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The Bass Horn and Upright Serpent in Germany
Part 1: The Continental Bass Horn1

Herbert Heyde

Until approximately ten years ago, research on the serpent focused on France and Eng-
land, while Germany and other countries received little attention. At that time the very 
few incidental documents that had come to light merely indicated that the serpent was 
not unknown in German lands in the seventeenth and eighteenth centuries: in 1616 a 
serpent was played on the occasion of the baptism of Prince Friedrich of Württemberg 
in Stuttgart,2 between 1711 and 1775 the Cologne cathedral employed a serpentist,3 
and from about 1770 on—according to Ernst Ludwig Gerber—the serpent appeared 
occasionally in the larger harmony and military bands.4 Recently, however, Christian 
Ahrens and Sabine Klaus unearthed additional documents:5 in 1708 a serpent was listed 
in an inventory of the court at Weimar, in 1730 the court of Sondershausen bought 
a serpent that Gottfried Heinrich Stölzel used in 1736–37 in a few church cantatas, 
and in 1741 the court of Gotha ordered four serpents from Paris. It should further be 
noted that in the castle chapel of Saalfeld (located in Thuringia, as are Weimar and 
Gotha) there is a fresco dated ca. 1704–14 showing an angel playing a serpent.6 To be 
sure, further research is likely to uncover additional documents, but it seems clear that 
prior to ca. 1770 the serpent was only an occasional presence in Germany, apparently 
influenced by the French custom of playing the serpent in church. The interest in the 
serpent showed by some princes probably had much to do with the love of experi-
mentation and imitation of all things French, as is illustrated by the occasional use of 
verrilon (musical glasses) at the court of Sondershausen between 1726 and 17307 and 
Stocktrompeten (cane trumpets) at the courts of Arnstadt in 16928 and Zeitz in 1693.9

	 The situation began to change after about 1770 when harmony and military bands 
began to grow in size, often using additional instruments—serpent, contrabassoon, and 
bass trombone—to support the bass line. The S-shaped structure of the serpent proved 
to be impractical for marching, so two innovative serpentists developed pioneering 
modifications: in 1789 J.J. Regibo, an Italian musician residing in Lille, created the 
serpent droit, and in 1799 Louis Alexandre Frichot, a French serpentist living in Lon-
don, developed the bass horn. Both were not only ergonomic adjustments intended 
to facilitate playing while marching, they also featured a more powerful sound in two 
different ways: Regibo made the bore wider to increase the volume (Figure 1, no. 1), 
while Frichot made the bore narrower but added a flared bell to give the sound a more 
trombone- or horn-like character (Figure 1, no. 4). Both types, novel in structure 
and sound, stood at the beginning of two evolutionary lineages that brought in their 
wake new variants and hybrids (Figure 1, nos. 1–3 and 5). A third lineage, beginning 
in 1805–06, is the serpent militaire, characterized merely by a variant form of tubing 
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from the traditional serpent, designed roughly in the shape of a tobacco pipe, by the 
Paris maker Piffault.10 Later, different versions of the military serpent evolved, includ-
ing hybrids such as the Serpent Forveille (1823). The three lineages formed a second 
evolutionary branch of the traditional serpent. These innovations notwithstanding, 
the entire group of serpents and bass horns endured continued criticism that reflected 
a growing demand for greater volume and a more open and homogenous sound. In 
response to this criticism, a new group of instruments with wider tone holes, operated 
by keys, emerged, among them the ophicleide (1817), chromatic bass horn (1820), 
and bombardon (1823); they formed a third evolutionary branch. Even these new 
instruments could not satisfy the continuously changing musical demands and finally 
surrendered to the valve basses by about the middle of the nineteenth century.

Figure 1:  Descendants of the serpent droit by Regibo (1789) and bass horn by Frichot (1799).   
1. Regibo (fingering chart, Musikinstrumenten Museum Markneukirchen). 

2. Rust (Paris, ca. 1810, Musée de la musique). 3. Upright serpent (B. Asioli, Trasunto dei 
principi elementari di musica, Milan, 1825). 4. English bass horn (Pace, ca. 1830).  

5. Bassoon-shape bass horn (Asioli, Trasunto). 6. Upright serpent (price list I. Kaempffens 
Söhne, Markneukirchen, 1830–33).  7. Serpent droit (France, ca. 1820, New York,  

Metropolitan Museum of Art, 2002.102). 
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	 The present article focuses on the descendants of the serpent used in German and 
Austrian lands, and on the contributions to their further development that were made 
in those areas. These contributions comprise the bassoon-shaped bass horn (invented 
in 1805), which today often goes by the name “Russian bassoon” (Figure 1, no. 5; 
Figure 2), the chromatic bass horn (1820), and the bombardon (1823). The bassoon-
shaped upright serpent, the design of which was inspired by the bass horn, most likely 
also emerged in Germany soon after 1805. 
	 The years around 1805 to 1810 were innovative not only in Germany but also 
in France, though in different ways. After Frichot returned to Paris from London, he 
submitted plans for a basse-cor (1806), which was patented in 1810 under the name 

Figure 2:  Continental bass horn (Russian bassoon). Unmarked. Germany, ca. 1835. 
Maple, brass, five keys. New York, Metropolitan Museum of Art, 

The Crosby Brown Collection of Musical Instruments, 89.4.2294. Photo courtesy 
of The Metropolitan Museum of Art. Image © The Metropolitan Museum of Art. 
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basse-trompette.11 Being a loop-shape variant of the English bass horn, it was unsuccessful, 
whereas the long-booted, hybrid variant of Regibo’s serpent droit (Figure 1, no. 7) was 
apparently the most popular form of the upright serpent in France by about 1820. At 
least seven instruments of this kind by Jean-Baptist Tabard in Lyon have survived, the 
earliest bearing the date 1812 (Paris, Musée de la musique). Unlike bassoon technol-
ogy, using drill and lathe for the manufacture of the German bass horn, the French 
upright serpents were built with serpent technology—that is, they were composed of 
two carved-out wooden halves covered with leather. As bassoon technology was more 
economical, it finally won out also in France.
	 There are other striking differences between the French and German forms of 
these instruments. In France the serpent was deeply entrenched in culture and it was 
phased out much later, by and large in the 1840s. In Germany, however, it had never 
had a strong presence and was supplanted soon after 1815 by the bass horn and up-
right serpent. Both newcomers in bassoon shape had their heyday between about 1815 
and 1830, gradually falling into desuetude thereafter. While the ophicleide became 
the prevailing brass bass throughout most of Western Europe by the middle of the 
nineteenth century, it was rarely heard in northern Germany because the valve basses 
gained a foothold in the wind bands there as early as the 1830s. In France and Great 
Britain the valve basses came into use only much later, from about 1845 on.12

	 There are hardly any other musical instruments between 1790 and 1835 whose 
fate was so profoundly influenced by politics as the serpent and its descendants. When 
in the wake of the French Revolution the Assemblée Constituante initiated the fêtes 
nationales in 1791, the serpent was allotted an important role that helped to sustain 
its popularity for decades.13 In Germany cabinet politics affected the bass horn from 
the beginning, as its inventor was Prince Günther Friedrich Carl I of Schwarzburg-
Sondershausen. His personal connections with King Friedrich Wilhelm III of Prussia, 
who was an enthusiast of military music, facilitated the introduction of the bass horn 
into Prussian military music. The Prussian king’s close friendship with Czar Alexan-
der I was probably instrumental in the introduction of the bass horn into Russian 
military music. Diplomatic relationships also seemed to have smoothed the way for 
the adoption of the bass horn in the Austrian army. Yet another instance of political 
influence resulted from the fact that the rise of the bass horn and upright serpent 
occurred at the time of the Napoleonic wars (1799–1815). Aiming to conquer all of 
Europe, Napoleon imposed military reforms on all states he had made his allies. These 
reforms served to assimilate the German contingents into the French military system 
in order to streamline their coordination in battle. They included specifications for 
uniforms, badges, and musical instruments. In 1806 Napoleon founded the military 
alliance known as the Confederation of the Rhine, a conglomerate of initially sixteen, 
later thirty-six German states, among them Bavaria, Saxony, Westphalia, Hesse, and 
Württemberg. Little wonder that the serpent, which was by this time most often the 
bassoon-shaped upright serpent rather than the S-shaped serpent, prevailed in these 
regions. 
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 	 Napoleon’s politics affected the history of the bass horn and upright serpent in yet 
another way. In his struggle against Great Britain, Napoleon imposed in 1806 a trade 
embargo on British merchandise, known as the “Continental System” or “Continental 
Blockade.” Effective through 1814, the blockade choked off the importation of all 
merchandise from England, including English bass horns. Hence the bassoon-shaped 
variant—which we call “continental bass horn” or “Russian bassoon”—gained footing 
in German lands; the English bass horn had little chance. Finally, in 1833 the Austrian 
Prince Friedrich von Lobkowitz, in connection with the Gesellschaft der Musikfreunde 
in Vienna, ordered an ophicleide from Paris, initiated its manufacture in Vienna, and 
encouraged its introduction into Austrian orchestral and band music. It was an initia-
tive that was crowned with some success in Austria, including Lombardy and Veneto, 
which were under Austrian control at that time, but also in South Germany.

The invention of the continental bass horn

The story of the development of the bassoon-shaped bass horn begins in 1801, when 
Prince Günther Friedrich Carl I of Schwarzburg-Sondershausen founded a twelve-piece 
Harmoniemusikcorps at his residence in Sondershausen. A critical question from the 
beginning concerned which instruments should be used for the bass. The ensemble 
tested the double bass and the serpent, the latter of which they had two painted speci-
mens by Augustin or Heinrich Grenser. Ernst Ludwig Gerber, who was an ear- and 
eyewitness to these events, praised the serpent in an article published in October 1803 
as an instrument that would lend power and substance to the band’s sound.14 The 
prince kept searching for the best possible bass, and in 1803 he ordered an English 
bass horn from London in order to test its suitability. After hearing this instrument, 
Gerber sent an addendum to the publisher just before the article was printed, saying 
that while the tonal volume of the English bass horn is somewhat smaller in the low 
range, it gives in the one-line octave a “beautifully rounded, full flutelike sound that 
hardly can be produced on the serpent.”15

	 The prince preferred the bass horn to the serpent. Although he was not happy with 
the instrument he got from London, he recognized its potential and began devising an 
improved version. He gave the instrument the structure of the bassoon, modified the 
bore, and enlarged the bell almost to the size of a French horn bell. Figure 3 displays 
the results of the prince’s developing work in comparison with the English bass horn 
and the serpent. The numbers represent the arithmetic means of the bore dimensions 
for three groups of instruments: twenty-six serpents, nine English bass horns, and nine 
continental bass horns.16 Figure 4 shows that the bore of the continental bass horn 
is narrower in the tubing leading up to the bell than that of the English bass horn, 
starting from the minimum diameter in the bocal and throughout the body, including 
the knee.17 Only from point D3 in the bell does the continental bass horn develop 
a stronger flare, ending in a wider diameter at the bell’s end.18 Except for the bell 
diameter, the amount of dispersion of the measurements is rather small.19 The length 
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of the bocal amounts to about three-eighths of the overall tube length of an English 
bass horn, whereas in the bassoon-shaped bass horn it is approximately one-third. 
The prince obviously wanted to increase the power of the sound by giving it a more 
trombone- or hornlike character, thereby avoiding the typical dullness of the serpent’s 
sound. Although the acoustical function of the bell is compromised by the tone holes, 
it is, as practice shows, still effective to some degree. As the name “bass horn,” coined 
by Frichot and retained by the prince, suggests, both inventors had a particular sound 
in mind, different from that of the serpent. Though the bores of the two types of bass 
horn clearly differ, the difference is small when these two instruments are compared 
to the serpent. To facilitate the comparison between the bass horns and the serpent, 
the bore diameters of both types of bass horn have been averaged; see Figure 5. The 
graph shows that bass horns and serpents start from approximately the same minimum 
diameter in the bocal, but shortly thereafter the bores of the bass horns develop in a 
narrower mode up to the beginning of the bell.
	 After two years of development, the prince completed the prototype of his design 
in 1805 and deployed it in his Harmoniemusikcorps, where it played the same part 
as the second bassoon. The positive results encouraged the prince to propose the 
instrument for wider use in German military bands. Pursuing this plan, he used his 
personal connections with the Prussian court to introduce his instrument into the 
Berlin Conservatorium der Blasinstrumente and finally into Prussian military music. 

Figure. 3: Bore characteristics: 26 serpents, 9 English bass horns, 9 Continental bass horns. 
The figures are arithmetic means in millimeters.  a = minimum diameter in bocal, 

b = length of the bocal without tenon, c = minimum diameter of the body, 
d = diameter at ½ body length (serpents) or of knee (bass horns), 

e = end of body/ beginning of bell, f = diameter at the point D3 in the bell 
(at a distance from the bell end that equals the bell diameter), 

g = end diameter in serpents, bell diameter in bass horns.
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Figure 4: Bore diameter: 9 English and 9 Continental bass horns. 
Numbers based on Figure 3.

Figure 5: Bore diameter: 26 serpents and 18 English and Continental bass horns. 
Numbers based on Figure 3.
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He eventually succeeded with his plan, and his instrument soon spread to Austria, 
Italy, Russia, and later also to Western Europe. 
	 The conclusion that Prince Günther Friedrich Carl I invented the continental 
bass horn or Russian bassoon in 1805 is based on three different types of sources: 1) 
the prince’s correspondence,20 2) several independent accounts concerning the prince’s 
invention, and 3) various iconographic representations. According to independent 
sources, it was the prince himself who developed the design and oversaw the building 
of the first instruments. It therefore seems useful to delve more deeply into the prince’s 
biography.
	 Prince Günther Friedrich Carl I (1760–1837) was the sovereign of the small 
principality Schwarzburg-Sondershausen, which had a population of about 60,000 
during the period in question (Figure 6). Though the residence city, Sondershausen, 
was small, with a population of about 3,000 in 1800, it had been a highly regarded 
music center since the seventeenth century. The music-loving Günther Friedrich Carl 
I, who acceded to the throne in 1794, was well liked by his subjects. He played clari-
net and bass horn, and founded in 1801 the aforementioned Harmoniemusikcorps, 
extracted from the court orchestra, whose history dates from 1637.21 Some of the 
prince’s contemporaries considered his command of the clarinet to be above the amateur 
level.22 In 1802 Johann Simon Hermstedt, the distinguished clarinet virtuoso, joined 
the ensemble as first clarinetist, later serving as its music director.23 In addition to 
Hermstedt, another musical luminary at the court was the music lexicographer Ernst 
Ludwig Gerber (1746–1819). He served as court secretary, court organist, and for 
some time as music teacher to the prince’s two children.24 In 1815 the prince founded 
a theater for plays and opera; during its first five years, 295 operas were performed.25 
The prince ruled in a conservative style and opposed the bourgeois trends that gained 
ground after the French July Revolution of 1830. When he suppressed agitation for a 
parliamentary constitution, the ensuing palace revolt forced the prince to abdicate in 
1835; he spent the last two years of his life at his hunting castle, Zum Possen.
	 Regarding the bass horn, Gerber reported in 1809: 

In quiet periods and from time to time, the prince has this corps [i.e., the 
Harmoniemusikcorps] perform some larger compositions in his parlor, where 
he himself sometimes enjoys taking the bass horn part himself, regardless 
of the difficulties.26 

			 
The prince dedicated himself to improving wind instruments, achieving tangible results 
in three cases: a clarinet mouthpiece, a bassoon bell, and the bass horn. His mouthpiece 
for the clarinet was made of metal and had a tuning mechanism within the barrel to 
lengthen or shorten the effective length of the wind channel. From 1821 Hermstedt 
used this device, which he apparently assisted in designing.27 The prince’s bassoon 
bell, as reported in the Allgemeine Musikalische Zeitung of 1817, aimed at improving 
the bassoon’s acoustics.28 A bassoon apparently with this type of bell survives in the 
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musical instrument collection at the University of Göttingen.29 Of the prince’s three 
inventions, the bass horn was the only one that came into widespread use.
	 The earliest evidence of the prince’s efforts to introduce his bass horn into Prus-
sian military bands comes from his correspondence, beginning 6 March 1805 with 
a letter to Count Maltzan in Berlin. Burchard Friedrich von Maltzan (1773–1837) 
was chamberlain to King Friedrich Wilhelm III of Prussia and president of the Con-
servatorium der Blasinstrumente.30 He expressed interest in the prince’s bass horn for 
use at the conservatory, an institution newly founded to train military musicians.31 
Its founder and director, Franz Tausch (1762–1817), was a clarinetist and composer, 
and after hearing about the efforts made in Sondershausen, he became interested in 

Figure 6: Prince Günther Friedrich Carl I von Schwarzburg-Sondershausen (1760–1837). 
Anonymous lithograph, ca. 1795. Schloßmuseum Sondershausen. Photo permission 

of Schloßmuseum Sondershausen. Image © Schloßmuseum Sondershausen.
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the bass horn. He was looking for a substitute for the double bass, which was used at 
the conservatory for lack of a proper bass wind instrument.32 Count Maltzan, who 
also played clarinet in the orchestra of the conservatory, brought the issue before the 
king, who thereupon expressed interest in the instrument. Friedrich Wilhelm III (r. 
1797–1840) was an aficionado of military music and a talented musician himself.33 He 
is credited with the composition of what later became known as the Präsentiermarsch, 
a popular march that is still today the official inspection march of the German Armed 
Forces, played at all official receptions for foreign heads of state. Friedrich Wilhelm III 
supported modern trends in the arts, collected paintings by Caspar David Friedrich, 
and was a patron of the architect Carl Friedrich Schinkel. In 1826 Beethoven dedicated 
the first printed edition of his Symphony No. 9 to him. 
	 The prince’s correspondence concerning the bass horn began shortly after he had 
successfully completed the prototype of the instrument. In a letter he informed Count 
Maltzan that he would command a young musician to convey the instrument to Berlin 
and assist the future teacher of bass horn at the conservatory:

Highborn, highly honored Count!
I am very much obliged to Your Highborn for your letter, by which I am 
put in the position to evince my pleasure of accommodating you. In this 
respect, the desired instrument shall be readily at your command, and I 
will give the order to complete it. But before this happens, it may not be 
unserviceable if Your Highborn would kindly send me a tuning fork from 
there which is tuned to A, thereby when manufacturing [the instrument] the 
correct pitch can be taken into consideration so that it properly harmonizes 
with the instruments there and keeps the right tone. 
	 As soon the horn is finished, I will have it conveyed to its destination by 
a young person whom I have taught to play it. I leave it to Your Highborn’s 
discretion as to how far you are inclined—perhaps by this courier— to reward 
the person who will be sent there to play the instrument. This instrument 
has caused me much labor, but I would feel sufficiently rewarded if it would 
meet with applause from the connoisseurs of music. 
	 Incidentally, I am very grateful for your kind offer of accommodating 
me in Berlin on occasion. I will avail myself of upcoming opportunities, 
with your permission.
	 I remain with perfect deference,
	 Your Highborn’s 
…
Sondershausen 6th March, 180534 

The young man mentioned in the letter was Johann Heinrich Wilhelm Herrmann Jr., 
the bass horn player of the prince’s Harmoniemusikcorps. On 17 April 1805 the prince 
revised his request, asking for a tuning fork in C instead of A, but Tausch sent him a 
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tuning pipe instead, since he was not able to procure a tuning fork. On 1 June 1805 
the prince welcomed the Prussian royal family to his estate, an event that was com-
memorated by planting a beech tree (which still stands). This visit of Friedrich Wilhelm 
III, Queen consort Louise, and their son, Prince Wilhelm, occurred on a stopover on 
their journey to Erfurt and the county of Honstein. On that day the prince set up a 
tent on the Schernberg Lehde, a scenic location before the gates of Sondershausen, 
and entertained the royal family with refreshments and music played by the Harmonie-

Figure 7:  Letter of Prince Günther Friedrich Carl I to Count Maltzan in Berlin, 
6 March 1805. Thüringisches Staatsarchiv Rudolstadt, Geheimes Consilium Sondershausen, 

no. 1026, 1. Photo permission of Thüringisches Staatsarchiv Rudolstadt.
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musikcorps. The prince’s particular concern was to demonstrate his bass horn to the 
king. On 3 June he wrote to Count Maltzan about this event:35

The day before yesterday I had the great pleasure that Their Royal Majesties 
the King and the Queen of Prussia along with His Royal Highness Prince 
Wilhelm passed through my territory and on that occasion I took the great 
pleasure in being able to humbly attend upon the highborn travelers. Their 
Royal Majesties and His Royal Highness Prince Wilhelm deigned to examine 
the aforementioned bass horn, and it appeared to me that I could flatter 
myself that it elicited some gracious applause. This made me so daring that 
I decided to have two more of the same bass instruments manufactured, 
in order to send them to Your Highborn with the request to make use of 
them for a good end and in a good way, which I leave to your discretion.36

Later Prince Günther Friedrich Carl mentioned that the royal majesties “showed much 
favor in it [i.e., the basshorn].”37 Encouraged by the king’s response, he ordered two 
additional bass horns from his makers as presents for the king and the queen. After 
the bass horn for the conservatory was finished, he informed Count Maltzan on 13 
June 1805 that his first clarinetist Hermstedt and his bass horn player Hermann would 
convey the instrument to Berlin.38 On 15 June he wrote to Franz Tausch:

The inducement for this invention was given to me by an English bass 
instrument, which however differs from this one significantly. Since I am 
very much devoted to music, it gives me great pleasure to have earned a 
small credit in [the field of ] music by inventing this instrument, whose 
construction and study has caused me endless effort. It can be played in all 
keys, but it requires that the player have a very good ear, since, due to the 
instrument’s wide compass, some of the tones are not stable.39

Fully aware of the limitations of the bass horn’s volume, Prince Günther Friedrich Carl 
anticipated that the tests at the Conservatory, with its large wind band, might fail. In 
an attempt to forestall negative reactions, he offered the conservatory a second bass 
horn for doubling. On 7 July he wrote a letter to three Vorgesetzte (superiors) of the 
conservatory, Lieutenant Colonel von Krusemark, Count von Brühl, and Herr von 
Bredow, in which he explicitly addressed the issue of tonal strength:40

Should this bass instrument, in light of the large number of your wind 
instruments, not be able to penetrate sufficiently, and should you therefore 
wish to receive another, I should be honored to provide another as soon I 
have procured the necessary dried wood. As you are already familiar with the 
fingering and treatment of the instrument, it will not be necessary to have 
one of my subjects convey it to you. I note here only that this instrument 
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does not bear the name “English bass horn” because it is completely different 
from that [instrument].41

The prince called the instrument Baßhorn (frequently also spelled Basshorn) and was 
annoyed by those who insisted on calling it Englisches Baßhorn. This confusion persisted 
not only in Germany, but also in Lombardy and France. 
	 The correspondence was interrupted in July 1805 but resumed at the end of 
February 1806. As the prince had anticipated, the results of the bass horn test at the 
conservatory were disappointing. Meanwhile, in December 1805 Director Tausch 
published an article about the instrument in the Berlinische Musikalische Zeitung, in 
which we learn for the first time about the structure of the bass horn. Writing about 
the Conservatorium and the prince’s donation of the bass horn, he continued,

The [bass horn] is structurally very similar to the bassoon, but differs from 
it externally by the fact that it terminates laterally at the top in a hornlike 
bell, and is also not played with a reed, but rather with a mouthpiece 
shaped like that of a trombone, as a result of which it has been given the 
name “bass horn.”42

In the same article Tausch expressed his gratitude, not only to the prince as inventor, but 
also to Count Maltzan and in particular to King Friedrich Wilhelm III, who provided 
space in the Academy of the Arts for the meetings of the members of the conservatory 
on Saturdays. When they tested the bass horn in the ensemble setting, it proved to be 
rather weak, so they continued to use the double bass to support the bass line.43 The 
question as to whether a serpent would be more suitable was apparently not raised. 
The avoidance of this question was also a matter of decorum, because of the prince’s 
authority and also because the invention was backed by the king. The prince reacted 
to the disappointing results in a positive way and wrote to Tausch and Count Maltzan, 
informing them that he would dispatch a second instrument to the conservatory, and 
two more for the king and the queen. On February 26, we read in a letter to Count 
Maltzan and in another to Tausch,

Your Highborn, I give myself the honor to bestow the intended bass horn 
to the excellent Conservatory of Music [which is] under your authority. 
I add to that two more of the same kind in accordance with my previous 
promise, which I most humbly present to the sovereign disposition of their 
Majesties the King and the Queen….
	 I should like to point out that in the presented instruments, the fingerings 
in the upper octave have been improved.44

At this point the correspondence terminates, leaving unanswered the question as to 
who made the four instruments and also whether the maker or anyone else had a share 
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in their design. In 1809 E.L. Gerber addressed the question of structure, which had 
previously been reported by Tausch in his article, and the issue of the maker as follows: 

As has been mentioned elsewhere in this journal,45 this new instrument was 
built under the supervision of our prince by a pair of mechanical artists in 
his service in greatest perfection with regard to the purity of the scales and 
in its intonation, of maple, mahogany, and ebony, in a shape similar to 
that of the bassoon, with an S-shaped bocal of brass into which is placed a 
large mouthpiece similar to that of a trumpet, and at the top there is a brass 
bell, like that of a horn. In the lowest octaves it does not quite have the 
poignancy of the trombone, but incomparably more fullness, more power, 
and more compactness of sound. In the one-line octave, one imagines that 
one hears the combined sound of several bassoons and flutes.46 

The question of the maker(s) remains open despite intensive research in the Thüringische 
Staatsarchiv at Rudolstadt.47 Somewhat later, in 1817, the court carpenter Martini is 
mentioned as maker of a bassoon or bassoon bell devised by the prince,48 and after 
1820 Gottlieb Streitwolf in Göttingen is documented as an instrument maker for the 
prince and Hermstedt. Further research is needed to ascertain if Streitwolf worked 
for the court earlier. The assumption that Streitwolf began working as a maker only 
in 1809 is a conjecture based on the fact that he is documented in earlier years only 
as a musician, but this does not necessarily mean that he was not making instruments 
before 1809.49 

To be continued in the next volume of this Journal.
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