West Flanders) as we read in the Wervik 

municipal accounts of 1568-1569: 

 ñInde Ommeganck daghen lxvij, de scalmeyers die ter ommeganghe ghespeilt 

 hadden, 8 kannen wijns éò100  

It seems obvious that those weekly (or daily) concerts were part of the everyday medieval city 

life in Flanders. 

 

A fifth change in the professional life of the town musicians in the Renaissance is the creation 

of town musiciansô guilds. 

From the second half of the fifteenth century onwards, following the example of other 

professions, the town musicians gathered into corporations and choose a patron saint as all 

corporations did. In Brussels, for example, there was a ñSaint Job Guildò in the fifteenth century 

(probably founded in the 14th century) and in Antwerp we had a town musicianôs corporation 

with both Saint Job and Saint Mary Magdalene as patron saints. Their first goal ï at least as 

they liked people to believe ï was of a charitable and more or less religious nature: town 

musicians gathered to help people when necessary, to worship their patron saint in common, or 

simply to help the poor. In fact, they wanted to protect their profession by keeping non-residents 

out of their corporation. However, they never reached the status of the court musicians. As the 

Brussels town musicians did hardly care about their religious duties and were rather unwilling 

to comply with the corporation regulations, the Brussels Town Council issued a statute 

(ñkeureò) confirming the new regulations for town musicians on 10 May 1574:  

ñom voortoen onder ót voorschrevene bruederschap van Sint-Job ende die speelluyden 

 deser stadt onderhauden ende geobeserveert te wordeneò  

[in order to respect and observe from now onwards the regulations of the corporation 

 of Saint Job].  

 

This statute maintained all existing rights and privileges. Article number 1 states the exclusive 

prerogative of the ñbrothersò (members of the brotherhood or corporation) to perform musical 

services for the citizens of Brussels. No musician is allowed to play anywhere for a 

remuneration whatsoever, unless he is a citizen of the town and a member of the brotherhood. 

Upon entering the brotherhood ï which was only possible by standing the tests ï one was 

obliged to take the oath, promising to respect all items of the privileges and decrees granted by 

the town authorities, to behave loyally and properly towards the corporation board and to inform 

the board when one was aware of any action being taken against the brotherhood or one was 

noticing that any colleague did not respect the statutes101.  

The town of Bruges too had two or four members of the town musiciansô guild swear an oath 

to the ñscepenenò (aldermen) before taking up their duties. 

Those guildsmen (town musiciansô brotherhood members) also had a lot of obligations. 

Whenever they played music for a wedding or any other feast, either for the pageant or for 

dancing, they had to refund one or two ñstuiversò (stiver: smallest obsolete coin) to the guildôs 

cashbox. Any gig or job on the side had to be registered by the corporationôs secretary.  

 

 

 
100 Archives Départementales du Nord (France) B 7701, Stadsrekening Wervik 1568 -1569, folio 8.  
101 Casteele, D. van de, Préludes historiques sur la ghilde des ménestrels de Bruges, Bruges 1868, p. 68: wording 

of the oath for new guildsmen of the óSaint Job and Mary Magdalena Guildô at Antwerp.  
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Any replacement as substitute to play was forbidden in principle, except in case of illness, and 

was severely fined:  

 ñeenige bruyloft ende feeste te spelen aenghenomen ende aenveert sal hebben, 

 deselve in persoone te speleneò 

 [having accepted to play at any wedding or festivity, one should play in  person]  

except for: 

  ñsieckte oft anders wettelycke ende genoechsame excusatieò  

 [illness or other legal and plausible excuse].  

It was also forbidden to work with other musicians, who did not belong to the brotherhood, 

unless it was a ñliefhebbere der constenò (an amateur) who played for sheer pleasure and 

without any wage. Moreover, the brethren had to behave in an exemplary manner and at any 

violation of this precept they were immediately summoned by the provost marshals to be 

reprimanded and urged not to repeat the offence (ñmet goede woorden ende raide ondewysen 

ende vermanen van zulckx nyet meer te doeneò). If a member of the brotherhood did not comply 

with these regulations he was expelled. 

In Louvain the town musicians gathered in the Bruederscap der consteners van der musycken 

(Brotherhood of the musical artists) in December 1502 and its statutes were approved by the 

town officials. The statutes stated that Saint Job was replaced by Saint Cecilia as patron saint 

of the brotherhood; that members were accepted after paying an entrance fee of 1 £ or 4 stivers: 

incomghelt van 1 pond oft 4 stuivers; that a guild master was to be elected every year; that 

foreign town musicians had to obtain the town citizenship before they could be accepted as a 

member of the brotherhood (guild). On 29 January 1522 the town officials dissolved the statutes 

and that very same year three Antwerp musicians, the brothers Gielis and Franchen Conyns and 

Claes de Wouwer, were paid 2 £ for: 

 8 dagen dat sy ter kermisse van Loevenen gespeelt hebben tsavonts opter stadhuys 

 (the 8 days they played for the Louvain fair in the evening at the town hall]102. 

 

The relation between town musicians and official Town Pipers (stadsspeellieden) was also 

mentioned in the statutes. One of the Town Pipers (stadspijpers) was obliged to have a seat in 

the board of directors, consisting of four provosts and the dean (hoofdman). Furthermore, on 

the saintôs days of Saint Lazarus, Saint Job and Saint Agatha, the Town Pipers had to 

accompany the mass celebration at the Saint Nicholas Church and they had to play at the annual 

banquet presented by the brotherhood to the lepers. On the other hand, they were exempted of 

the obligation to contribute towards the costs and expenses of the corporation and also of the 

special tax on gigs. The Town Pipers also boasted the exclusive prerogative to give the musical 

start of the New Year103. 

In the 16th century every Town Watcher received an official letter of appointment; so in 1586 

an employment contract was signed between trumpeter Nicolaes van der Slype and the 

gentlemen treasurers and stewards representing the town of Mechlin. The contract stated that 

van der Slype: 

  ñtot renoncens toe de nachtwacht te houden op Sinte Rombouts toren, zoo men van 

 ouden tijden gewoenlich is geweest te doene: stekende of blaesende alle uren de 

 trompette en doende voerts alle andere devoiren, die een goede en getrouwen  

 wachthouder schuldich is te doeneò  

 [should night watch till exhaustion on the tower of Saint Romboutôs Church as has 

 been the custom since ancient times: blowing his trumpet and fulfilling all other  duties  

            which a loyal watcher is expected to fulfill].   

 
102 Huybens, Gilbert (comp.), Muziek te Leuven in de 16de eeuw, Leuven, 1982, pp. 21-22. 
103 Statutes of the Brussels óSaint Job Guildô anno 1574 in E. Van der Straeten, Les Ménestrels aux Pays-Bas du 

XIIIe au XVIIIe siècle, Brussels 1878, p. 99-108. 
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Another example is the ñConn®tablie de Sainte-C®cileò104 created in Mons in 1588. The 

members were called ñinstrument playersò and performed mainly at wedding parties and 

banquets. Any candidate for this guild of town musicians in Mons had to perform before the 

assembly of ñmastersò, following an apprenticeship of two years. To become a ñmasterò he had 

to be able to play ñtwo pieces of music on each of said instruments (shawm, cornett, recorder 

and violin), such songs as the masters see fit to chooseò. Their social rank was definitely below 

that of the town and court minstrels and they were often obliged to practice another profession 

or trade as well.  

 

The Flemish town wind bands during the first half of the sixteenth century boasted a fame that 

reached far beyond the borders of the Low Countries. So many Flemish wind players were 

invited and recruited in towns and even in courts all over Europe. 

 

Uniforms. 
The town pipers still wore special uniforms and received a separate allowance for these 

óworking clothesô, which they had to wear whenever they were in office. Sometimes it was the 

municipality that bought some cloth and handed it to the musicians to have their uniform made 

to measure. Those uniforms certified their status so that they could be clearly distinguished 

from travelling musicians of more suspicious character. The fact that the town musicians 

appreciated their uniform is illustrated by a request made to the town council of Mechlin in 

1560. Since 1552, the town of Mechlin had no longer provided its musicians with special 

clothing or uniforms and so the town pipers had to play without any special insignia establishing 

their official dignity. So, they were very grieved, especially as their colleagues in other towns 

boasted special gowns. After seven years of annoyance, they made an appeal to the 

ñBorgemeesters, Tresoriers en Gemeyndôreatò (Mayors, treasurers and town council) and in 

that request they stated that (as explained above): 

  ñgheven te kennen hoe zyluyden ander tyt jaerlycs hebben gehadt een tabbaert 

 laecken van der stadt als van hunluyde offijcie oft dienst weghe dwelck is gescorst 

 en opgehouden is geweest eenen tyt van zeven jaren en de nu gemerckt dat sijluyde 

 gesien hebben dat my, Eer. Heeren eenighe andere van der stadt officieren tabbaert 

 laken ontfangen hebben van mijn Eer. heeren, soe eerst dat syluyden oyck al nu 

 versoeken der gelycker laken te hebben int mybne Eer. heere goedt duncken. Want 

 gemerckt als syluyden ghaen spelende voor enighe ghulde oft andere dienst doende 

 der stadt, dat alsdan eenighe buyte luyden sien, niet en weten oft wy van buyten syn 

 oft van elders gehuert syn. Oft niet gemerckt wy gaen sonder abyt oft cleeringhe van 

 dese stadt? Alzoe believe myne Eer. Heeren, ende uwer Eerheyt goet duencken 

 begeeren de cleeringhe al noch te draeghen also syluyd, eertijds hebben gedaen dat 

 doende.ò105  

 [declare how they used to receive yearly from the town authorities a cloth gown 

 because of their office, but that this has ceased since seven years and that they have 

 seen that other town officers still have received a cloth gown from your Reverend 

 Lordships and so they also request to obtain the same cloth if it pleases your 

 Lordships. Because they have noticed that when they play for a guild or for any 

 official service, foreigners do not recognize whether they are hired musicians from 

 outside the town. Did you not notice that we work without official clothing of the 

 town? Thus, would it please your Lordships that we wear these special clothes as we 

 used to do].  

 
104 Household Order of Saint Cecilia. 
105 Aerde, Raymond Van, o. c, p. 90, attachment nr.4. 
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The clothing must have been very colorful, according to the municipal accounts of Antwerp: in 

1529 the uniform was white, in 1530-31 blue, in 1536 dark red, from 1608 to 1621 black, yellow 

and red, with red and black lining. Yet, a hand-colored wood engraving by Abraham de Bruin, 

published in 1581 by Jos de Borsches in an album with local costumes and dresses, shows two 

town musicians (a piper and a drummer) in yellow outfit. It was originally a ñNew Yearôs 

Greeting Cardò of the Antwerp town musicians (cf. picture 35, p.62). 

 

For the "ommeghangs", the town musicians wore a special ceremonial gown in red and black, 

adorned with a ñbrueckò (a silver pendant) or another silver-plate decoration. 

An engraving dating from 1594 shows the Louvain town musicians wearing the town armories 

on the left shoulder of their uniform.  

 

 

 

 
 

 
 

 

 
 

 

 
 

 

 
 

 

 
 

 

 

 

 

 

 

 

Wages. 
The job of town musician was rather demanding, even if the pay was anything but unfair. 

The rules set by the Mechlin town authorities are as plain as day:  

ñspelen opt stadhuys met schalmijen, trompetten ende andere instrumenten daartoe 

 dienende, ende sullen voorts zonder eenigh refus ofte weygheringhe gehouden wesen 

 op redelijcken salaris op alle anderen tijden hun gereed te houden, met hunne 

 instrumenten te spelen, telcken alst hun van weghe Mijne Heeren van de weth deser 

stadt Mechelen geordonneert sal worden.ò 

 [play at the town hall with shawms and trumpets and other instruments in aid of that, 

 and will furthermore be obliged, without any possible refusal or denial, according to 

 their fair salary, be ready at any time to play their instruments, whenever it will be 

 ordered by the Lords of the Law of this town of Mechlin.] 

 

Usually, the relations between town musicians and town authorities were rather good, as the 

following anecdote proves. When the Bruges town piper Anthuenis Pavillon and his 

companions missed a lucrative gig ï playing a wedding in Middelburg ï because of their official 

town duties in Bruges where important guests were staying, they were indemnified by the town 

for the lost income. 

28. Four town musicians with three shawms and one slide trumpet at the  

annual Ommegang in L euven . They were uniforms with the town  

armories on their left shoulder.   Colored  pen drawing, Leuven.  
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 òItem betaelt Antheunis Pavillon, voor hem ende voor dander viere zine 

 medeghesellen menestruelen vander stede, ende hemlieden ghegheven uut gracien, 

 van dat wat zij niet en hadden moghen doen huer proffyt in een brulocht feeste te 

 Middelbuerch in Vlaenderen, maer binder stede bliven moesten omme te festoyerne 

 zeker heeren doe hier wesendeé.ò106.   

 

In the municipal accounts of Oudenaarde we find some information about one particular 

ñscalmeyerò (shawm player) called Goeskin or Goessin De Bey. He joined the town musicians 

in 1484, received a new cloth uniform and a pecuniary gratification. Two years later De Bey 

organized music lessons at the town hall (ñscepenhuuseò) to train new ñscalmeyersò. In 1487 

the town bought a new instrument for this training. In 1497 he quit and received twelve cents 

as New Yearôs gift.107 

The basis salary of the Mechlin town musicians in 1586 was two florins and ten stivers (see 

above) a year, plus extra remunerations for additional services and a financial contribution for 

house rent and firewood. However according to the Mechlin Municipal accounts of 1572-1573, 

the town administration no longer paid wages to the town musicians; they got separate 

remunerations for each performance. This caused several Mechlin town musicians, such as 

Philippe van Ranst, Joris Volckaert and Coquil, to leave Mechlin and offer their services at the 

Brussels court. 

In Louvain we can see evolution of the wages throughout the time. In 1492 the town musicians 

received four stivers a day. A decree of 1 August 1499 reduced the wages to two stivers a day. 

In 1525 the town musicians (the brothers Conyns and Adriaen Mathys) still received a daily 

salary of two stivers, some years later increased to a twenty-one stivers a week108. 

Lucas Smets , one of the four town musicians of Louvain, was paid 12 £  in 1603 for having 

played 14 days in front of the town hall  : zoo voor hem als de andren 3 stadsspeellieden van 

14 dagen voort stadhuys gespelt te hebben.109  

 

Processions and ñommeghangsò. 

As was already the case in the Middle Ages (cf. the previous chapter), the town musicians 

participated in numerous ï mostly religious ï processions and ñommeghangsò. The religious 

troubles, opposing the protestant Northern Provinces to the Catholic Southern provinces 

stimulated all public religious manifestations. Many religious processions have been 

immortalized by several painters, the most interesting paintings being those by Denis van 

Alsloot (cf. next chapter). Those processions played an important role in town life and 

consequently caused large expenditures. Large sums were expended to hire musicians from 

other cities or from aristocratic courts to complement the local town musicians.  

The municipal accounts of the Flemish little town of Damme mention already in 1401: 

 ñBetaelt IJ trompers end J rethooren, die voor tsakrament speelden, éò 

 [Paid 2 trumpet players and one rhetorician, who played in front of the Holy 

 Sacrament]. 

Unfortunately, Damme was too small a place to have its own paid town musicians, so they were 

hired, as we can read in the municipal accounts of 1410: 

 ñBetaelt van tween trompers die voor tsakrament trompeden, dwelke ghehuert waren 

 te Ghent bi ghebreke dat men gheenen vant te huerne te Brueghe noch ter Sluiséò 110 

 

 
106 Casteele, Désiré van de, op. cit, page 12, footnote 1. 
107 Vander Straeten,  Edmond, La Musique aux Pays-Bas, Vol IV, p. 141-142. 
108 Huybens, Gilbert (comp.), o.c., p. 22. 
109 SAL (Town archives of Louvain) 5228 fol.131r°. 
110 Idem, p. 260. 
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 [Paid to two trumpeters who blew the trumpet in front of the Holy Sacrament, who 

 had been hired in Ghent, because no one was found to be hired neither in Bruges nor 

 in Sluis.] 

Sometimes they found local minstrels, but had to borrow instruments as the accounts of Damme 

of 1433 establish: 

 ñBetaelt Joris Cornet, van dat hi gesonden was te Brugghe omme twee zelverinne 

 trompen, omme mede te trompene voor tsacrement ende tsanderendaeghs weder  thuus  

            te livereerne, metgaders eenen cnecht, die de verseide trompen drouch ende 

 haelde, éò 

 [Paid to Joris Cornet, because he had been sent to Bruges to fetch two silver 

 trumpets, to blew the trumpet in front of the Holy Sacrament and had delivered them 

 back the next day, together with a servant who carried and fetched the trumpets 

 mentionedé]111 

 

In Antwerp it was the cathedral who paid the town musicians for their participation in several 

religious ñommeghangsò, such as the Ommeghang for Our Lady (on the Sunday after Our 

Ladyôs Ascension Day), the Blessed Sacrament procession (on Corpus Christi day) and the 

Holy Circumcision procession (on Trinity Sunday).  

 

One of the most famous religious processions took place in Bruges on 3 May (the day 

remembering ñthe finding of the crossò for the Roman Catholics). On that official religious 

feast-day, there used to be a market visited by thousands of merchants during the first two weeks 

of May. The most important event however, was the religious procession during which the relic 

of the Holy Blood112 was shown to the population of Bruges113.   

The author Damhouder gives an eye-witnessôs report of that procession114 with the succession 

of the different guilds and corporations: 

 ñBeginnen alle de werckmans der Ambachten byzonderlic met hunne teeckens ende 

 kruysen voor te gaen aengeleydt door eenige voor tretende pypspeelders met 

 hunluyder zelvere ende langhactige pypen klaerblincelyck blasende. Voorts twee 

 blinckende vergulde kruysen met twee oft drie pypspeelders.ò 

 All the workers of the trades/crafts precede with their signs and crosses led by some 

 pipers marching in front blowing distinctly their silver and long-shaped pipes. 

 Moreover, two gleaming gilded crosses with two or three pipers.)] 

Then follows the Brotherhood of the Holy Blood ñmet vyf musiscksche pypspeeldersò (with five 

musical pipers). Finally, the procession arrives at the Burg square ñden welcken is ruysschende 

van hondert pypspeelders met dôalderaendachtigste geklangenò (which is rustling by the 

attentive playing of hundred pipers). The great number of wind musicians performing on that 

occasion is also corroborated by the testimony of canon Carton: On the eve of the festival, 

towards three oôclock in the afternoon, the trumpeters and clairons of all corporations gathered 

on the steps in front of the Holy Blood Chapel at the Burg square. At a given moment, all these 

instruments, numbering two hundred, among which sometimes up to eighty silver trumpets, 

started blowing fanfaresò.115 

In 1517 the Bruges town authorities added some extra luster to the occasion by organizing a 

contest for chambers of rhetoric.  

 
111 Idem, p. 261. 
112 This relic was brought back from the Crusades by the Count of Flanders Thierry of Alsace, cf. chapter 1.  
113 The ñHoly Blood Processionò still takes places, now on the first Monday following May 2. 
114 Damhouder, Van de Grootdadigheyt der Brugsche regeeringhe in óGenerale Kronycke van Vlaenderen, Bruges, 

1699, p. 358, 561 & 572. 
115 Carton, Essai sur lôhistoire du Saint-Sang in óAnnales de la Soci®t® dôÉmulation 1819ô tome 7, p. 94. 
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The Ghent chambers of rhetoric ñSinte Barbaraò [Saint Barbara] and ñMarien Theerenò [In 

Honor of Our Lady] were accompanied by the five town fifers and the six town trumpeters, 

who also participated in the religious procession.  

Town musicians used to accompany most religious processions in Flanders. Another famous 

Flemish religious procession is ñThe Procession of the Penitentsò in Veurne116. The procession 

of 1417 had no fifers as the only musician present asked too high a price. In 1501 four shawm 

players were paid 60 lb to play in front of the Holy Cross117. 

 

The town wind ensembles or bands also appeared in civic processions, such as the traditional 

ñOmmegangò118. Those ommegangs boasted quite some pageantry and solemn music was a 

must. In Antwerp there were four of those ommegangs each. The order of participating guild 

brethren and richly decorated floats with biblical scenes (ñtableaux vivantsò) was set up very 

accurately. As the costs of those ommegangs were, to a large extent, paid by the town, the 

municipal accounts regularly mentioned payments of town musicians.  

In 1470 the town paid 56 musicians who had participated in the ommegang and who came from 

several other towns: 

 Achtervolgende doude costumen, zo onthielden dontfangers trompers, pypers en vj 

 claretten van Gend, trompers en pypers van Brussele, van Mechelen ende van meer 

 andere stedené 

 [According to the old traditions, the collectors paid trumpet players, pipers from 

 Ghent, Brussels, Mechlin and other cities119] 

The instruments also included twenty-eight bagpipes, fifes and drums.   

In 1477 there were 71 musicians participating in the ommegang a kind of record and certainly 

was an exception as trumpets were generally preferred to add luster to great public festivities. 

 

t was customary after the procession for the participants of the ommegang to be invited at a fine 

meal at the town hall, or at least they were invited to drink a goblet of wine. So happened in 

1494 in Antwerp after one of the ommegangs:  

 ñop den sondach naer den noene, als vesperen ghedaen is, soe comen de heeren 

 borghemestren ende scepenen op der stadt huys metten rentmeesteren; ende alsdan 

 soe comen alle saemen speellieden op der stadt huys, in de raet camere, ende spelen 

 elck dat hy can; soe gheeft men hen alle te drincken, ende, naer dat sy syn ende 

 spelen connen, soe gheven de rentmeesteren drynck ghelt.ò120  

[at Sunday in the afternoon when the vespers/evening prayers are finished, the 

gentlemen Mayors, aldermen and stewards come to the town hall; and then also come   

together all the town musicians in the council chamber of the town hall each of them 

playing what they can; then they all receive some drinks and after they have played the 

stewards give them some tips]. 

 

The town musicians were often invited to perform at ñommeghangsò in other towns. In 1470 

the city of Ghent sent a group of ñtrompers, pypers en clarettenò [trumpeters, pipers and 

clarets] to Dendermonde to participate in the local ñommegangò.  

 
116 The Veurne ñPenitents Processionò marches through the streets of this ancient town each last Sunday of July 

since 1644 up to now. 
117 Annales Emulation 1855 -56, tome 10, pp. 158 & 166. 
118 The term ñOmmegangò refers to any solemn procession, either religious or civic. The term is still in use for    

the famous traditional historical procession in Brussels. On the first Thursday of July and the previous Tuesday, 

the ñOmmegangò lights up the magnificent Central Market place of Brussels. The secular setting stages the 

glorious and majestic procession in Brussels of Emperor Charles V in 1549.  
119 Vander Straeten, Edmond, Les Ménestrels, p. 132. 
120 Burbure, Léon de, o.c. page II. 
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The municipal accounts of Geraardsbergen mention in 1550 (and also the next few years): 

ñbetaelt vier schalmeyers van Edinghen ende drie luutenaers van Audenaerde die uyt 

laste van scepenen ten ommeganghe van St Bartolomeus speeldené Men betaalde ook 

hun montcosten.ò 121 

 [paid four shawm players from Enghien and three lure players from Oudenaarde who 

played in the Saint Bartholomew procession at the aldermenôs requesté. They were 

also paid their food] 

On 8 September 1555 ñschalmeiersò [shawm players] of Dendermonde joined the local 

musicians for the ñOmmegangò at Lebbeke. 

In 1591-92, the Geraardsbergen municipal accounts mention: 

ñbetaelt twee trommelslagers den eenen van Ledeghem ende den anderen van 

Lessenbosch die herulieden ter kermesse in den ommeganck presenteerden.ò 122 

 [paid two drummers, one from Ledegem, the other from Lessenbosch who performed at 

the procession]. 

The municipal accounts of Wervik mention the payment of oboe players: 

 ñBet. Thomas le clerck bernaert briexe Jan goker en lowys polet, speellieden met de 

 haultboysen é om dat zy met de hautboysen ghespeelt hebben de ommegangheéò123 

 [Paid to Thomas le clerk, Bernaert Briexe, Jan Goker and Lowys Polet, (town) 

 musicians with the hautbois/oboes - é as they played the oboes at the Ommegang] 

 

The instruments. 
It might be interesting to explain the distinction made between ñtrompersò and ñpipersò as 

explained by the same author Damhouder124. 

 ñDe pypspeelders der Hallen de welcke aldaer op zekere tyden blydelyck tôzamen 

 speelen oft elders verzocht zynde, draghen op den slincker arm de zelvere teeckens 

 der stadt. De nachtsche trompet stekers op der hallen de welcke op alle uren des 

 nachts, door de vier hoecken der halle het trompet blasen ende zoo wanneer zy 

 eenighen brandt zien, als dan hanghen zy een laterne.ò 

[The pipers of the Halls who joyfully play together at certain times over there, or 

 elsewhere when they are invited, wear on the left arm (sleeve) the silver badge of the 

 town. The nightly trumpeters on (top of) the Halls who blow the trumpet at every hour 

of the night through the four corners of the Hall and who, when they see a fire, hang a 

lantern.] 

 

There are several documents referring to the purchase of instruments intended for the local town 

bands of Brussels, Bruges and Mechlin. In 1482, the town of Bruges paid Eeuwout Wittebrood 

the trumpet manufacturer (ñtrompetmakereò) for the purchase of five trumpets. In 1530-31 the 

town of Mechlin bought several instruments for its town musicians. By the purchase of two 

cornetts (ñzinkenò) the total of cornets amounted to nine :  

 ñBetaelt van twee cinquen voor de stadt spelieden, en alzoo zijnder 9 cinquen al 

 tsamen bij die stadt gecocht die welcke gelaten zijn aen den Jonghen Hubrecht van 

 den Broeke, om daer a bescheit en rekening te doene alst den heeren believen salò.   

Paid two cornetts for the town musicians, so there are 9 cornetts altogether purchased 

by the town and handed over to the young Hubrecht van den Broecke to  use them to 

his liking.] 

 

 
121 Godfroid, Marcel, o.c.  p. 23. 
122 Godfroid, Marcel, ibidem. 
123 Algemeen Rijksarchief Brussel, Fonds Rekenkamer nr. 38.585, Stadsrekening Wervik 1557 -1558, folio 23. 
124 Damhouder, o.c., p. 572. 
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We know of a six-member shawm and sackbut ensemble in Ghent in 1540, mentioned in the 

town accounts, for which 2 sackbuts, 2 shawms and 2 bombardes were purchased.  

 ñBetaelt Pieter De Coninc, goudtsmet é over de leveringhe van twee zelveren 

 sackeboeten, twee boven sanghen en twee teneuren scalmeye é ghelevert te werdene 

 den zes scalmeyers deser stede...ò  

 [paid to Pieter de Coninc, goldsmith é for two silver sackbuts, two descant and two 

 tenor shawms é to be delivered to the six shawm players of the town.]125  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                         

 

 

 

 

 

 

In 1551, town musician Cornelis Vander Winckele obtained from the town magistrate the 

acquisition of a double bombarde and two ñbassettenò, as we can read in the texts (folio 245) 

of the municipal accounts of the town of Gent: 

Betaelt Cornelis Vander Winckele de somme van XX s.gro. édaervoren hy metten 

anderen zynnen medeghesellen scalmeyers deser stede ghecocht heeft drie instrumenten 

omme der stede daermede te dienene, ghenaempt eene dobbele bombaerde ende twee 

bassetten accorderende met de huerlieder scalmeypypenéò  

 [Paid to Cornelis Vander Winckele the sum of é for which he has bought, together 

 with his companion shawm players of this town, three instruments to be used in 

 service of the town, notably a double bombarde and two bassets, being in harmony 

 with their shawms.] 

Also in 1551, a town musician of Oudenaarde played the ñzinkò (cornett) on the town hall belfry 

during the Procession of the Holy Sacrament, as we can read in the municipal accounts: 

 ñJoos Devenyns, van dat hy in Sacraments daghe ghespeelt heeft met een instrument 

 van der syncke, op den toren van den schepenhuuseéò 126 

            [Joos Devenyns, because he has played on the Holy Sacramentôs Feast with an 

 instrument called syncke (cornett) on the tower of the town hall.] 

 
125 Vander Straeten, Edmond, La Musique aux Pays-Bas, Vol. IV, p. 126. 
126 Vander Straeten, Edmond, o.c., p. 149. 

29.  Different òzinkenó or òCornettsó.  
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Halfway the 16th century, the Ghent town magistrate had the solid silver trumpets of the town 

musicians melted to make special silver insignia or badges the musicians had to wear on a small 

chain put on the sleeve of their official costume. Those badges were gold-plated and represented 

their instrument and the initial G of Ghent. The town accounts mention: 

ñBetaelt Pieter Coninc, gaudtsmet, de somme van é ter causen ende over dmaken ende 

leveringhe van zes selveren trompetkins, hanghende cruuswys met een selveren ketenjin 

aan een Gé., ghelevert te zynne den zes trompetters der vernoemde stede, ende by 

hemlieden up heurlieder mauwe in een teken ghedreghen te werdenenéò  

[Paid to Pieter Coninc, goldsmith, the sum of é concerning the manufacture and 

delivery of six little silver trumpets, hanging crosswise with a small silver chain to a G, 

é to be delivered to the six trumpeters of the aforesaid town and to be worn by them 

on their sleeveé]127 

 

The Ghent history museum preserves a silver badge made in 1482 by the famous goldsmith 

Corneille De Bonte for the ñtrompenaerenò [trumpet blowers] of the belfry. In 1590 those silver 

badges of the town musicians were restored and gilded again in the workshops of Adrien Van 

Hulthem for the appointment of the new magistrate and the Corpus Christi procession. 

 

Most interesting is the distinction made in the Ghent municipal accounts of 1553 between the 

ñblowingò of the trumpets and the ñplayingò of the shawms: 

 Betaelt den scalmeyers deser stede é. Van ghespeelt thebbene up den kerstdach ten 

 huuse van den baillu é Betaelt den zes trompetters deser stede é ter causen van 

 gheblasen thebbene op den heleghen paeschdach ten hussen van mynen heere den 

 baillu..ò128 

 [paid to the shawm players of this town é because they have played on Christmas 

 Day at the house of the bailiffé Paid to the six trumpeters of this town é because 

 they have blown on Easter Sunday at the house of the bailiffé.] 

Another term used is ñtrompenò (blow the trumpet) as we can read in the same accounts, also 

indicating that the town musicians played at all religious Feast Days, often on the belfry tower. 

 ñBetaelt den trompers ende menestreurs deser stede, van dat sy speelden ende 

 trompten é te sinxene, alderheiligehn daghe, paesdaghe up beefroit..ò 

 [Paid to the trumpet players and minstrels of this town, because they played and  blew  

            the trumpet at Whitsuntide (Pentecost), All Saintsô Day (All Hallows), Christmas        

            Say, Easter Day on the belfry.]129 

 

In Wervik the trumpeter Jacob vanden Driessche was mentioned in the municipal accounts of 

1573-1574; he was supposed to 

 ñalle huere vander nacht trompet steken zoudenò.130 

 [blow the trumpet each hour of the night]. 

 
127 Vander Straeten, Edmond, o.c., p. 126. 
128 Vander Straeten, Edmond, o.c., p. 127. 
129 Vander Straeten, Edmond, o.c., p. 127. 
130 Oud Stadsarchief Wervik, nr. 27, folio 27. 
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The 1594 Ommegang of Leuven was 

described by Willem Boonen who also 

made some nice color drawings (cf. 

supra). Besides some hired ñspeel-

liedenò (musicians) preceding the 

statue of Our Holy Lady, there were 

also òstadtspeelliedenò (town musi-

cians) who preceded the town 

magistrates. The group consisted of 

one trumpeter and four shawm 

players131. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Joyous Entries. 
Another official duty of the town musicians was their performance at official Triumphal Entries 

of sovereigns and important aristocrats. In the Renaissance the entrances of royal persons into 

the towns, called ñBlijde Inkomstò in Flemish or ñJoyeuse Entréeò in French, were usually 

considered as a celebration of the actual meeting of the sovereign with the town citizens. The 

latter hoped to obtain some privileges in return for their hospitality. Indeed many Flemish towns 

obtained important favors and privileges in this way. The tradition went back to the Middle 

Ages as we saw in the previous chapter with the Grand Entries of the Dukes of Burgundy.  

 

At the grand entry of Philip the Good in Bruges  in April 1457, according to the chronicler 

Chastellain, one could hear: 

  ñtout au long de la nuyt, maintes sonneries de trompettes et clairons et de tous 

 instrumentsé, sôen tinrent ¨ tous esmerveill®sò.132  

 [all through the night, many flourishes by trumpets and other instruments fascinated 

 all guests...]. 

 

 

 

 
131 Even, Edward Van, Geschiedenis van Leuven geschreven in de jaren 1593 en 1594 door Willem Boonen, 

Leuven, 1880, plate 21. 
132 Chastellain, G., Chronique des Ducs de Bourgogne in Oeuvres, part III, edited by K. de Lettenhove, Brussels 

1864, p. 305. 

30. Tower Wait  - Trumpeter Brussels . 
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One year later, the Duke was welcomed by the people of Ghent. He paraded through the city 

gate in the midst of a sumptuous entourage, headed by six ducal trumpeters; those trumpeters 

along with those of the city of Ghent amounted to at least thirty or more.133 

The sovereign usually also swore an oath to guarantee the municipal rights. Since the beginning 

of Spainôs long involvement with the Low Countries, the history of these ñJoyous Entriesò from 

1515 to the end of the 17th century reflects the efforts to drive a wedge of legally credible 

ceremony into the thick armor of absolute regal power.  

 

As already mentioned, five ñscalmeypipersò played at the grand entry of Maximilian of Austria 

in 1485 in Ghent. On July 15, 1486 Maximilian, the King of the Romans made his joyous entry 

in Brussels and the Brussels trumpet (sackbut!) and shawm players were paid for their 

participation in the festivities. Their instruments had been adorned with blazons for the 

circumstance. One of the musicians, a trumpeter called Jan van Kinneken, was said to have 

ridden on horseback throughout the town with three companions to blow his instrument and 

summon the population to watch the royal procession, while another ñpiperò, called Peters, was 

said to have played on top of the town hall tower134.   

 

When the princess of Castile visited the town of Kortrijk in 1499, a town trumpeter blew some 

welcome tunes on the tower of the Saint Martinôs Church and another on the Belfry Tower, 

while the other trumpeters were part of the procession as we can read in the municipal accounts 

of 1499-1500: 

 ñGhegeven den trompetters van deser stede in hoofscheden van dat sy trompten ende 

 alle ghenouchte bedreven als mevr. de princesse van Castille binnen dese stede  

 quam, ende ghelicxs ooc des anderdaechs als zou vertrock .ò135 

 [Given to the trumpeters of this town because they blew the trumpet when her 

 ladyship the princess of Castile arrived at this tow, and also the next day when she 

 left.] 

 

In 1513, the English monarch Henry VIII was officially welcomed in Tournai and for his 

ñJoyous Entryò a music group from Germany had been invited. The musicians made a great 

impression with their fifes and drums, buisines (horns), shawms, bombardes and trumpets.136  

 

On 12 February 1515, the young archduke Charles (the later Emperor Charles V) made his 

óGrand Entryô (or (Triumphal Entry) with his grandfather Emperor Maximilian in Antwerp. 

After the ceremony in the Antwerp cathedral, the illustrious visitors went to the town hall for 

an official reception with drinks. During this ceremony, at which the young sovereign and the 

mayor swore an oath of allegiance to one another, the Antwerp town musicians played several 

ñliedekensò (songs), for the sovereignôs entry and before and after the oath swearing137.  

There are also descriptions of the ñJoyous Entryò of Charles V in Bruges (1515) and in Cambrai 

and Valenciennes (1540) and of those of his son Philip in Brussels, Leuven, Ghent, Bruges, 

Lille, Tournai, Arras and Antwerp (1549). 

 

 

 
133 Du Clercq, J., Mémoires ed. J.A. Buchon, Paris, 1838, p. 111. 
134 Wangermée, Robert, Notes sur la vie musicale à Bruxelles au XV° siècle, in óBruxelles au XVÁ si¯cleô,   

Brussels, 1953, p. 170. 
135 Potter, Frans,  De, Geschiedenis der Stad Kortrijk, Vol. 1, p. 300 -301. 
136 Ravez, Walter, Le Folklore de Tournai et du Tournaisis, Tournai, 1949. 
137 Wouters, A. and Schruers, E. , Het bezoek van Keizer Maximiliaan en de Blijde Intrede van Aartshertog Karel 

(Antwerpen 1508 -1515) in Musica Antiqua 12 (1995),  p. 100 -110. 
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At Cambrai the Emperor Charles, accompanied by the óDauphinô (son of the King) and the 

Duke of Orleans, was welcomed by the prominent citizens and twelve trumpeters dressed in 

red and black outfits; after the official welcoming: ñthe twelve trumpeters played very 

melodiously and continuously while preceding the Emperor up to the bishopôs palaceò.  

When the Emperor arrived at the market one could hear: ñnext to the nice sound of the 

trumpeters on the steps of the town hall, a large number of musical instruments, such as clairons 

and oboes...ò138 

 

At the Triumphal Entry of Margaret of 

Austria, governess of the Low 

Countries and sister of Charles V, in 

Ghent in 1546 the town musicians 

were very busy, as the registers of 

public accounts establish. During the 

ñsteecspeleò [joust or tournament] 

performed on the river, the 

ñscalmeyenò [shawm players] and 

trumpeters played, trying to outdo 

each other, on top of the town belfry. 

They were five in number, however 

usually there were six of them: two 

sackbuts, two soprano shawms 

(dessus) and two tenor shawms. 

On 10 September 1549 the ñHoly 

Roman Emperorò Charles V did his 

grand entry into the city of Antwerp, 

accompanied by his son Prince Philip 

of Spain, his sister Eleonore and 

Queen Mary of Hungary. On the 

market place there was a stage with 

great number of musicians, playing 

clarions and shawms and ñmaking 

loud melodyò139 

 

. 

 

 

 

A series of engravings portray the « Grand Entry of Fran­ois dôAnjou, » in Antwerp in 1582 

and one of them shows town musicians on top of one of the city gates, playing to welcome the 

brother of the King of France. We clearly distinguish five shawms and one slide trumpet. 

(cf. picture 32, next page). 

 

At most joyous entries, the visiting sovereignôs court band walked in the procession, whereas 

the local town musicians played either in front of the city hall or on the belfry or church tower. 

Sometimes the local musicians were spread along the line of the march. 

 
138 Bridgman, N., La participation musicale ¨ lôentr®e de Charles-Quint à Cambrai, le 20 janvier 1546 in óF°tes 

et Cérémonies au temps de Charles-Quintô, Paris, 1950, pp. 235-255. 
139 Schrijver, Cornelius, Le très admirable très magnifique & tryumphante entrée du très hault & très puissant  

     Prince Philipes, Antwerp, 1550, f.18V. 

31.  Barge with town musicians during the Triumphal Entry of  

William of Orange in Brussels 1577. Engraving from the  

collection by J.B. Houwaert òDeclaratie van de triumphante  

incompts van de Prince van Oraingnein ó,  Antwerp, Plantin 1579. 
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The Antwerp Town (alta) Band. 
Yet the most relevant town wind band was that of the city of Antwerp. In the previous chapter 

we have seen that the town musicians were already very active in the 14th and 15th centuries in 

the big Flemish harbor city.  

In the early 16th century there were four official town musicians. From 1530 onwards five 

musicians were in office, in 1550 they were ñgesworen speelliedenò as they had to swear an 

oath (cf. above). Moreover, there was an aspirant town musician called ñexpectantò (he who 

waits), a kind of trainee who came into office when one of the town musicians died or fell out. 

The instruments belonged to the town. In 1532 the town authorities of Antwerp had an inventory 

made of all instruments of the town musicians. Each of the three musicians (the fourth had died 

recently) had to make a list of the instruments in his possession. Peeter Banninck had a case 

with twelve flutes, a case with eleven crumhorns and two shawms (indicated as soprano and 

tenor). Tielman Susato (cf. next page) showed up with a case with eight crumhorns, a set of 

nine flutes, three trumpets and a tenor pipe (probably a shawm). Jan de Graser had one trumpet, 

one descant or soprano shawm and a case with seven flutes which he had on loan.  

In October 1610 a sixth town musician was enrolled. Two other trumpeters were in municipal 

service as tower watchers on the Our-Ladyôs Cathedral tower, however they belonged to the 

minor municipal employees, whereas the official town musicians were part of superior the civil 

service. 

In 1609 the official Antwerp town musicians were Artus Wyns, Anthonie vanden Steene, 

Daniel van Ghysele, Lucas Smitz and Balthazar Broddyn and Pauwels vanden Bruele was 

ñexpectantò. The Antwerp town musicians had to be members (brethren) of the (above 

mentioned) ñGuild of Saint Job and Saint Mary Magdalenaò, actually one of the poorest guilds 

in town. They had their own chapel in the Saint Jacobôs Church. Town musicians had to be 

ñpoortersò (citizens) of Antwerp or buy the citizenship in order to become a member of the 

guild. When applying they had to pass a test on several wind instruments and play several 

dances and three motets and also pay an admittance fee.  

 

32 . Magnifique Entrée de François  dõAnjou (1582) - 

Etching by A. de Bruyn and  Ph. Galle . 


